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SECTION FOUR.

The Influence of Far Eastern art on the visual arts in Fngland and France

from 1868 to the 1880's,

The final“section of my thesis will present'an account of the effect
of Far Lastern art on the practice of the visual arts in England and
Prance after the Japanese appearance at the Paris exhibition of 1867.

The history of painting in the 1870's and later is much better docu-
mented than that of the 1860's, It is therefore possible to proceed in
more gene;al terms without giving an account of every painting made during
the period kriown to contain Japanese influence, for we shall not encounter
the problems of interpretation which vere fundamental to an understanding
of Japanese influence on art during the 1860's.

Indeed the account of the 1860's in Seétion One has prepared for the
discussion of tﬁe development of Japanese influence which I hope to
enlarge upon here, The later careers of Manet; Degas and Vhistler, for
instance, can’be seen as consoclidations of the artistic discoveries which
they made under the‘impact of the revelation of Japanese art dgring the
1860's,

In the ihterests of brevity and coherent presentation of ideas, this
fsection will rely on a selecfive discussion of artists and their works,

There are two aspects to this, Tﬁe first c§ncerns the application
of pr;cise critical analysis to tﬁe development of individual artists in
relation to Far Eastern art. In this way I hope to show that the relation
of nineteenth century painting to its time is more diverse than has been
realised, Furthermore, through a comparative analysis of the use of Far
Eastern art by various artists I hope to show that the historical and
gsocial context in which théy created their works offered a great variefy
of frames of reference of both formal and "symbolic" significance which
were made full use}of by4the artists, _Nineteenth century art possesses

as many levels of referenée as any other, Far Eastern influences are among
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them. This problem resolves itself into the question of the extent to
which the work of different artists shows similar or identical linguistic
or symbolic borrowings from Far Eastern art. It concerns the extent to
which general conclusions can be made about the formal and symbolic
association contained within the work of'a given period. R

It has béen assumed, for instance, that the Impressionists shared
certain stylistic intentions, However it is only in the last few years
that the complexity and possible variety of these intentions has begun
to be realised, Recently it has become much easier to challenge the
validity of stylistic éeneralisations such as "Impressionism", The use
of Japanese art by various "Impressionists" will provide a useful analy-
tical tool with which to approach the question of their stylistic coher-
ence., It will therefore be necessary to attempt an identification of
some of the effects of Japanese art., The examples of brushwork, types
of visual coding in the descriptions of objects, compositional patterns,
colour systems and other possible general formal effects of Far lastern
influence suggest themselves at once.

Related to these formal questions there exists the problem of the
search for an image which could be understood rapidly, a simultaneous
image. Such a search was clearly undertaken for complex cultural reasons
not simply in pursuit of a radical optical naturalism,

The influence of Far Eastern cult;re and art contributed greatly to
the notions of simultaneity and spontaneity of visual expression which
came to the forefront of artistic ihterest during the 1870's. Such
generalised aesthetic aims came to replace; or rather to complement the
traditional content of works of art.

Indeed the problem of the importance and significance of subject
matter in the art of this period is extremely complex.

By this I meén much more than the question of the artists' choice
of subject on the superficial level of whether it is "Realistic",

nImpressionistic" or "Symbolic". Rather I wish to discuss the revolution
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in the attitudes of artists to subject matter which I believe took place
during the 1870's, prompted by the Far Eaétern example.,

By following the use 6f Far Eastern art by various artists during
the later riineteenth century, I hope to show that their works are as
complex and as complete statements of human experience as the art of any
other time.

I shall argue for the rejection of the received historical account of
the visual arts during this period, This account proceeds by depriving
individual artists and their works of many resonances and subtleties of
meaning in order to fit them to a stylistic label. Such labels always
fail to account for the essence of the creative rrocess which produced
the works’of art under investigation because their technical convenience
is far outweighed by the,ﬁlinkers which they impose on the historian.

I will use the knowledge of the historical developmgnt of the Far
Eastern example in Western art established in Sections 2 and 3 of this
thesis to recover'a more accurate understanding of the creative process
of this time. By "creative process"™ I mean the historical relations of
the intellect, the forms of the material world and of human society as they
are rearranged and altered b& the artist in the course of his work.

Bven as a convenient historical shorthand, terms like Impressionism,
Symbolism or Aestheticism have become very difficult to use with accuracy. .
As received concepts‘with which to describe the creative processes of the
time they are destructive.

They appear to have the authority of historical imménence. The
Impressionists were, after all, known as the Impressionists by their
contemporaries. However when the term is used by historians it is for-
gotten that no critical formulation of the artistic intentions of the
"Impressionists" was‘ﬁade until some years after the 1870's. Moreover
the common "generalised“.historical understanding of the Impressionism

as a style did ﬁot.first appear until the 1890's or even later. In fact
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it is a nonsense to ﬁse the term "Impressionism" with anything but the
most arbitrary historical relevance. The same is true for all other
conceptual generalities which have so influenced the historical accounts
of the visual arts in the later nineteenth century. I shall show that to
give an accurate account of the creative achievements of this time it is
necessary to look at the artist as an individual against the whole con-
text of his times, not as an aesthetic politician whether reactionary
(Salon) or revolutionary (Impressionist) stamp, I shall therefore try to
avoid such generalisations,

The fundamental rethinking of the nature of the languages of visual
art in the 1860's flowered in the 1870's into a great variety of forms.

I have demonstrated that Far FEastern art acted as a catalyst, a powerful
spur to artistic innovation during the 1860's,

During the 1870'S its role changed. It is no exaggeration to say
that, as knowledge of Japanese art developed, so a whole visual tradition
was assimilated into Vestern art., Huysmans' suggestiqn that the 1879 1
| Paris Salon could have been improved by feplacing all the exhibits with
Japanese prints was not entirely frivolous, ©Sections 2 and 3 of this
thesis have given the account of the process by which this new tradition
was created and of the broad limits of the cultural significance assigned
to Far bkastern art in the West. Japanese art in the 1870's was no longer
a catalyst but a highly reactiye_element in the Vestern tradition with
its valencies constantly and sharply determined by European knowledge énd
European cultural myths,

In this section. I will explore the implications of the hypothesis
that European artists who used Far Eastern example in the 1870's or later
did so in order to develop the overall complexity of their work, not
simply as a dictionary of new forms to be arbitrarily applied. The crucial
case to be discussed in this respect is that of Manet and the "Impression-
ists", of whom I have seiected Monet and Degas for special study. I will

show that the unique use of the Far Eastern example by each of the artists
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I discuss indicates the complexity of their work and that to conceive of
Naturalism as a narrow and reductive aesthetic attitude is to misunder-
stand it._ I will show that the differences in artistic attitude and in
style amongst the naturalistic artists are much greater than the similar-
ities which circumstances have led historians to emphasise. The work of
wWhistler and others of the "Aesthetic Movement" is‘often placed crudely
in opposition to that of the naturalistic artists, By means of an exam-
ination of the role of Fér Bastern art I hope to show the fallacy of such
unhistorical characterisation,

I will also discuss the work of Tissot and Stevens in order to
demonstrate that thé use of Far Eastern art was in no sense a character-
istic of the "Avant Garde". Indeed I hope to show that the
concept of an"Avant Garde" is of very little help in interpreting this
period. Stevens was well aware of most of the aesthetic implications of
Japanese art, yet his attitude to these was very different to that of
Degas or Manet, fhough he made great use of them. I will also give an
account of the influence of Japanese art on minor artists and illus-
trators such as Walter Crane and of the work of Mortimer Menpes and
other artists who travelled to Japan.

Artistic activity in the later nineteenth céntury was more diverse,
less divisive, than has usually been assumed, Creative activity was
deeply rooted in the total spectrum of contemporary experience and in a
commonly recognised range of aesthetic problems. Nowhere is this more
eloquently demonstrated than in the letters of Van Gogh who is often,
mistakenly, treated as an artist without roots in the aesthetic pre-
occupations of his time. I shall show by discussing the place of Japan-
ese art in hié work that it in fact forms a logical conclusion to the
pursuit of the real, the modern and the natural which is the theme of

all artists who involved themselves with Japanese art in the 1870's and

1860's.,
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SECTION FOUR

CHAPTFR ONE. ‘The Consummation of the Struggle with the Language of

Painting. Manet and the Far Eastern Example after 1867. The Genesis of

Impressionism; Monet and Degas as enthusiasts for Japanese Art.

Manet and the Far Eastern Example after 1867.

In 1880 Manet exhibited several works in the Paris Salon, including
"Chez&%é}e Lathuilk". Huysmans was provoked by this to comment that
Manet was completely dominated by Far Eastern art, in particular the
Japanese prints

Manet ntavait ni les poumons. ni les reins assez
solides pour imposer ses idees par une oeuvre
forte., Apres s'etre mal debanésse des pastiches
raccordés de Velasquez, de Goya, de Theotocopule
et de bien d'autres, il a érré, tatonné; il a
indique la route & suivre et lui-meme est demeure
stationnaire, en arret devant les albums de Japon,
se déballent avec les balbuties de son dessin,
luttant contre la fraicheur de ses esquisses qu'il
gatait, en les travaillant. Somme toute, M. Manet
est aujourd'hui distancié par la plupart des_
peintres qui ont pu le considérer jadis, et a

bon droit, comme un maltre. . 1

Huysmans thought that having liberated himself from the Spanish and
from the "Realist" aesthetic, Manet had lost the leadership of the French
artists which had been his in 1868, Huysmans' criticism would be of
interest if only because it gives some indication that a contemporary
could "see" Japanese influence as one of the foremost elements in Manet's
work, dufing the 1870's, as Huysmans himself had done in previous re- 2
views, In itself this would justify an investigation of Manet's
involvement with Far Eastern art, for this would reveal much about the
contemporary attitude to Japanese art and the significance attributed to
its forms in the West, Huysmans' view that, for artists, the nbvelty of
the Far Eastern example had faded by 1879 confirms the results of the
investigation of the develobing attitudes to it during the 1870's made

earlier in this thesis., However Huysmans' remark also highlights the
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enigma of Manet's wofk during these years.

It is undoubtedly true that after the 1667 exhibition Manet's art
was essentially a struggle to consolidate and develop the research in
painting language which he began in the early 1860's. However Huysmans'
chgiée of conservatism is less acceptable. There is a sense in which
Manet is one of the last recognisable 0ld Masters of luropean art. A
painter for whom the act of creation was essentially and primarily an
act of synthesis'rather than analysis., This remains true for the 1870's
as for the 1860's despite his abandonment of the traditidnal "motif".
Huysmans' call for perpetual innovation results from the stress on the
partial and the impermanent that are the inevitable results of a purely
aralytical arproach to art, |

Paradoxically, this attitude was, in part, called into being by
the Japanese example aﬁd by the resulting conception of art as a process
wvithout an ultimate product. This is particularly noticeable in the
case of vhistler. ‘

It has been heid that the essential’seﬁaration between Manet and
the artists who fully adopted the new naturalism was his attachment to
the notion that a work of art is always a synthesis of meaning and form,
of subjective emotion and material fact. I shall demonstrate later in
this chapter that this is too simple a view. Many later critics and
historians have followed Huysmané' view that Japanese art was only a
“pradical" influence for a brief period iﬁ the late 1860's and early '70s,
(roughly 1867-1873). This view follows from the assumption that Manet
and the Impressionists were naive naturalists to whom the social, philo-
sophical and, in general terms, the symbolic and culturgl aspects of
their work were lost, I hope to show that on the contrary Japanese art
remained of interest to these artists throughout the 1870's and in the
case of Monet until the 1920's precisely because their art was related

to many levels of confemporary experience,
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'Immediately, however, we must discuss the questions raised by
Huysmans, whether Manet was in fact constantly drawing on the Japanese
example during the 1870's and whether in so doing he was bemused and
simply repeated the incomplete '"naturalistic" visual formulae that he
first found in it in the 1860's.

We have little direct evidence to help us, The inventory of Manet's
possessions taken on his death in 1883 shows only one Far Bastern object -
a small Chinese screen, in the Salon. There is no reference to Japanese
prints, though it may be that some were concealed in a "catch-all" item. 3
Nor do we have any direct evidence that Manet owned any other Far
Bastern work durin; the 1870's, Duret, writing after 1900, records that
Manet considered Japanese prints amongst the greatest works of art and
compares his drawing to that of Hokusai;

I know of no-one with whom he can be compared to

in this respect except Hokusai, whose rapid

drawings of the Mangwoua combine simplicity with

perfect definition of character. Manet greatly

admired what he had been able to see of Hokusai's

work and praised unreservedly the volumes of the

Mangwa which he had come across, 4

Duret's connection with Manet dates back to 1865 but the relation-
ship intensified after 1868 when Maﬁet painted Duret's portrait. More-
over Duret testifies that he "discovered" the langwa and Japanése art
in the 1867 exhibition., As we have seen Duret acquired a large collect-
ion of Japanese prints during his travels to the East with Cernuschi
in the early 1870's, He gave pride of place to the works of Hokusai
in his collection, in his writings on Japanese art and in his section of
the 1883 exhibition organised by Louis Gonse. It is likely that Duret
was a major source §f Manet's knowledge of Japanese art and sustained
his belief in the importance of Hokusai, 5

Manet was, in fact,-éurrounded by enthusiasts for Japanege art,

He had a long association with Ph. Burty who was a pallbearer at his
funeral, with Duret, Alfred Stevens and Zola. The development of Burty's

collection of Japanese art has been traced earlier in this thesis,
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He also knew lesser "japonistes", such as Zachan§513truc. He made an
etching of T, de Banville in the background of which were several Far
Eastern objects, including fans and a Buddha,

Mahet was undoubtedly close to the development of the_enthusiasm
for Japanese art in Paris after the 1867 exhibition, However there are
only two direct quotations f:om Japanese arf in his paintings after
1867. The portrait of Berthe Morisot, "Le Repos" 186 , shows an uniden- 6
tifiable triptych print above Morisot's head and the 'Portrait of

ot 703 i AL F e b
Madame Callias" of 1874 makes use of a series of Japanese fans hung on 7
a wall as a background. Behind the'fans is a Japanese decorative
hanging of some kind showing a heron or ibis on the shore of a stream,

This has been claimed to have been wallpaper, but it is my view that it
derives either from a Japanese embroidered screen hanging opened flat
against the wall as was the fashion at that time, or an embroidered
hanging. One can see the woven patterned "ribbon" bounding the panel
clearly and it appears to be Joinéd onto another panel brocaded with
the same ribbon. Such a use of ribbon is typical of Japanese screens,

It would appear fhat Manet abétracted motifs from the screen or
hanging to fit in with his compositions more accurately. The same bird
motif appears in "Nana" of 1877; but Manet has changed its relationship
to the framing ribbon completely. We can however be reasonably certain 8
that the original image was woven,not painted, for the legs of the bird
appear in the "Still Life with Ham" of 1880, and are represented in a 9
manner that suggests separate strands of material within a decorative
weave, |

It seems reasonable to assume therefore that the source for these
backgrounds was préeent in Manet's studio throughout the 1870's, 10
However he never made direét representation of it and therefore we
cannot be certain as to i1ts form. My opinion is that it was a screen
suspended on a wall,

These instances together with the Japanese doll in the painting of



589
Duret's Japanese dog Tama are the only direct representations of Japanese
motifs in Manet's work of the 1870's., They add nothing in themselves
to my discussion of Manet's use of Japanese-art in the 1860's and were
they the only evidence we have of his interest in Far Lastern art we
could be correct in assuming, as so many have, that Far kastern work 11
merely added to his art an occasional exotic perfume consistent with
"modernity".

Nor is this position much affected by a consideration of the problem
of "motif" in the 1870's., Manet's art during this period may have
external sources but fhey have not been discovered and the search for
specific Japanese sources for any of his works would not be profitable.
Indeéd the Musée Cernuschi, the best poténtial source of such material
has been inacceséible to researchers, DManet was no longer interested in
the problem of the translation of a "motif" into modern terms. He was
now in a position to attempt to take his subjects directly from his own
experience, The role which the Japanese example had as a catalyst in
the transformation of motifs into a modern form was no longer relevant.
Nonetheless there were two aspects of Manet's search for the "modern"
which remained intimately bound up with the Japanese example,

Naturally these links are difficult to eluc;date and impossible to
present with absoclute certainty.as they are all to be found in the
difficult area where form becomés interchangeable with symbol, where the
source of revelétion is masked behind the reality it reveals, Nonethe-
less I hope to show that as Manet consolidated the results of his
struggle with the ianguage of‘painting the Far Eastern example was
consfantly before him, a major influénce on his development,

We have seen above that by 1867 Manet was a highly developed artist
with a great admiration for Far Eastern art which resulted in his own
art being cohpared to Japanese art by Zola, and in the appearance of a

Japanese print in hislportrait of Zola,
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During the 1867 exhibition he would have had ample opportunity to
study the Far Lastern sections in the Champ de Mars. ifty of his own
paintings were on show in a temporary pavil ion just across the river
in the Place de 1'Alma and the view that he painted of the Champ de Mars
is of the section of the grounds whidh included the Chinese pavil ion,

By 1868 Manet had recorded his debt to Japanese art in his portrait
of Zola. During that year he made further aﬁknowledgements of this debt
in two of his paintings. They are "The Balcony" and the "Luncheon in the
Studio". Although many critics have asserted that there is no thematic
or symbolic link in "The Balcony" I hope to show that it is the last 12
painting in which Manet consciously confronted the problems of creating
a new language of painting in terms of separate symbols of its aspects.

The combosition as a whole is clearly deﬁendent on Goya's painting
"Majas on a balcbny". Manet probably knew the version in the Montpensier
collection in Paris which was reproduced in Yriarte's "Goya" of 1867.

He may also have seenbthe version of the painting in the Prado during
his journey in Spain. However Goya's painting is concerned with the
romantic bravura of human relationships against the background of a
strict social code., This is reflected in a tension between the cloaked
anonymous male and the élaborately dressed Majas sparkling against the
deep shadows. Manet's articulation is quite different. The composition
as a whole is clear and open, but each figure in the design has its own
independent reality cénveyed by its deco;ative presence within tne design
of the painting rather than by an implied.dramatic tension betweer. the
subjects of the painting. Manet's painting represents a possibility of
modern experience, a reality at once dream-like and self-contained, that
had first been articulated by Baudelaire.

Courthion quotes Baudelaire's "Le Balcon" in relation to this 13
painting. Vhilst one may doubt the historical aptness of the quotation |

‘ / ;
it is clearly a pointer to the artistic intention of the work. We hav%seen
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that in earlier work Manet used Japanese art to achieve the correct
"modernity" of feeling., In this painting he doés the same thing, The
green shutters and balcony railings lend the painting é fragile |
"decorative" quality, They are derived directly from Japanese prints,
probably those showing the geisha district of Tokyo, the Yoshiwara, 1In
these prints much is made of the motifs supplied by the delicate wood and
bamboo members and shutters and screens in Japaese domestic buildings.
Their function is to supply a grid which focusses attention on the geishé,
a pair of lovers or a group in such a way that the "still centre" of
their existence ig revealed, |

Manet uses the same device of fine linear patterns which define
both the physical and psychological environment of his sitters to invoke
a similar neutral ambience. The balcony railing forms a transparent
spatial curtain which separates and encloses thé‘three figures behind it.
Its rhythmical pattern 1s subtly emphasised by its almoét exact bilateral
symmetry., This rhythm combines with patterns of the shutters to empha—
sise the isolated self-contained quality of each figure, In addition
the absence of a visible base for the ralling and consequently of a
link with the viewer places the figuies in a quasi-immytable relationship
to him, Paradoxically this type of compoéitional relationship often
results in the viewer readihg the work as the "image of a passing moment".
However contemporary critics missed even this>possib111ty and attacked
Manet for what they considered an unmitigated crudity. The shutters and
railing, with their devastating flatnesa were unfavourébly commented on
by practicaliy‘every ceritic who saw the work in the 1869 Salon, They
remarked, almost to a man, that Manet had taken up house painting, using
buckets of Veronese green to finish his work quickly. It seems to me
that it is just possible that Manet knew the Japanese descriptive name 14
for the Yoshiwara prints, "Tmages of the green houses", In any case he

certainly borrowed the motif of railings and shutters from them. As
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we have seen the most likely Japanese artists to have influenced him are
those active in the mid-nineteenth century Toyokuni seems to be the most
likely candidate, though Kuniyoshi and several others working at that I(1)_
time also produced prints using this motif,

Manet was to use'it in two of his later major works, the "Chemin
de Per" of ﬁ873 and "Dans la Serre" of 1879, In both cases a human 15
relationship is presented against a series of regular "decorative"
elements supplied in the earlier work 4§ the bars of the railings
through which the éhild gazes at the train and in the latter by the
wooden slats of the seat and back of the beach on which Madame Guillemet
sits. The appearance of such a new motif in Manet's art would be of
interest even if it was used only as a transparent barrier to demark and
denote pictorial space, The motif had not been previously used in
Western art, and as I shall éhow it was taken up by several other artists
including Degas. However as we have seen, it also has a psychological
purpose, proposing a certain méde of existence and relationship between
the human beings within the painting, between them and the pictorial
environment and between the painting as a whole and the viewer, 1In
"Le Chemin de Fer" the curiosity of the girl for the railway is balanced
by the "mother's" curious look at the viewer and their presences are
linked and spatially and psychologically determined by the motif of the
railings. Ph. Burty wrote about the "Chemin de Fer" in the Renaissance
Littéraire et Artistique in terms very similar to those he used about
some Japanese art in his articles appearing simultaneously in the same
periodical. He called it "an impression of nature, éut of nature seen | 15b
with sensitiVity and treated with refinement". Thus we may see that
Burty was acting as transmitter of ideas involving the Far Eastern
example into the period of the geﬁesis of the "Impressionist" attitudes
to art. v

By 1873 however we may'suppése théfAManet was simply making superb

use of his pictorial language. In "Le Balcon" we may see this in its
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final stages of formation,

The boy bearing a salver in the background of the work is a memoxy
from Manet's earlier art and is here as an echo of Velasquez., DMoreover
while each of the figures in the foreground is identifiable they also
function as symbols of the elements from which Manet forged his style.
The painter Antoine Guillemet standing at the back is treated in a
manner derived from the Dutch painters who Manet greatly admired.

Berthe Morisot seated at the front is in Spanish costume, éarrying a
fan and painted as a Spanish beauty with her face described in strong
contrasts of light and dark. On the other hand Mme., Claus, standing on
the right is painted in shimmering indeterminate layers of colour and
in a highly affected pose, fiddling with her gloves, supporting an
umbrella in the crook of her left arm.

In my view she is rendered in a manner appropriate to the "Japanese"
clement in Manet's style. Not only would Manet have had Japanese prints 16
and paintings to study, he would also have been able to observe the
Japanese women at work in the 1867 exposition and it was probably in
this way that he derived Mlle. Claus' strange headdress, her hair is up
and a "Bouquet" bf white flowers 1s placed on her forehead, lMoreover
her face is vague, symmetrical, barely a "portrait" in comparison with
‘that of Berthe Morisot.

There is of course no direct evidence for this interpretation of
"ILe Balcon". However if on looks back to Manet's struggle with tradit-
ional languages of painting before 1867 it would be natural for him to
retain a partially "symbolic" approach to a modern subject until his
style was formed to a point where he could use it freely as he wished.
"Le Balcon" marks that point. From now on Japanese art was to make a
different form of contribution to Manet's art. Its role was essentially
that of any other element within a tradition, Manet was to draw on it

to vary and expand the pictorial language that the Far Eastern example
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had helped him to form in the 1860's., Ilis drawing and graphic work

therefore forms a much more important indication of his use of the Far
Eastern example than it did before 1867, for as I shall show, it was

through his graphic wérk that Manet experimented with new elements in 17
his pictorial vocabulary, which he often incorporated in his painting.

The history of these graphic experiments seems to parallel the kMrobean
discovery of different aspects of Japanese art during the 1870's, as I

have described it earlier in this thesis,

Two other indications of the probability of Manet's continued
involvement with the Far Eastern example aré those formal aspects of his
style which suggest Japanese models and the declaration of his friends,
critics and of the painter himself. By bringing these elements together
I hope to show that Manet remained constantly aware of the Japanese
example as he refihed his art during the 1870's. By implication it should
become clear that "Impressionism" was not a radical turning point in
lManet's career brought about solely by his fortuitous relationship with
lonet but a logical development of Manet's efforts to create a "modern"
style with all that this implied.

"lunch in the Studio", the second painting made in 1868 in which
Manet recorded his debt to Japanese art contains an indication of its
changed role in his art, The composition of the painting is rather
crowded but basically it follows the stylistic possibilities of his
earlier paintings. The difect link to Japanese art is provided by the
cat sitting next to the helmet and swords in the lower left-hand corner
of the painting. The image of the cat is a completely flat black sil-
houette from which legs, tail and one ear can be discerned protruding
as the cat curls itself up in the act of washing., The cat is an unmist-
akeable acknowledgement of Manet's debt to the Japanese example.

It can be traced to the cats taken from the print of cats by
Hiroshige which were used as bas de page illustration for Champfleury's 18

"Les Chats". Its pose, silhouette and manner of drawing are identical
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with the cat in the centre of the bottom row of Hiroshige's priﬁt. There
is no doubt that Fanet knew Liroshige's print and used it in "Lunch in
the Studio" and in the associated engraving. It‘provides clear evidence
that Manet was making a detailed study of Japanese art.

During 1868 Manet was working on the lithograph "lLa Rendezvous des I(2)
Chats" which was used in 1870 as a poster for Champfleury's book, One
proofvbears a dedication by Champfieury to Nadar. Hiroshige's print was
at thgt time btelieved to be by Hokusai and no doubt Manet imitated its
styie believing it to be by the Japanese artist whom Duret informs us he
admired almost beyond criticism. In using the image of avcat to indicate
his debt to Japanese art, Manet was not relying solely on stylistic
characteristics to make his point, As we have seen the Japanese portrayal‘
of animals was greatly admired and this adﬁiration somehow came to reside
especially in images of cats, This is not surprising when one considers
that most nineteehth century Japanese print makers made'studies ol cats,
Eventually in 1893 a book solely concerned with Japanese cat imagery was
published in Rouen, "Le Chat d'apf?é les Japonais" par J, Adelina. In 20

1869 Manet made it clear that he was aware of the association in an

engrav?PgF"Le Chat et Les Fleurs", which shows a cat 1o§king at a large I(3)
Japanese bronze vase holding flowers. The intimate presentation of the 21
scéne derive; from Zastern arf, though the style is not Japanese, being
limited by the etching technique. Ianet does show a considerable

interest in the designs on the bronze hoWevéf. Several drawings of cats

by lManet dated from 1868 survive in the Louvre.v One in black crayon

shows three cats, one of which is identical witﬁ tﬁe cat in "Luncheon

in the Studio”. Another, "Chat sous une chaise", shows the beginning A 1(4)
of lanet's interest in Oriental brush technique, though its wash drawing 22
is laid on a pencilled guide line, it shows an awareness of the potentiai

in dynamic outline and direct brushstrokes in drawing. This interest in.
Oriental painting technique was to flower as more Japanese painting

became available during the 1870's. Maﬁet's developing understanding
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of this techniove is dramatically demonsirated Ly a comparison of “Chat
sous un chaise" with the watercolour brush drawinems of cats he used to
illus‘rate two of the letters that hec wrote to lille, Lemonnier in the 1(5)
-last years of his life. ' ' v 23

The freedom with which watercolour is handled iﬁvthese later sketches
and indeed in his later watercoloﬁrs as a whole testifies to the tremen-
dous strides which Fanet';-understandingvof Jépanese'ért made during the
1870's, I shall trace this development in the course of this.essay.

In the late 1860's howe;er Ilznet's interest in Japanese grt centred
on the effects found in woodblock prints, notably fﬁose black and white
effects in the Mangwa and similar books of prints. He made a Pridt
~based on the drawing of cats which he used in "Luncheon in the Studio"
in érder to test out these effects in‘a graphic medium close to‘that of 24
the iapanese originals. Apart from the:pfobability that the hangi;g“
gcroll in the upper right hang corﬁer cf "Luncheon in-the Studio" is a-
Japanese painting on silk there is ro ofher acknowiedgement of Far
bastern interest in iManet's painting. GHManet's pictorial language here
forms a unity which does not rely on a ccnscious separation within.the
comnosition of the elements from which it is made up..-ﬂhilst it could 25
be argued that several elements iﬁ the painting have tneir origins in the
Far Lastern’example, they mark no advance on Manet's éarlier use of
Japanese art.,

Nonetheiess,the appearance of the cat in "Luncheon in tne Studio"
is not sim§1y a curiosity. It po;nts to Manet's developing interest inv‘
Japanese drawing techniques., This Qés soon to be revealed in a series
of seven paintings made in the summer of 1369 at Boulogne' sur ler duiing 26
a long pause on Manet's journey to Londén invthat year, In fhése WOTKS
Fianet is often said to have "become" an impressionist., Six of them
take the harbour as their subjecf, tut it is fhe gseventh, "Sur la Plage

du boulosme" which is of the most interest for my thesis, 27
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It snows groups of peorle, men, women and children, on a flat'saﬁdy
teach engaged in the actions wnich one natdrally finds in such a situation,
some gazing out to sea at the yachts and steamboats in the distance, some
talking'together and the cﬁildrcn playing. To the left is a horee-drawn
bafhing machine jﬁét leafing the watef.’.Nearly every critic who hasee |
written about this painting has described it as badly' composed, dis-
jointed or lacking articulgtion. This is presumably because the figures
are presented in the process of performing‘their actiong independently
of each other on a bare beach, However fhis does not make for a 'dis-
jointed" works the painting is a consistent presentation of the variety
.of human action within a specific landscape, a type of epace. It demands
to be "read" as such., If one does this it becomes clear that the com~
position, although highly info:val,'is well-balanced, For instance the
group of mother and two children looking out of the canvas is carefully
 isolated on the extreme left against the weight of figures to the right.

The informal deployment ‘of the figureq on the beach 13 the perfect
compositional vehicle for such a work. Exactly the same method of dis-

posing figures was used by the Japanese printmakers in their landscape

studies. Many of the prints in Hokusai's"100 Views of Miji" show . I(7)
figures informally distributed in a landscape. This book we know to 28

have been in Europe by 1869, Jut we can sucrest closer analogies than
this. Maﬁ& ﬁrintmakers from the time of Utamaro concerned themselves
with the image of human beings on the sea shore and all adopted the
informal distritution of figures throusgh an almost empty scene that
characterises lianet's work, It is possible to cite numerous examples
but one from Hokusai will suffice. This is "The eight-part bridge, 1(8)
Mihawa", from Hokusai‘s 11 bridge series. In this print figures are | '2§‘
grouped with a randon ‘informality on a trestled brldge running along a

sea shore. ulmllar informal grouping of figures is found in many prints

by Hiroshige in "100 Views of Yedo" znd "99 Stages of the Tokaido Road"

series., Moreover as we have seen, Chassiron published a reproduction of
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a landscape print of a shoreline showing ekacfly such an‘informal distri- 30
bution of figures from'the "100 Views of Fﬁji" by Hokusai, in his book |
on Japan, )

It is also intereéting that such an'informal'distribution of figures
first occurs in a picture‘organised like,dne of Hiroshige's Tokaido Road
prints - the view of éhe 1867 Exposition Universelle, which presenfs a
road and the panorama viewed from it, h

It is probable that a Hiroshige or Hokusai view of the sea prompted
Manet to make this painting. In earlier nineteenth century paintings of
the seashore the sea is generally seen as a metaphor of the chaotic
universe which the'aftist, as a representative pf humanity, confronts
with his creative intentions, This is true of thé seashore paintings of
Friedrich, Constable; Tufner, Dyce and of Courbet. This attitude to the
seashore is best expressed in Matthew Arnold's poem "Dover Beach", 31

Manet's painting on the other hand shows a completely different
attitude to the relation of human beings and the sea, To them the sea
is an incidental but welcome contingency in their affairs, This change
in attitude to nature and human behaviour is another aspect ¢f Manet's
developing modernity. It is an attitude which, as we have seen,
contemporary "realist" critics saw in Hokusai's work, which they praised
for its observation of the incidents of daily life.

Manet followed Hokusai's method of recording the incidents for his
painting in a remarkable skefchbook in which all the figures in the
composition were separately noted, together with many other sketches which
were not used in the final painting.

De Leiris calls the works in this "Boulogne Sketchbook" thumbnail 32
sketches but fails to see that Manet's drawing style has changed, become
radically simplifiedvand free of the heed to record contéur and detail
which was central to his earlief work., In these new sketches lManet uses

open, broken lines to suggest volume and action. This is clear in the
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sketch for the group of three womenj; two seated on the sand in the 1(9)
centre of the figures to the right in the painting, especially the line
which describes the back of the standing woman, 33

This direct rapid use of line is modelled on Hokusai's style in the
Mangwa, of which we know that Manet knew some volumes by 1869. We may
see it clearly in a page from the first volume of the llangwa from which
Manet was to borrow directly in 1876. In the upper left-hand corner is
a figure of a noodle vendor, The arm holding the pole supporting his I(10)
wares is indicated simply by three brush_strokes which suggest at once
the sleeve and arﬁ it contains, In his search for modernity Manet
clearly imitated this manner of Hokusai in his own dfawing.

Moreover he grasped the implications of this method for his‘painting.
The lines of sketcﬁes are transmuted almost directly into paint by
direct brush strokes, This is strikingly true of the group of three
women we have already discusged and of the donkey in the lower right- 1(11)
hand corner,

This effect is emphasised by Manet's use of flat areas of colour
and direct light and dark contrast within the open_contours translated
from the sketches, De Leiris has seen in "Sur la TIlage de Boulogne"
Manet's attempt to free himself from pictorial sources and to discover
a compositional solution answering directly the demands of a very precise
and personal form of visual experience and that Manet's "refusal to
compromise with the uniqueness of this experience" produced the strange- 35
ness of the composition, Whilst I am in agreement with him in tracing
Manet's motive for attempting this painting to a desire to make incarnate
in art a Baudelairean "realites moderne" I find the notion that such a
complex and disciplined work sprang solely from the desire to evade
certain visual traditions rather difficult.

Manet's style developed from a synthesis in which Far Eastern art
played a crucial role as a catalyst., I find it natural that he should

have turned to Far Fastern art to develop that style further. We have
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seen that Japanese art, espécially Hokusai's prints, was strongly
identified with "realism" and with the idea of "Modernite" from the late
1860's, We have alsq seen that the subject matter, the emotional tone,
informal composition and the style of description of the human figures
in this painting all have parallels in works by Hokusai of which Manet
was probably aware. It is reasonable to suggest therefore that at this
crucial stage‘in the extension of his pictorial language Manet turned
once more to the Japanese example,

De Leiris argués that this painting indicates a movement "towards
Impressionism", poétulating Impressionism as a finite, comprehensible
style. I prefer to see "Sur la Plage de Bouloghe" as a logical extension
to Manet's struggle for a pic#orial language to deal with contemporary
experience. This extension led logically to the two studies of figures
on the beach which Manet made in 1873. "Sur la Flage de Boulogne'" and
"Bajigneuses sur la plage" in which simplified brushwork and bright
colour is used in as radical a manner as that of Monet.

It may be arguéd that in concentrating on "Sur la Plage de
Boulogne" I have been able to over-emphasise the role of the Far Fastern
example at this stage in Manet's development. MNowever it is possible
to find analogies with Far Eastern art in each of the other six paint-
ings made at Boulogne.

In both versiona of the Departure of the Folkestone boat the use 36
of the two inclined smokestacks and the paddle wheel casing as major,
flat decorative areas of division of the composition is reminescent of
the repeated use of tree trunks, temple pillars and architectural
features by Hokusai and Hiroshige for the same purpose. All six paint-
ings contain further examples of the graphié simplification of brush-
stroke in the painting of figures, which I have suggested derives from
Manet's close study of the Japanese example. |

As I shali show, it was the two elements of composition and

simplified descriptive brushwork which Manet was to communicate to Monet
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at Argenteuil, This series of paintings and "Sur 1a Flage de Boulogne"

in particular also raises the question of the direct influence of the

Far Eastern example on the subject matfer of painting in the 1870's,
Uki-yo-e prints especially showed a great range of subject matter, much

of which concerned metropolitan life in Yedo, and fitted the Baudelairean
conception of the modern, as has been diséussed above. It may be that

the example of an art with such a wide range of subject matter gave

Manet and others the courage to extend the subject matter in Western
painting during the 1870's, As we have seen, many critics in the 1870's
identified the broadening of subject matter in Western art and literat-

ure with Uki-yo-e prints, In my view it cannot be too strongly stressed
that formal and linguistic innovation such as we have discussed went
inevitably hand in hand with this legitimising of non traditional subject
matter. It has recently been argued that this opening of attitudes to

the subject matter of art leads eventually to the acceptance in the

West of the notion "most things make a picture" and also to the denial 37
of the role of subject matter in recent art, It is hardly necessary

to state that the universalism which these aesthetic attitudes surgest,
when taken together, is a characteristic of Far Eastern cultures. We
have seen that ideas of universal transience deri?ed from the Far
Eastern example were in the minds of critics of Far Eastern art‘in the
1870's, At many points they stand in close relation to the ideas of
transience evolved as part of Western "naturalism" in the 1870's. Thus
it may be seen that the transient nature of the scene on the beach at
Boulogne found more than a merely formal echo in Far Kastern art,
Language is form and substance., Once again we may see that the Far
Eastern example stands at the beginning of a "lModernist" attitude to
art and aesthetics, Moreover it is in the logic of Manet's metamor-
phosis of tiaditional subjects in the search for modernity in the
1860'3 that he should eventually choose subjects which have no location

in the Western tradition and no naturally appropriate pictorial organ-
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isation and therefore that he should turn to the Far Eastern example for
possible compositional schemata.
Later in 1869 Manet made another direct acknowledgement of his
interest in Japanese art with the inclusion of the unidentifiable tri-
ptych print in "Le Repos", the portrait of Berthe Morisot.
In 1870 he made an éIE}LQNq of the profile of Eva Gonsal 'es which
is clearly dependent on the Far Eastern example for its direct linear 'I(10)
style. The fluidity of line in Gonsalves' profile suggests that Manet
was studying Far Eastern paintings as well as prints by this time,
Foreover it may be reiated to the profile by Koua Setsu which was in the
Duret collecfion in 1882, Though the probability is that Duret did not
own this work before 1873, similar examplés éould have been seen by
Manet earlier, 370
In the following year Manet produced an etching, '"La Queue devant
la boucherie™ in which a queue is shown‘sheltering under open umbdbrellas
in the rain., The motif has been related to the drawings of umbrella
carrying individuals in thehmangway I find these comparisons unsatis- 38
factory as they suggest a graphic intention not found in Manet's print,
which relies on a balance of masses;not outline, Far more relevant to
this engraving is the brokenﬂlined image used by both Hokusai and more
especially by Hiroshige when they describe a figure in a rainy land-
scape. One such image, taken from Hokusai's "100 Views of Fuji" was
reproduced in Osborne's "Japanese Fragments" and later in Montaiglon's
"Sonnetti D'Arte". Severalvoccur in Hiroshige's "Views of the Tokaido 39
Road" of 1853, for instance the stations of Tsuchinyama and of Shono.
The broad straw hats of the figures in these prints are equally valuable
from the point of view of a cluster of circular motifs as are the
umbrellas of Hokﬁsai's work, The probability is that Maﬁet knew all
these sources aﬁd merged them in this work. An additional point to be
made about this print is thét it takes further the image of human

behaviour as "incidental" which Manet began exploring in "Sur la Plage
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de Boulogne". DMoreover, as in the Cdnsales print, Manet indicates that
he has begun a study of Far Eastern painting techniques. The use of
juxtaposed masses of light and dark, relating not to chiaroscuro but to

a coded, graphic method of description, is characteristic of Far Eastern
ink painting., The "Queue" shows the same "coded" descriptions - note

the partial indication of the shape of the umbrellas. Also Manet gives

a dynamic effect to his dark areas by a directional use of the etched

line within the areasj this forms an equivalent for the dynamic of the
oriental brushstroke.

As we have seen, Japanese paintings gradually became recognised
during the 1870's, From the Union des Beaux Arts exhibition of 1869
Japanese ink paintings, scréen raintings and watercolours were frequently
on show in Parls and several accounts of Japanese painting techniques
were published. There is no doubt that the Cernuschi collection orig—
inally contained Far Eastern paintings and drawings, of which unfort-
unately there is no record. This interest in Japanese painting techniques
reached its zenith with the‘great interest in the wérk of Watanabe
Seitel at the soirées in the 1878 exhibition.

There was also a éeneral broadening of acquaintance with the
visual languages of Far Eastern art,

Unsympathetic critics now began to detect the Japanese element in
Manet's work. He exhibited the "Combat between the Kearsage and Alabama"
of 1864 in the Salon of 1872, and J, Claretie immediately attacked it
for its Japanese gqualitys

Manet has been a sailor, a cabin boy and an ordinary

seaman in his youth. You would not say so after

seeing his seascape where the perspective is treated

a bit too much in the Japanese style, A0

Infantilism remained the essential charge against Manet and the
debate about his work in the 1870'5 follows a similar pattern to the

debate about the value of Japanese art in the 1870's, Those who were

against one tended to be against the other, as we have seen in the case
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of Bousquet. Childlike primitiveness was alieged against both,

Manet confirmed his interest in Japanese art in the eight illustra-
tions that he made for the poem "La Fleuve" by Charles Cros in 1874, The
libellule for the poem is a drawing of a dragonfly which is clearly 41
based on the drawings of insects found in Hokusai's”Manng\and many
similar works. Chassiron was first to reproduce plates from Vol.1 of
theﬂMangwa? It is likely that Manet took the idea for the dragonfly
from this volume for, as we shall see, he quoted from the same volume in
hig illustrations for Mallafmé's "L'Apres-Midi d'Un Faun".

The remaining engravings for "la Fleuve" do not have the incisivev
direct linear quality that is the normal implication of influence of the
Mangwa., In particular we may see this in "La Mer", whose linear struct- I(12)
ure is open to such an extent thaf it appears likeia graffitf). In
fact this highly open treatment is one of Hokusai's alternative manners
within the”Mangwéfin Vol.8, and more commonly in other books such as 1(13)
the Hokusai Gwafu. "La Montagne" and "La Haute Vallée" also show an
attempt to absorb a different aspect of Hokusai's visual language in
this case the juxtaposition of black and white masses to suggest volume
and space in landscape. This is found in particular in volume six of
the”Mangwg“in’the plate "Snow on Mount Toukuva, Hitachi"., "La Haute
Vallée" is especially striking in this respect and also as it is almost
a paradigm of compositional strategies to be used later in much more
complex pictorial situations by Manet and the Impressionists. This’
applies not only to landscape but to Manet's portraits, nudes and
figure paintings of the 1880's, Consider the two figures in "Argenteuil®
as volumes, they are coded in the manner of the trees in "La Haute
Vallée", Manet thus iearnt from tﬁe graphic languages of Far Eastern
art that a greét'variety of visual coding existed to make representation
of many experieﬁceé immediate Qithout loss of aesthetic conviction,.

The observation of thé effects of 1ight alone could never have achieved

this. The search for the instantaneous image was as much a question of
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language as of observation. The charm of the trees in "La Haute Vallee"
resides in the audacity with which visual language is used in such a
simple image andlthe samevis true in a more complex way of Manet's
"Impressionist" worké and many of the wérks of the Impressionists,

Another source for these small images can be in Chesneau's article
"Le Japonva Paris" of 1878, Chesneau reproduces several very small,
vignette like Japanese landscape prints., Presumably they are reproduced
full size, They show thé:giéphic compression and directness as the
Manet works, _ | ' I(13b)

Manet's difficulty with this very sparse style is indicated with
his need to repeat several of the etchings on fresh plates, This shows
that he was struggling with further implications of Far Eastern style
" and discriminating between its different facets., He was pushing his
investigation of Far Eastefn art far beyond the level of his critical
antagonists.

There were some critica who perceived the value of the Japanese
example for Manet, notably Mallarmé and Huysmans, and who in general
intended their comparisons with Japanese art as a form of praise,

Manet met Mallarmé in 1873 and they remained friends until Manet's--—
death, During the 1870's Manet illustrated two poetic works connected
with Mallarmé, his translation of Poe's "The Raven" in 1875 and his own
"Lt Apres Midi d'un Faun®'in 1676,

Manet's illustrations for "The Raven" provide clear evidence of 43
his interest in Far Eastern brushwork. The illuétrations and the pre-
liminary prints for them were made using an autographic process that
enabled true copies of brush drawings to be reprinted by lithographic
stone, |

Manet was probably inspired to use this method by brush drawings
of crows which arrived in Paris during the 1870's, One contemporary 1(14)
Japanese artist. - Kyosai - had made his forte the painting of crows. 44

We know that Kyosai was known to many Buropean artists who travelled to
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Japan, This would suggest that if Japanese brush painting influenced

FManet directly it probably did so throush the work of ¥yosai., However

we cannot be certéin that one of Kyosai's warks was present in Iurope by

1875 and it may well be that his work was little known to foreigners

before the 1877 Tokyo exhibition at which it caused a public controversy.

The only Japanese image of a blackbird whose presence in Lurope can be

assigned to earlier than 1875 is a print in the Cernuschi collection
reproduced by Gonse in 1883 as "Cansonnets sur le Soleil-Couchant” par

Shinman, 1815, Although it is a print, it does preserve the dynamic of (I)Sect
a brush-stroked image, particularly in the two grey birds behind the H-
black image of the foremost onej it also retains a certain roughness

of finish that is characteristic of some of Manet's illustrations and

is produced in them by a mixture of dragging a dry brush énd scraping

the lithographic stone,

It is possible that Manet saw this image or one like it as a result
of his friendship with Duret., A print of blackbirds on a bough by
"Quashi Kijo" dated 1751 appears in Duret's 1882 article on Japanese
prints in the Gazette des Beaux Arts. This suggests that such prints
were in Duret's collection in the 1870's, Manet would certainly have
been in a position to undefstand Far Eastern brush technique for Duret
wouid have given him a first-hand account of it. Moreover as we have
gseen in the 1870's Duret believed that lightness of touch and the rep-
resentation of movement were the key characteristics of Japanese art and
that he attributed these qualities to the use of the brush both as a
writing and as a painting implement.

The painting of birds was a most natural expression of Duret's
beliefs as the imageé would exemplify movement and lightness of drawing.
In making images of the raven Manet was doing far more than borrowing a

motif, he was making a practical investigation of Duret's account of

Far Eastern art. 45
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One of the earliest ofAthe prints cohnected with the raven project
is the print showing the head of a raven, three studies of Duret's
Japanese dog, Tama, and a small block of pseudo~Japanese characters and I(15)
seals, The studies of Tama link the plate with Duret, The "“Japanese" ‘
characte1> which Guerin thought a fantasy added by the printer are in
fact Manet's attempt to ﬁnderstand Japanese calligraphy and the crow and
Tama are experiments in brush strokes imitating Japanese paintings by
following Duret's advige.

The study of the raven's head was iater used as the centre piece of
the poster which advertised Mallarme's translation and was rlaced on the
cover of Mallarme's complete poems,

The drawing of the flying crow which formed the exlibris of "The
Raven" exemplifies Duret's stress én lightness df touch agd motion 46
completely; in it Manet has‘understood totally Japanese brush fainting.
However its application is less successful in the illustrations which
demanded the creation of original images.

"Sous la lampe" is poésibly the most difficult of them, Manet
has attempted to merge the Oriental brush technique with a diagonal
hatching in the Western tradition, The sense of intense darkness,
spiritual as well as physical vhich is intended to surround the lamp
is vitiated by the illegibility of this mixture of these techniques, I(15)

"Le Corbeau sur le buste" uses the same mixture but much more
successfully. The contrast of the lines indicating the bust, and the
door beneath it with the irregular‘strokes ofAthe raven and the shadows
around it show Manet's’interest in using the potential of Far Eastern
graphic means to create an image which reflects the enigmatic meaning
of Poe's poems |

And the Raven, never flitting, still is sitting,
still is sitting
On the pallid bust of Pallas, just above my
chamber doorg '

And his eyes have all the seeming of a demon's
that is dreaming,
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And the lamplight o'er him streaming throws his
shadow on the floor. ‘
And my soul from out that shadow that lies
floating on the floor
Shall be lifted - nevermore. 47

It is "La Chaise" which illustrates the shadow alone which is the I(17)
most successful of the illustrations, Manet uses the Far Eastern brush
stroke to create in the shadow a presence which is a perpetual symbol
of absence, strengthened the unsubstantiality of the drawing of the
empty chair. No suggestion has ever been made that Manet had any direct
symbolic intention in using a Far Eastern technique for these illus-
trations indeed it seems unlikely that one existed since no contemporary
- attitudes to Japanese art suggest an appropriate symbolism,

Nonetheless one cannot avoid remarking that the Far Lastern style
is used by Maﬁet as a cipher for enigma and melancholy, ; "modern"
sentiment to which traditional Western art could not perhaps have given 48
full expression. I am thinking here of the weak illustrations to Poe's 49
"Pales" made by Legros in 1862, I(18)

Nor must one forget that Baudelaire, writing of Poe, observed that
he never lost his philcsophical calm but remained the true poet;

a truth clad in a singular raiment, an apparent

paradox, refusing to be jostled by the crowd and

running off to the furthest Orient the moment the

fireworks start up in the West, 50

He also speaks of the hero of the Raven as living in "Oriental
luxury".

Manet's choice of a Far Eastern style to illustrate "The Raven"
may well have been conditioned by the identifiéation of the Far Eastern
example with "modernity" which spréng from Baudelaire. It was also
necessary to escaﬁe the repetitious medievalising Gothic of Legros'
illustrations, in order to suggest paradox, the existence of something
beyond the commonplace emotional vocabulary of Western art, As I have

shown above, many critics, notably Burty, stressed the "poetic" quality

of Japanese art, We may therefore suggest that Manet's choice was made
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in the full‘realisation df the "modernity" of Japanese art and its
relation to contemporary Western culture, Manet was thus engaged
both in an investigation of the Far Eastern aesthetic and in a complex
comment on the meaning of Poe's poem in his illustrations to "The Raven",

liallarmé's 11prés Midi d'un Faund was also the subject of a careful
complex cbmment in Manet's illustrations., The poem concerns the attempts
of a faun to recapture the sight of a beautiful nymph, once glimpsed,
on a luxurious sunny afternoon., It traces the increasing role of the
imagination and artifice in the faun's attempts to "perpetuate" the 51
image of the nymphs., The poem finds beauty in a transient, parade of
- physical sensations fused with ideés of formal harmony which are most
strongly evident in the careful metrical structure and balance of sounds
in thé poem,

Manet provided four exquisite sméll prints for this work which are
clearly based on the radically simplified graphic style which he
developed from the example of Hokusal in thebMangwar Moreover two of
the four are direct borrowings from Hokusai,

~  The exlibris design of two leaves and a flower ig taken from a I(19)
sheet of studies of flowers in volume one of Hokusai'ékMangwdi The
frontispiece of the'faun has no direct borrowing from Hokusai other 52
than the stylistié. However in the picture of the nymphs the figure to
the left extending her right arm is borrowed‘intact from a Japanese
bathroom scene also in volume one of theﬂMangwaY\-This scene was well-
known in Europe it was reprod uced partially or in total on several
occasions beginning with Alcock's "Capital of the Tycoon'" in 1863, 53
The cul de lampe print is also not attributable to a single Japanese
model.’ It is an image of a single bunch of grapes., An image in a
Japane;e manner of an inescapably "antique" motif,

Mallarméfwaé delighted Qith the illustrations and gave a clue to
Manet's intention in a letter which he wrote to Arthur O'Shay nessy in

1876 on the 24th Mays



Manet sera content que vous avez fort gouté S6N
illustration si curieuses mglgnt dans un
sentiment moderne tres - vrai a la fois le
Japonais et l'antique.

Manet combines the imagery of the antique with the graphic simpli-
city of Japanese art to create a pictorial analogy to Mallrmé's poem,

In one sense he is beginning that metamorphosis of classicism in order
to express a modern sentiment which was to be a distinctive feature of
art in the twentieth century, notadbly in the work of Picasso. The
transience of "beauty" balanced with a perfectly proportioned structuré
in the poem is exactly matched to Manet's plctorial reference, Nor is
. the "antique" contribution one of motif alone any more than the Far
Eagtern example is simply stylistic, I suspect that Manet may have had
certain vase paintings in mind though this is difficult to prove. It
is striking that Mallarmé recognised the result as authentically modern.

Voreover as I have shown, many critics of Japénese art in the
1860's and 1870's linked the art of ancient Greece and that of Japan.
Chesnéau for instance compared the Parthenon entasis to Japanese
asymmetry and in 1878 a Japanese waé shown, driving Apollo's chariot in
a decorative frieze. The fusion of the two was therefore rooted in a
cultural "modernity", not simply an invented or imposed modern
experience,

In one sense thesé four illustrations contain the essential para-
dox of Manet's art in the 1870's and provide strong evidence against the
belief of De Leiris and others that Manet developed consistently towards
an "unfettered“ natu:alisﬁ relying only on an uncritical observation of
nature,

"Nature" for Manet is always seen in terms of a harmonious creation
Indeed it is clear that fof him it was only thrpugh such a creation can
we "see" nature at all, Thus in the merging of Far Eastern and antique

associations we have the paradox of naturalism resolved in a delicate

perfection. Manet sav all his art in this light. In September of the
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same year as the "Faun" illustratidns Mallarmé published an article,

"The Impressionists and Edouard Manet", in the Ihglish‘art magazine

Art llonthly Review of which only the English translation now surviveé. 55
Mallarmé noted_Nanet's habit of discussing his art in convivial

terms with his friends, implying that the statements he ascribes to

Manet are authentic and not vehicles for Mallarmé's interpretation. At

the end of his essay lManet's words ére given as a quotation in reply to

Mallarmé's question;

what can be the aim of a painter before everyday
nature? To imitate her? Then his best effort
can never equal the original with the inestimable
advantage of life and space

to which Manet repliess

Ah no, this fair face, that green landscape will
grow old and whither, but I shall have them
always, true as nature, fair as remembrance, and
imperishably my owni or the better to satisfy my
creative artistic instinct, that which I preserve
through the power of Impressionism is not the e
material problem which already exists, superior

to any mere representation of it, but the delight
of having recreated nature touch by touch, I
leave the massive and tangible solidity to its
fitter exponent sculpture. I content myself with
reflecting on the clear and durable mirror of
painting, that which perpetually lives yet dies
every moment, which exists by the will of Idea,
yet constitutes in my domain the only authentic
and certain merit of nature, the Aspect. It

is through her that when rudely thrown at the
close of an epoch in the front if reality, I

have from it only that which belongs to my art,

an original and exact perception which disting-
uishes for itself the things it perceives with

the steadfast gaze of a vision restored to its
simplest perfection, - 56

As we'have seen, many Western critics of Japanese art looked to it
to enable the West to unite the "Real" and the "Ideal" from the 1860's
onwards, and this was emphasised in the writings of the 1870's, In my
discussion of the debate over Japanese art during this period I have
tried to trace the development of the idea that Japanese art united
nature and the ideal as one thread among many, for instance De Goncourt's

~ 7’ 7/
"image a la fois réel et poetique auquel n'est jamais arrivee une
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composition ornamentale de 1'Occident", 57
lMany other critics expressed similar sentiments; DBurty stressed the
poetic quality of Japanese art, and Jarves, Alcock, Dresser, Bousquet,
Vernet, Duret and Feydeau all joined in the debate about a poetic or
spiritual aspect in Japanese art, By and large the critics favourabdle
to Manet and Impressionism argued for the poetic nature of Japanese art,
_the others against, 58
In his avdwed search for the "Ideal" within nature, lanet was drdwn
to employ Japanese art as a worthy guide, As we have seen this is
nothing new for Manet and many others did this in the 1860's, However
it is important to note that by cohsidering his use of the Far Bastern
example Manet's artistic intentions can be shown to be constant and his
art a gradual development, There was no abrupt change of direction to
a radical naturalism, rather the problem of the poetic and the real ha&
shifted its ground. This was in no gmall part a result of the appearance
of Far Eastern art in Europe, as I have shown,
Manet's use of Far Eastern art in his graphics is therefore of muéh
greater significance than that of a few borrowed Japanese motifs, In
his illustrations he was making a subtle comment on the problems of
modernity and aesthetic consciousness raised by the poems, He was
also broadening his understanding of the languages of Far Eastern art,
striving to comprehend the secret of its variety and simplicity. He did
this in order to free himself to employ them in his paintings,. Mallarmg
quoted Manet's discussion of this problem in his English article;
No-one should paint a landscape and a figure by
the same process, with the same knowledge, or in
the same fashionj nor what is even more two
landscapes or two figures,. Each work should be
a new creation of the mind, The hand, it is true,
will conserve some of its acquired secrets of :
manipulation, but the eye should forget all else
it has seen and learn anew from the lesson before it. 59

Manet is here talking of an endless inventiveness of draughtsman—

p? >
ship and brush work such as was displayed in Hokusai's'ﬂangwé‘and else-
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where in Japanese art. In studying and borrowing from it as we have

seen him do, he was expanding the capacity of his hand to make each

image afresh. One must also observe the connection between Manet's
definition of the relationship of the hand and eye or intellect of the
artist and that given by many Far kastern artists, teachers and theor-

ists. In this view the artist's hand and am act merely as a conductor

for the "Tao", the force created by the correctness of natural and 60
spiritual relations fo the object the artist wishes to paint and which

he has achieved by contemplation. Manet must have been aware of the

balance of hand and eye in Far Eastern painting through accounts of'

Dureﬁ and others who had seen Japanese artists at work, and we have

seen him experimenting with the free direct Far Eastern brush stroke
himself‘in the drawings for "The Raven". Thus the Far Bastern example

led Manet on from his discovery of the "taches" in the 1860's to the

fully "liberated" brushstrokes of the 1870's., There can be little doubt
that other "Impressionists" benefited directly or indirectly from

Manet's discoveries, We may therefore argue that the new balance

struck by Manet between hand and eye marks the bcginning of a theme

which recurs throughout subsequent art in, for instance, the late

paintings of Monet, the works of Van Gogh and the Abstract Expression- 61":
ists, all of whom had a close dependence on the Far Eastern example.

It has been argued that these works show a rebirth of a concern for the
"spiritual" in art which was lost in Impressionism in the 1870's.
However I have shown that Manet's adoption of the free brushstroke from
Far Eastern art, was in part a strategy to retain the "poetic" within.
a modern vision, The changing relation of hand and intellect was a
natural concomitant of this. We have seen that Regamey, Duranty and
others used the idea of'the “hieroglyphic" in‘discussing Japanese art,
They grasped the magic vitality conveyed to a symbol by spirit, direct
action, Manet's various graphic devices and brush strokes are in a

sense expressive hieroélyphics and they stand at the beginning of the



614

"expressionist" tradition in Modern art. Greenbergvhas linked the

latef Honet intuitively with Abstract Expressionisme. I would suggest
that Greenberg's hypothesis that Monet's later style emerged from the
tensions of Impressionism's aspirations to illusion and decoration is
mistaken, The liberated brushstroke always implied an attempt at the
poetic or spiritual resolution of the perception of the natural, Indeed
it asserted that perception by an artist was de facto such a resolution, .
a "recreation of nature touch by touch" as Mallarme says, that lianet
expressed it.

Manet's "Impressionist" paintings are always an attempt to achieve
poetic harmony with nature, Greenberg's intuition is therefore correct,
but his hypothesis of an immiment formal dialectic of illusion and decor=-
ation within Impréséionism, which was thrown up almost as an accidental
consequence of a radical and unpoetic naturalism is not. His so-called
"classical period" of Impressionism was merely a stage on the ccntinuous
exploration of problehs which first occupied painters, in recent times,
in the 1850's and héve done so ever since. The balance of hand and
intellect and eye may be seen as a touchstone to many of these problems
and as we have seen the Western notion of this balance was radically
affected by the Far Eastern example from the 1860's onwards,

In Mallarmé's lnglish essay even the search for the simul&aneous
image is not treated as a repiesentational problem alone, but as part
of a search for the "truth". Mallarmé dismisses the role of composition
in modern painting and then suggests that Japanese "perspective" is the
ideal way for an Impressionist to construct his image. It is clear that
by perspective he means the whole iange of Far Eastern compositional
techniques}

as a rule the groﬁpihg of modern persons does not
suggest it, (composition) and for this reason our
painter is pleased to dispense with it, and at the
same time to avoid both affectation and style., -

Nevertheless he must find something on which to
establish his picture, though it be but for a
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a minute -~ for one thing needful is the time
required by the spectator to see and admire the
representation with that promptitude which just
suffices for the connection of its truth., If we
turn to natural perspective (not that utterly
artificially classic science which makes our
eyes the dupes of a civilised education, but
rather that artistic perspective which we learn
from the extreme East - Japan for example) =

and look at those sea pieces of Manet, where the
water at the horizon rises to the height of the
frame, which alone interrupts it, we feel a new
delight at the recovery of a long obliterated
truth. 62

Informal composition, derived from the Japanese example was thus
seen as a means of reducing the distance between the spectatbr and the
image, yet retaining the necessary guidelines through which an image
can be appreciated as a "truth", an accurate rendering of a man's
relation to nature in terms of both perception and poetry.

Mallarmé's discussion of composition éupports my thesis that from
"Sur la Plage de Boulogne" onwards Manet sought for compositions suit-
able for modern themes in Japanese art which he felt to have a "natural"
perspective,

Moreover this naturalness is related to a direct "instantaneous”
quality. The creation of this possibility of an immediate apprehension

was greatly served by thé new balance of hand and eye suggested by the
Far kastern example.

It remains to discuss briefly some of Manet's paintings made after
the Franco-Prussian War to demonstrate the influence of the Far Lkastern
example on them. In 1873 Manet spent the summer at Boulogne sur Mer
and produced a.series of mariné paintings which continue thé use of
Japanese compositional motifs derived from Hiroshige which he first 63
employed in the "Kearsage and’Alabama Group". Despite their increased
subtléty thesé remain variations on the earlier theme.  From 1874
however Manet used the new discoveries he was making about Far Eastern
art in his paintings,

In that year Manet worked at Argenteuil with Monet who used a’boat
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there as a studioj Renoir also spent some time there.

Many critics have argued that Manet was surprised by the progress
that these artists had made and promptly adopted their habit of working
in the open air and their open brush strokes and bright colour, However
as we have seen, Manet's research into visual language was a continuous
process. Moreover the return of Duret from Japan and the expanding
knowledge of Japanese art wés providing him with the stimulus to expand
that language. Painting in the open air could not have alone stimulated
Manet in the development of his painting style any more than it had
stimulated Monet in the 1860's. It is my view that Manet contributed as
much to Monet and Renoir during that summer as vice-ve:sa - giving them
benefit of his superior grasp of painterly language.

The rapidly executed painting of Monet in his boat shows the variety
of this language., The painter establishes an unusual spatial quality 64
by using the strokes which represent the shadow on the left of the mast
and those curving round the edgé of the awning and the roof of the cabin
in relation to the curved shadow formed by the hull of the boat, Within
this there are subsidiary "graphic" qualities - the fringe of the canopy,
thé part shadow, part sketched contours of the two figures on the black
edge on the left side of the cébin door all form a subsidiary graphic
system, There are several such in the painting; for instance the red
stripes of the awning are echoed in Monet's hat., This technique of
using subsidiary rhyming."decorative"'systems to create "space'" and
"light" in an image is found in a great range of Japanese prints, The
whole composition consists of subtle interweaving of such systems, which
Manet couid onl& have achieved by study of Far Eastern art,

The vainting called "Argenteuil" made at the same time is an exten- 65
gion of Manet's use of Far Eastern language in many directions, The
rhyming of colours and brushstrokes that we have seen in "Monet and his

Boat" is evidenty note for instance the mast and ropes to the left of
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the composition and their place within it. The bright blue of the water
also forms a series of rhyming areas within the canvas whose "texture"
and patterned brilliancy of colbur creates the necessary continuum for
the perception of the volume of the two figures, especially their heads,
The enormous complexity'and artificiality of this rhyming system is shown
by the exact balance of the vertical chimney in the centre of the land=-
scape at the back of the picture with small hanging tassle of rope on

the boom of the yacht just below it., We may also note the clever use of
"hard and soft" edges of contours to another range of rhythms, epitomised
once more b& the two hats, This device is borrowed also from the Far
Eastern example,

The figures themselves are composed of an immense variety of care-
fully balanced graphic éestures -~ an examination of the method of
creating the volumes and textures of the two hats alone will give the
clue to this. The contrast between the straw and chiffon of the woman's
hat, for instance, is marked by two completely different lLut equally
light and spontaneous methods of handling the brush, A more complicated
series of graphic variations can be seen in the stripes on the woman's
dress and the Man's vest. These varieties of handling all stem, in my
view, from Manet's interest in Far Eastern art, I have already related
them to illustrations.from %ros' "La Fleuve", and another borrowing can
be seen in the flat bright areas of colour in the landscape of houscs
and trees on the other side of the river, undoubtedly related to the
landscapes of Hiroshige,

None of these relationships to Far Fastern aft is demonstrable by '
means of direct comparison to a particular Japanese print and this has
led many critics to dismiss the role of the Far Fastern example in this
and subsequent paintings by Manet., However I do not regard coincidence
of "motif" ;s the most vital evidence of influence, indeed it can often
be misleading, A fﬁll analysis of "“Argenteuil" providing the whole

range of possible stylistic andvcompositional referents in Japanese
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painting and prints would be a thesis in itself, It is a profoundly
"artificial” painting, ‘ |

Those critics who have seen in it direct response to "light" are
entirely mistaken in their emphasis on spontaneity of vision and
cameralike recordins of perceptions. Manet‘appears rarely, if ever, to
have talked of "light" but consistently he is reported as talking of
painting in terms of language and the connection between form and mean=
ing. His "spontaneity" learned in great part from the Far Eastern
example was a strategem to retain the necessary link between form and
meaning to which the paradox of a naive naturalism posed an unremitting
threat.

The critic Paul Mantz grasped this when "Argenteuil" appeared at
the 1875 Salon, He wrote.in "Le Temps":

He forgets Argenteuil and geography, he makes the

Seine into a madly blue Mediterranean, He thinks

of color harmonies much more than of presenting

the truth about the place he is painting. 66

Manet was describing the poetry of an experience of nature in
"Argenteuil" -and makiné gréat use of the Far Bastern example in doing so.
Like all Manet's later paintings it is an account of modern experience
interpreted wiéh immense artifice, paralleling the direct perception of
that experience. The paradox of the "actual" and the "poetic" in Manet's
art is resolved through his visual language which‘drew largely on the
Far Eastern example,

The other major work of the summer of 1874 was "En Bateau" which
Manet exhibited in the 1879 Salon. Huysmans recognised the Japanese 67
compositional device of placing the boat against a flat blue expanse of
water and cutting it off by the lower right edge of the canvasj

Sa femme vetue de bleu, assise dans une baytque
coupée par le cadre comme dans certains planches
des Japonais est bien posée, en pleine lumiere,
et elle se découpe énergiquement ainsi que le

canotier habilleg de blanc sur le bleu cru de 1l'eau, 68

Huysmans' praise:for the work concerns it being natural and balanced
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as is the expérience of nature and he speculates that the work was pro-
duced by approaching nature without preconceived visual formulae, and
condemns other landscapists for using such formﬁlae and not attending to
nature. In doing this he ignores his own observation of the "Japanese"
quality of the image which is surely a visual formula, We have noted
earlier Mallarmgzs‘argument that Japanese "perspective" was natural, by
which he meant appropriate to the poetry of modern experience. It seems
that the perception of Japanese art as close to nature which we noticed
as a constituent element in most criticism of the 1870's affected Manet's
supporters so sirongly that at times they fail to perceive the full
implications of his use bf the Far Eastern example. For a time Japanese
art and "nature" became identical, Manet's use of Far Eastern visual
devices is seen once again to be related to contemporary cultural atti-
tudes and not to be rootless innovation. The various points that have
been made for the other Argenteuil paintings also apply to " En Batean",
and it is ﬁnnqcessary to repeat them. Nor is it necessary to pursue
those same questions in later paintings. There is no doubt that the
'gradual broadening of Manet's brushwork and its heightened precision

and the informality of composition in a work such as "Buveurs de Bocks"
of 1878 is founded on the Far Eastern example,

However it may be helpful to make one or two specific points about
later péintings. We have seen that Japanese art was associated with
fashionable 1life and with the formation of the image of femininity
most appropriate to modern life, in, fo: instance, the work of Tissot
in the 1860's. In particular the Geisha and the refined oriental pro-
‘stitute rapidly acquired a position in Western literature culminating
in Loti's "Madame Chrysanthéme" of the 1880's, Manet's painting of an
occidental prostitute "Nana" of 1877 contains all the linguistic ele- 69
ments we have discussed in earlier works, In this case it is possible

to suggest a motif also, One of Beato's "Fhdographs of Japan" published
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in 1869 shows a Japanese woman'making'up before a small round mirror and

also contains a bird on the hanging in the background similar to that 1%2?3
in "Nana"., Beato's photyraph was reproduced a great deal, in particular 70
in Humbert's ﬁLe Japonﬁ.

Manet's painting took its name from the low class prostitute in

Zola's "L'Assom%&r" of 1877. However the crudity of the environment of
this completely contradicts the luxury and affluence of the painting,
Manet was thinking of a very different, sophisticated aspect of modern-
ity for which a more fitting analogy is to be found in the relation of
Samurai warriors and geisha., He may have borrowed the motif from Beato
for this reason.

The extension of the image of modern feminity was taken further
by Manet in a series of nudes or semi-nudes in oils and pastels made in T1
1878, They show'a woman in the arts associated-with her toilette,
taking a bath, putting up her hair or pulling on a stocking. This range
of female activities was often répresented by Hokusai in his drawings in
the”Mangwa:\ As we have seen Manet used one such drawing in his illus-
trations for "L'Aprés Midi d'un Fhun“. The nudes of 1878 owe a great I(22)'
deal to such drawings, and also perhaps to the intimate representations
of women in eighteenth century prints such as those of Harunobu or
Kyonaga which lianet may have seen by 1878, though this is not suggested
by the robust treatment of the nudes in Manet's work, Once again the
Far kastern exémple can be associated with the search for modernity, in
this case, the redefinition of feminity in modern terms.

Finally we must return to Manet's later water colours. A.‘Coffin
Hanson has pointed out that in one of these, "Salamandre et Abeille", 72
the figure of the lizard to the left is an exact copy of a figure in 73
volume eleven of thé9Mangw5? To this we may add the snail that appears
in two others, : ‘ 74

However far more important for us is the introduction into Western
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art of studies of such minor subjects as these as ends in themselves,
as a route into nature., It is this range of subject matter and the feel
of this group of works as a whole which testifies to the impact of Far
Eastern art on Manet. This is most clear in the magnificent watercolour
study of irises, with its flat areas of wash direcfly applied, which he
made after 1880, There can be little or no doubt that Manet saw Far
Eastern prints or paintings of Korin's favourite flower before he painted
this, One is reminded of the great Japanese master at once. 75
In discussing Manet's relations with Japanese art in the 1870's, I
have shown it was more significant than the borrowing of an occasional
motif or compositional device would suggest. In the 1860's the Far
Eastern example had acted as a catalyst, showing Manet the way to trans-
form this significance of classical motifs for a modern experience., In
the 1870's lanet continued to pursue the best means of expressing this
but he concentrated evermore on finding the most appropriate pictorial
language in which td preserve the poetry in contemporary experience. To
do this hé turned constantly to the Fér Eastern example, I have shown
that in doing thié he was not acting in an arbitrarily original manner,
but using Japanese art according to the current estimate of it in
Western culture. I do not wish to claim that Manet's art is in any
sense dominated by Far Eastern forms and means, but my hypothesis as
to the manner in which he made use of it does allow a more precise
description of his creative methods than would be possible without it,
In particular it helps us to locate his attitude to that paradox of natur-
alism whereby poetry can exist in the real and immediate only if the
most artificial means are used to present such experience to us,
In a sense, Huysmans' comment in i880 was correct, Manet did rema;n
"in front of Japanése prints", but not in the narrow sense of a failure
to constantly invent ever new, mére radical forms of naturalism, Manet

was constantly learning from the Far East,
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Huysmans' irritation wifh Manet may be explained by considering
that he waé one of the first apostles of that false avant-garde view of
originality and artistic innovation with which many later, less percept—
ive critics and historians have chosen to assume that Manet concurred.
Manet's originality was more profound, grounded in his knowledge of art
and his own experience, It must never be forgotten that to the end of
his life despite all the insults of its official representatives, lManet
remained a believer in that painful assimilation of artistic forms and
meanings towards a new goal, a new experience, which has been called
tradition.,

Mallarmé’wrote of his works

freshness, indeed, fiequently consists « and this
i1s especially the case in these critical days - in

a co-ordination of widely scattered elements.

Far mastern art was one of these elements,
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The Far Fastern example and the Genesis and Reception of "Impressioniam"

Throughout this thesiva have expressed strong reservations about
the historical accuracy and usefulness of common stylistic labels, in
particular "impressionism"., The difficulty of placing the later lManet
within an "Impressionisf" category has led me to deal with his relation
to Far Lastern art as a separate issue. In doing this I have shown
that Manet's later work continued his preoccupation with the multiple
significance of images. His abandonment of the traditional motif did
not indicate a negation of the traditional belief in the ability of art
to sanction and deepen hﬁman‘experience in favour of a view of it as a
Heracliteah flux, On the contrary, it is possible to argue that his 1
art constituted the search for an icon in which the indication of
chaﬁge was only one element of a symbol of modernity. I was able to show
this by pointing to reasons for hié adoption of Far lastern motifs which
fit such a view of his work.

I hope to make a similar case for the "Impressionist" artists whose
work I believe to have been more than a logical development of the
desire to depict nature solely through an analysis of the perceptions,

On the contrary the Impressionist artists attempted to resolve the para-
dox of the naturalist aesthetic and in many cases were helped to their
success by Far Fastern art, Moreover they each did this in their own
way and whatever aesthetic they shared is much less significant than
their individual development. The distance between Degas and lonet is

as absolute though not quite so wide as that between any other iwo
artists working in the same culture;'\Constable and Turner for instance.
Impressionism 1s‘a political and historical identity but not an aesthetic
one., I believe the Impressionists to have been far more loosely
related to each other than has often been assumed.

In his essay "The Aesthetic Idea of Impressionism", Venturi argued
that Impressionism wgé a closely definable historical "moment in the

eternal 1life of art" which he believed to run from just before 1870 to
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1880, He séw its roots in the Kantian theory that pleasure can be
derived from the apprehension of the form an object without any concept
or knowledge of that object on the part of the subject., He went on
from this to develop a definition of Impressionism based on sensation
alone, making use of distinctions such as that between (Neo Classic)
order and Impressionist irrégularity. I hope to show that while he may
have been right in pointing to the elimination in Impressionism of a
concept of the object represented, he was far from correct in moving
to a notion of a unified "Impressionist" style in the 1870's based solely
on sensation, Venturi excludes Degas from his analysis; if he were
involved it would make even the notion of the elimination of a concept
of the object difficult to accept.

Moreover Kant's definition fits Far kastern art very well and so
does the notion of irregularity which Venturi takes from Renoir's state-
ments on art, The exclusion of knowledge of the object from a repre-
sentation does not inevitably lead to an art rooted solely in sensation.
There are at all times elements of convention and symbol at work as P
Venturi acknowledgeq when he goes on to argue that Impressionism was
the coming to consciousness of a new class, I find it impossible to
accept Venturi's notion of a homogeneous impressionist style and
aesthetic, I wish to demonstrate the variety of intention of the
Impressionists, To this end I have chosen to study Degas and Honet as
two contrasting artists within the group, both interested in Far Eastern
arte It is, however, important to examine the relation of Far Eastern
art to the Impressionist arfists as a whole, and to the common elements
within their styles and aesthetic attitudes, For as we have seen, Far
Eastern art seems alﬁays to have been part of the idea of Impressionism,

As we have seen; Chesneau in the 1860's had already pointed out
that "Realism" failed to take account of many aspects of human exper- 2

ience and characterised it as a passing phase in the development



625

towérds an art fully expressive of modern life.
In his essay in English on Manet and the Impressionists, Mallafmé
observes that the "Impressionists" were trying to imbue their work
with a "peculiar quality outside mere Realism". I believe this quality 3
consisted of an attempf to compensate for the inherent loss of the
symbolic dimension in naturalism,
Duret wrote of the same dilemma in 1867 when he considered the
problem of the modern landscape painter to work to make nature;
sensible pour les spectateurs et a prééenter 3 la
fois unis sur le toile l'aspet extérieur de la
nature et de 1'ame cachée et qu'il aura découverte. 4
As we have seen, the young Lafarge was in Paris in the late 1860's
and this notion of naturalism was by then being associated with Japanese
art, Lafarge wrote about this in one of the earliest critical assess-
ments of Japanese art; he saw the "ideal" of Realism as '"characterisa-
tion".as represented in Japanese art. He went further and argued that
Japanese landscape priﬁts gave one "the place where, the illuminated air
of the scene of action" and that they used "local colours to enhance
the sensation of time and the very colours of the costumes belong to
the hour or the season of the landscape, 5
In the years following the Japanese appearance af the 1867 exhibi-
tion Japanese art would seem to have filled a need in Western art for
a means to réplace a felt loss of symbolic vitality. Japanese prints
are, of course, highly éonventionalised and on occasions, symbolic in
their approach to reality. However we cannof dismiss Lafarge'é comments
as eccentric for, as we have seen, the same ideas of local colour
moderated to locate an experience precisely in time, of the depiction
of the'place where" and above all, the idea of a unified atmosphere, an
overall conviction of image occur in discussions of the influence of
Japanese art in relation to "Impressionism" by Duret, Duranty and others. 6

One must also remember the tremendous scope of the general debate about

the relation of Japanese art to nature which I have traced above and
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which is of fundamental importance to all Western artlafter 1870,

One can only conclude that it was the visual integrity of the
Japanese print which recommended it so strongly to artists whose own
aesthetic had reached an impasse where the balance between image and
symbol composition and the incidental was threatening to disappear
completely in favour of a vacuous imitative naturalism,

Thus if we can locate a strong and consistent influence of Far
lastern art on "Impressionist" artists there is a presumption that from
the beginning these artists were concerned to reconstitute man's
symbolic relations with nature on many levels, not just to analyse his
perception of it. (Though the analysis of perception was part of this
reconstitution.) Only fhus can we explain the paradox of their attract-
ion to Japanese art.

This however has not been the normal view of "Impressionism" though
it fits quite well with the idea that Impressionist art was a conse-
quence of the romantic desire to unify experience., VWwhile it has been
accepted that the Impressionist painters borrowed a few compositional
eccentricities and motifsvfrom Japanese art, this borrowing has been
seen as no more than a means to realise more quickly the formal problems
of a radical naturalism. This naturalism is seen as an entirely Vestern
matter. Rewald barely mentions Far Eastern influences in his "History
of Impressionism”, In some ways he is justified. Venturi's "Archives
de 1'Impressionisme" and Lethgye's more recent survey of press opinion 7
of the Impressionists show very little evidence of Japanese involvement in
the development 6f the Impressionist painter or an Impressionist
aesthetic. Moredvér as we have seen even Ph, Burty, one of ihe leading
Japonists and an early defender of the Impressionist artists does not
1link the two together in his work. In his review of the 1874 exhibition
he offers a "martyrology" of Géricault, Delacroix, Huet, Rousseau,

Courbet and Millet, implying that the Impressionists were following in
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their footsteps as revolutionaries placed outside the critical pale by
their search for néw artistic truth., DBurty's view has been taken at
its face value by many historians since, However there are problems in
accepting it. As we have seen many critics close to the events of the
1870's associated Impressionism with Japanese art,

As early as 1873 Armand Silvestre saw Japanese inspirations in the
work of Monet, Sisley and Pissarro. Of Monet, he wrotes;

I1 aime sur une eau, lééérement remuge. a Justa-

poser les reflets multicolores du soleil couchant,

de bateau barioles de la rue changeante, Des tons
métalliques dus au poll du flot qui clapote par

petites surfaces unies miroitent sur ses toiles et

1'image de la rive y tremble, les maisons s'y de-

coupant comme dans ce jeu d'enfants ou les objets —
reconstituent par morceaux, Cet effet, Qa! ung// ) '
verité absolue et qui a pu etre (emprunté) ,<charme \
si fort la jeune ecole qu'elle y revient a tout

propos,

and of the paintings of all three he wrote;

Une lumiere blonde les inonde, et tout y est
gaiete, clarté, fete printaniere, sork d'or ou
pommiers en fleurs = Encore une inspiration du
Japon,

Once again we see light and atmosphere associated with a Japanese
image. One recalls Mallarme's fantasy of a paintbrush charged with the
colour of atmosphere, Silvestre also sees the lightness of touch of
the Impressionists, their refusal to load their canvases with layers of
paint as resulting from the Japanese example.

Nor was he alone in this. Castagnary, writing about the first
Group Exhibition in 1874, states that many people called the artists
"Les Japonais" but suggests instead the term "impressionisis";

L'impression une fois saiaee et finee, ils
déclarent leur role termine., La qualification
de Japonais, qu'on leur a donnée d'abord n'avait
aucun sens. Si l'on tient a les caractériser
d'un mot qui les explique il faudra forger le
terme nouveau d'impressionistes en ces sens
qu'ils rendent non le paysage mais la sensation
produit,le paysage, 10
[\af
Castagnary is aware of the reasons for the Japanese association but

s e

dismisses it as irrationél, placing his stress on the analysis of
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sensation in Impressionist paintings, chiefly in the works of HMonet,

Sisley and Renoir.

It would appear that there was a common association of Impressionist
art with Japanese art on its first being seen. However it does not
follow from this that the Impressionist painters made such an'association
and one must be careful to distinguish between the growth 6f the idea
of Impressionism and the practical development of the Impressionist
artists, Far Eastern art influenced both and of course the two inter-
acted but they are separate. When De Goncourt wrote in 1884 of

L'heure qu'il est que tout l'impressioﬂksme -

la mort du bitume etc., etc., est fait par la
contemplation des impressions claires du Japon. 1

He was associating Japanese art with the idea of Impressionism and
really with an aesthetic theory of more interest for art in the 1880's
and later, as he made clear by talking Japanese revolutionising the
Western 'optique". The cultural idea of Impressionism could very well
have had little or no relation to the work of Impressionist artists,
Therefore its association with Japanese art is evidence only of the
cultural importance of the Far Eastern example not of its practical
significance for the painters,

However when Duref wrote in 1880 in an essay on lMonet that without
the Japanese example a whole range of means would not have been avail-
able to the Impressionists we are dealing with evidence of the practical
importance of that example,

This distinction is not simply a matter of admissibility of evi-
dence, It is also crucial to a major theme of my thesis, the relation
of art to.-its cultural and social context.

While it is easy to trace the idea of Impressionism in French
culture from the 1870's in its relations to the Far LKastern example, it
is not so easy to reconstruct the relations of this to the creative
activities of the Impréssionists, as analogy is not convincing in itself,

I have discussed the critical basis for the relations of the idea of
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Impressionism to Jépanese art in Section Three, Therefore a summary of
my arguments will suffice here.

We have seen that Japanese art was universally regarded as close to
nature, Many people believed that Japanese art was created by direct
observation of nature and applied this belief to "plein air'" painting
by the Impressionists, Others, closer tp the Impressionist artists such
as Burty, pointed to the ability of Japanese art to reconcile the
"poetic" and the "real", nature and artifice., The second view gave
rise to a Far Pastern aspect to the Impressionist aesthetic, Japanese
art was regarded as very close in some respects to Western realism,

Duret reported that his visit to Japan confirmed this. The Japan-
ese print was seeﬁ as having‘a close affinity with natural experience
itself, being an accurate account of the perceptual sensations of looking
at a landscape in Japah. Several critics went so far as to argue that
it was a bright sun and unclouded armosphere in Japan which created such
flat images as part of an art that was essentially naturalistic and
therefore to an extent, imitative. Duret used the experience of walking
by a river in the suﬁlight to form an analdgy between Japanese art and
Impressionism, Clearly he had Monet's work in mind. All critics Qho
associate Japanese art with Impressionism stress the notion of atmos-
phere, of integrity of the whole work of art paralleling the integrity
of the experience of nature, Many associated this directly with light
and the imitation of changing conditions of light. Some later writers
go further and associate Impressionism with time and an evanescent
creation undergoing perpetual shifts and changes and connect with with
Far Eastern philosophies, Japanese art was even used as a means of

attack by the enemies of Impressionism, We have seen that Regamey
pointed to Impréssioniam as a futile attempt to retain the perfume of
experience and dispense with the bouquet and contrasted it with the

profundity of Japanese art., Henry Houssaye in his Salon of 1882 wrote
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"Impressionist painting which is‘derived from the primitive masters and
from Japanese prints is an anachronism". 13

Thus developed the association of Japanese art with the idea of
Impressionism, with Impressionism asva generic style, as a factor in
the developmental schema of art history. However since this association
appears paradoxical given the conventional nature of Japanese art, it
was disregarded by twentieth century historians in place of a few formal
analogies of motif and compositional devices,

In fact the association is justifiable in practical terms, the idea
of Impressionism is not entirely remote from the practice of the indi-
vidual artists. i have suggested that their use of the Far‘Eastern
example sprang from a need to replace the last symbolic vitality of
their art, not from a need to arbitrarily extend naturalism and this
aspect of the context in which Japaneée art was received in the Vest
can be paralleled in the individual development of the Impressionist
painters.

In doing this one can show the direct importance of the Far kastern
example in offering solutions to practical and aesthetic difficulties of

these artists while at the time changing the cultural situation in which

that art was createds I have attempted this for Degas and lMonet.
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In the first section of this thesis I showed that Degas's use of
Far Bastern art was conditibned by hié essential commitment to a roman-
tic mannerism whose greatest representative was Ingres., ‘'his led him to
admire and adopt "artificial" compositioﬁal devices in Japanese prints
for his paintings,

It was thus relatively easy for critics to recognise the “Japanese"
elements in his work and Chesneau commented on them in his review of
the 1867 Exposition Salon,

After 1867 the "mannered" tendencies in Degas' work were to develop
into 2 unique form., He adopted the subject matter of Realism, but re-
tained his concern for a total work of art, a work whose significance
was intrinsic and vital not the result of a programmatic scheme, It
is my case thét this would have been impossible without the Japanese
example, As Meier-Graefe wrote, Degas' work would have been "incon-
ceivable without his Japanese inheritance". Degas continually indi- 1

cated his desire to present a complex mannered image of reality in his

arts
o art is less spontaneous than mine, My work is
the outcome of prolonged thinking, of study of the
old masters. Inspiration, spontaneity, temperament,
I don't know what these mean,

and

Art does not enlarge, it recapitulates. 2
are two of his most famous declarations,
The intention was also clear in the works which he displayed in
his apartment in the Rue Massé in the 1890's. In his bedroom was a
framed‘Kiyonaga print of bathing women alongside Ingres' drawings for
"L'Age d'Or" and for the Iltad.
In the nineties, Jager, é friend of Meier-Graefe, gained an

audience with Degas by bringing Ingres' drawings and Japanese prints to

show himj}
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The Ingres gave him the entry into the living rooms
in the Rue Victor Masse, and the Japanese colour
prints unlocked for him the doors of Degas' studio, 3
Ingres and Japanese art seem to have been‘Degas' talismans through-
out his creative life, Japanese art enabled him to translate his aims
into "modern" terms.
Degas made no direct statements about his interest in Far lastern
art, However the sale of his collection on his death, in 1918, revealed
him to be a discriminating coilector. However it is of little value as
a document of his inferest in Far Zastern art in the 1870's and 1880's
since it represents a later mature taste,
Three‘eighteenth century artists took pride of place. The diptych
of bathers by Kiyonaga, two volumes of the "100 Qualities of Women" by
"Shikenobou" dated 1725 and two triptychs by Utamaro, "Le Fassage du

" were each given separate numbers in 4

Gue" and the "Promenade en barque
the sale, It is most unlikely that Degas possessed any of these before

the mid 1880'3 and indeed he was probably influenced to buy them by the 5
exhibition of Japanese art in 1890, although at the time he Jjoked about

it in a letter to Bartholomé;

Exposition Japonaise aux Beaux-Arts. Le casque
d'un pompier sur une grenouille, Helas! Helas!
- le gout partout,

George Moore who visited Degas in the 1880's saw no Far Hastern 6

work on shows

Degas thinks as little of Turkey carpets and

Japanese screens as of newspaper applause, and

is unconcerned to paint his walls lemon yellow...

They are naked of ornament except a few chef

d'oeuvres he will not part with, a few portraits

painted in his youth, 7

In contrast, forty-two Japanese landscape prints in the sale, mainly

by Hiroshige, were given only one lot number between them., The same is
true of fifteen drawings and watercolours, whose subjects were "Singes,.
Oiseaux divers, Fleurs, Poissons, langouste, Paysages", presumably also 8

by Hiroshige. These are the works which Degas is most likely to have
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possessed in the 1870's and 1880's,
In another lot, 41 prints by various artists were sold. They
included works by Hokusai, Yeizan (d.1867) and Toyokuni (d.1825), which
Degas could have acquired early in his carecer, as well as works by
Utamaro, Shunsho and others. 14 print aibums were sold unidentified
in another lot - one is tempted to suggest that they were a complete set
of the liangwa, though this is not probable, 9
It is clear that the greater volume of Degas' Far Eastern collect-
ion was composed of nineteeﬂth century prints but the emphasis in the
sale followed the change in taste towards eighteenth century prints in
the 1890's, It is therefore impossible to identify any particular nine-
teenth century print as having been owned by Degas,
Degas also owned a Chinese kakemono which was also probably acquired
in the 1890's, 10
The sale catalogue also‘providés another clue to Degas' interest in
Far Eagstern art. In the Clark Institute there is a Sgpanese watercolour
signed "Sho Tei" and inscribed "For M. Degas at a party" and bearing
Degas' studio seal, It shows two birds on a branch. A work of the same 11
measurements was sold in 1918, : L 1(7\(7;>
"Sho Tei'" is identifiable as an artist who gave Japanese painting
demonstration in connection with the 1878 exhibition. This drawing
demonstrates that Degas attended at least one of these, probably at the
Charpentier's, These demonstrations afe discussed above. Thus Degas
can be seen to have pursued his interest in Japanese art in the 1870's
and extended his knowledge of Far Eastern technique whenever he could.
I shall show that Degas' own technical views changed as he learnt more
about the art of the East. We have seen that this was also true of
Manet and I shéll show similar developments in Whistler's work,
Degas was a;so inferested in the Musée Gu;met,’and in 1891 he tele-

graphed Bartholomé at eleven at night to warn him to attend a Buddhist

mass therej
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"Mon frere m'appiend qu'il—y-é demain au Musée
Guimet, le matin, une masse boudhiste dite par
deux pretres boudhistes, Si je n'y vais pas
(j'attends mon chirurgien a la maison), 11 faut
que vous y alliez, Vous avez des relations dans
cette église, On invoquera la petite deesse qui
sait danser., Ne manquez pas celﬁ, et pour vous
et pour moi. A demain soir les details, : 12

It is not clear whether Bartholomé had'contagts in the Musee Guimet
or with the Buddhists. In either case his close friendship with Degas
makes this an interesting staﬁement. We do not know to what extent Degas
was familiar with thg collectidns of the Musée Guimet., Indeed the
importance of the museum for Parisian artists in the 1880's and '90's
has never been investigatedQ As we have seen,it contained a number of
Japanese paintings and ﬁrints as well‘as bronzes and éeramics.

The above information is all that is known of Degas' interest in
Japanese art., All that can be added are the names of Degas' friends
amongst the Japanese enthusiasts, notably Ph, Burty and Duranty amongst
the critics,‘Tissot ﬁnd Bracquemond amongst artists and the collectors
Henri and Alexis Roualt, Tillot and Isaac.de Camondo. Despite this,
Degas' use of the formai devices of Japanese art has been most fully
documented and there has been much ill-founded speculation on motifs
for Degas's works to be found in Japanese prints. No other artist has
had so much of his technical vocabulary and his subject matter attributed
to Japanese art. This isvparticularly the case with Yujiro Shinoda's
thesis which consists of a long 1list of such comparisons, organised
around purely internal evidence and disregarding their historical pro-
bability., The same is true of subsequent studies. 13

Murther discussionvof the probable accuracy of such analdgiés would
seem to be a waste'of time, Instead I shall concentrate on the kind of
borrowing Degas made from the Par Eastern example and the reasons for
his choice. ‘ In doing this the legitimacy of different formal analogies

will be strengthened or weakened in relation to a view of Degas' art as

a whole., The most important elements of this view are concerned with
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his art's relationship to the concept of Impressionism and to the aims
and aesthetic of naturalism as represented by Huysmans and De Goncourt
who’by 1873 regarded Degas as a colleague because of his choice of
laundresses and dancers as subjects, Behind these questions stands the
central problem in Degas' art, the dethronement of the human fipure in
the work of an artist committéd to classic artistic values., The human
figure and its relation to its environment remained Degas's central
subject throughout his life. However it is clear that he took means
devised to emphasise the supremacy of the human image and changed them
so as to express a view bf human existence and action as incidental,
relative rather than absolute. Degas told George Moore in the 1880's
that he wished to portray the nude “es if you looked through a keyhole",
in contrast to all previous representations whose poses had presupposed 14
an audience.

Degas' attitude to all human activity is summed up in this declara-
tion, All the various technical devices he used in in his works have
the aim of adjusting onefs perception of the human image and its envir-
onment, towards a relative conception of huﬁan activity, We find a
similar conception enshrined in Japanese art,

I have shown thaf naturalist critics tended to welcome the Japonese
example because of this shift in emphasis in its treatment of the human
figure and human expérience. Duret's remark that the people passing by
in the sfreets of Yokohama looked just like those in Japanese prints is
an example of‘this. On the other hand the treatment of the human figure
in Japanese art was a source of the strongest attacks on it and created
great difficulties for idealist critics such as Jarves., A third atti-
tude was expressed by Huysmans, who in his writings on fantastic and
pornographic art, particularly on the work of Rops, regarded Japanese
erotic artbas an example of a disinterested attitude to the human animal,

pointing to the pcssibility of a major artistic expression of the modern

apirit .
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In borrowing in fhe way that ﬁe did from Japanese Art, Degas must
have been aware that he was struggling with the destruction of the
idealist aesthetic which had supported his idol, Ingres, Indeed in
the 1880's, Degas praised Ingres to George Moore in terms which the
master would have denounced, terms thét really apply to Far Lastern art,
and which in my view derived from Degas' knowledge of the Far Eastern
aesthetic.,
That's my idea of genius, a man who finds a hand so
lovely, so wonderful, so difficult to render, that
he will shut himself up all his life, content to do
nothing else but indicate finger nails, 16
As we know, Ingfes was not above adding an extra finger to his work
whan it suited him, Degas' misreading of Ingres' invention came about 17
through the creative resolution of the tensions between the idealise
values of Ingres and the Far Eastern vision of humanity’in favour of
the latter. As we have seen these tensions were expressed in the works
which Degas chose to have around him in the 1890°'s,
George Moore, Huysmans and later critics accused Degas of calculated
cruelty, of an essentially cynical view of humenity, of celebrating
the bankruptcy of ideaiism. Marxists have seen in his work the pictorial
expression‘of that alieneiion from human social relations which they
find characteristic of later nineteenth century society. 18
Enough has been said to make clear the paradoxical nature of Degas'
adeption of the Japanese example and its relation to the paradoxical
nature of Degas! art as a whole, It remains to analyse the use he made
of the Far Eastern example in his artistic development, DBecause of the
consistency with which Degee followed certain subjects at different
periods in his lifeiit will be possible to do this by considering those
subjects sequentially,
The first of these is the theatre, In 1868 Degas exhibited "Mlle.

Fiocre dans le Ballet La Soﬁrce“ in the Paris Salon, This had been sub- 19

stanfially painted during 1867, at the time of the Japanese appearance in



Paris. It marked the beginning of Degas' interest in the theatre as a
subject for his art.
Zola writing in L'Evéngment, saw Japanese influence in the work
"en regardant cette peinture, qui est un peu maig;% et qui a des
éiééances étranges, Jje songerais ; ces gravures japonaises, si artist-
iques dans la simplicite de leurs tons". 20
Indeed the paint is thin and Degas does use tgbhes similar to
Manet's. The drawing also has a Far Eastern quality, especially in the.
uge of the varying thickness of outline in the horse and the woman in
red at the night so as to suggest volume and movement, '
The composition however is not related to Far Eastern models, The
painting serﬁes principally as a reminder of the presence of a Far
Fastern element in Degas' vision in 1867.
It is not even a particularly "theatrical" Qork, since the theatre
has been ignored in favour 6f a clear interpretation of its subject.
Degas' next theatre piece is a very different matter, "L'Orchestre
de 1'Opera", painted in 1868 shows a tremendous range of borrowings 21
from Japanese prints.
Originally Degas had intended to paint a portrait of his friend
Desiré Dihau the bassoonist in the foreground. Then he decided to show
his friend in action surrounded by other rusicians of his acquaintance,
amongst them the composer, Chabrier.
while this decision is clearly consistent with Degas increasing
commitment to a naturalistic aesthetic, it could only have been realised
with the help of the Far Eastern example., The Japanese theatre had
always had close associations with print artists and this was especially
so in the nineteenth'centur&. We have seen that the prints of the Osaka
school, which specialised in theatre prints had reached Europe in the
1860's. | o | 22
Ofteh pfints were'produéed in which greater emphasis was given to

the audience, than the performance, Indeed the interaction of the
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members of the audience became the chief interest of the print, Hokusai,

Hiroshige and many other niﬂeteenth century masters produced prints of
this type, occasionally as prefaces to a book recording a particular
performance. Some even related the theatre musicians to the audience.

This type of print gave Degas the notion of placing his portrait
of Dihau in a composition as incidental as the music he plays. The
basic assertion of this painting, that a man is at his most essential
during his typical activities, was stressed by critics such as Duret
and Duranty, as a key element of the Far Eastern aesthetic. Equally
significant is the disruption of the relation of audience to work of
art in this image. The psychological and compositional relations
between the members of the orchestra are a result of their function as
musicians, nét of their function in Degas' work.

Tegas has taken the portrait technique of Ingres and restructures
its images in a composition inspired by the.Far Eastern example,

There are many devices in the painting which are identifiable as
Far kastern in source.

The wall at the edge of the orchestra pit and the inclined dark

red bar formed by its velvet top serve to balance the whole composition,

Such an incidental element, whose function is to cut off the intricacies

of particulaf compositional area and to balance the dynamics of a
composition as a whole is typical of Japanese prints,

The position of the element suggests that Degas' source was pro-
pably a part of g multiple print showing figures on a boat, many of
which were in the nineteehth century, such as a scene from the play
Sakaya made by Kunichiro (1831-1835), The gunwhale of the boat is
used as is the orchestra pit wall in the Degas,

It must be éaid however that such specific formal sources are at
best supplementary to the general suggestion that Degas borrowed such

devices from Far Eastern art. They are generic and Degas may'simply

1(23)
23
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applied a genefal coﬁpositional principle learnt from looking at Far
Eastern prints. |

The same is true of the massive bulk of Gouffe the double bassist
on his chair on the right. Sudden jumps in dimensional relationships
which serve to suggest space in composition are common in Japanese
prints, but‘much more in landscape prints by Hiroshige and his followers
than in figure prints. The ratio of large flat area of Gouffe's back to
the complex compositional mosaic of faces and instruments to his left is
clearly derived from similar structures in Japanese prints though it
would be foolish to suggest a direct source,

This is composition by careful control of the size and density of
individugl visual elements such as one sees in prints by Hirosh;ge and
Hokusai, Cohsidervfor insfance the gradually diminishing linear ele-
ments formed by the musical instruments and bows in the orchestra., The
orchestra is composea like a Japanese landscape print with large
untouched masses on either side and a carefully structured set of text-~
ural elements in the centre to suggest space and movement,

The cut off heads of the ballerinas on the stage have alsp been
attributed to the Far Eastern example. I have been unable to find such
a motif in Japanese prints. The respect of most artists, especially the
relatively "primitive" for the integrity of the human body is such that
they do not like to remove elements of it from pictorial existence.
Least of all do they think of displaying headless bodies, Thus it is
1ikely that only the general principle of abruptly cutting of an image
at the borders of the work was taken from Japanese prints, The cutting
off of the heéds of the ballerinas was either an invention of Degas or
perhaps the result of his seeiné a photograph in which such an arbi-
trary and disrupting event had taken place, it is likely that he saw
such a photograph in fhe 1860's.

The essential"Japanese" elements in this painting are the shift in

focus to the incidental aspects of a theatrical performance and the

639 .
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absorption of the technical facility which Degas had learnt ffom Ingres
in a Far Eastern compositional system. The system changes the signi-
ficance of the Ingres portrait technique, it becomes a means of asserting
the predominance of the incidental in human experience.
Degas was to make several similar works. The two versions of the
ballet "RobLert Le Diable" made in 1872 and 1874-~76 are the most 26
important. In these works the portrayal of the audience as a lively
collection of.individuals, scarcely paying any attention to the perform-
ance is taken toiits limit, The figures are painted much less carefully,
although they are still portraits.
The ballet performance is reducgd to a series of graphic brush
strokes reéordiﬁg movement under bright light against the arched set.
Some brush studies made in 1871 in the Victoria and Albert Museum 1(25
gurvive, showing Degas' research into reducing the dancing figures to
graphic formulae. These drawings a;é interesting in that they show 27
Degas' first, unsuccessful,attempts to represent movement in dance,
They also show that he turned naturally to the dynamic brushstroke as
a means of dqing this. Miring the 1870's the Far Eastern example was
to provide him with means of developing and articulating this brushstroke.
Until these studies Degas' drawing had been almost entirely based
on the style of Ingres. It may well be that he had seen some Far
Bastern brush paintings; perhaps at the Union des Beaux Arts exhibition
of 1869. Many were reproduced in Humbert's "Le Japon" of 1873 e
In 1869 and 1870 Degas had worked briefly with Manet at Boulogme
when, as we havebseen, Manet was using a graphic drawing styie based on

. , style
the Mangwa. Degas' interest in a similarh@ay have sprung from this

example.

As we shall see his interest in this style and in the representation
of movement it permitted was to be strengthened by the Far Eastern

example throughout the 1370.5.
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The subject of the audience and performance is a baradigm of Degas'

art. TheAstress on the "incidental" is basic to all his art and this he

shares with Far_Eastern art and indeed with much Far lastern culture in

which stresses always removed from the dramatic centre of events.

28

Chinoda gives a convincing analogy between two pages from Hokusai's

"Toto Meisho Ichiran" of 1800, "Backstage of the Theatre at Sakaicho"

and a pastel drawing by Degas "The Duet" of 1877 in the Hirsch collect-~

ion at Basle,

Both show a performance viewed from backstage with the audience

1(26)

29

spread out behind the back view of the performers, whose half bent poses

are similar in each work. The choice of an unusuai, incidental view
has clearly been inspired by the Japanese example, This 1is the case
with all Degas' views of theatrical performances., His views of cafe
concerts use similar dancers though it is unnecessary to repeat thé
analysis made for the theatre works,

However the café concert singers usually have extreme facial
expressions‘to suit the emotional intensity of their "chansons", In
capturing these exﬁressions Degas made use of the drawings of facial
expressions in the Jépanese print which derive ultimately from the
Kabuki theatre., Degas may have seen prints recording the expressive

features of great Kabuki actors but it is more likely that the motif

reached him through the Mangwa and other works of Hokusal in which there "

are many studies of extreme facial expressionj the pastel studies and

drawing of the "Chanteuse de Cafe" made in 1878 show such an expression

and may be compared to the open-mouthed image of a blind man in volume
eight of the Mangwa and to the image of chanting Buddhist priests in
volume one. v |

The use of verfica; green, red and gold stripes behind the black
glove of the singer as dynamic elements in the composition of the Cafe
Concert Singer is highly reminiscent of similar devices in Japanese

actor prints in which the portrait is accompanied by a gesturing hand

30
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against a highly coloured geometrical pattern,

A final comment may Be made in relation to "Le Cafe Concert des
Ambassadeurs". The singer in the red dress stretching her arm out over 52.v
the audience is irresistibly reminiscent of a Kabuki actor walking on
the catwalk extension of the stage which runs out above the heads of
the audience.

Theatre prints show Kabuki actors doing this and it is likely that 1I(28)
Degas' perceptioh éf the lively relationship of audience and performers
in the Cafe conceits was partly a result of the Japanese example,

In 1878 Chesneau remarked that Degas had borrowedj

"1a fantaisie réaliste de ses groupes, l'effet

piquant de ses dispositions de .lumieres

en ses etonnantes scénes de cafés-concerts 32b
from Japanese art.

Degas' interest ih the incidental aspects of the theatre led him
naturally to a»study of the elaﬁorate preparaéions which surround the
most mannered and expressive of art forms; the ballet.

He began to paint the ballet in 1872 and continued to the end of
his 1life. Nearly all his paintings are_of rehearsals or exercise,

Degas' interest in thé ballet was not a result of an interest in the

‘art itself. Rather fhe hierarchical system of the Opera in its relations

to the development of the dancers towards the end of art was his sﬁp—

reme interest. Degas' ballet scenes are never epitomés of effortless

grace. They récord the physical, mental and social tensions acting on

those who would create art. Also by implication they comment on a

range of human relétions, ostensibly dedicated to one supreme purpose,

in such a way that one is left in great doubt of their single-mindedness., 33
Once again Degas stresses the incidental in an image of human activity,

that shows human>society as a qariefy of interests seldom harménised.

In doing this he Qas to borrow two sets of devices from Japanese

art, They were thebrange of compositional devices which he used to

create the particular spaces and spatial relationships with which he
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expressed his view of the preparations for art‘and the range of graphic
‘devices which he uséd to express types of movément in individual figures,

In the earlier ballet paintings the former devices predominate. In
"Le Foyer" of 1872 the central archway, with its two flat marble pilast-
ers and the half cut off marbled frieze and moulding and the line of the
bar contribute to the articulation of an ostensidly rectangular spéce.
However the space is in fact amorphous, The function of the archi-
tectural elements isvsimply to create a pattern of emphases within it
so as to relate-the groups of figures. Space is defined permanently by
the cut off chair plaéed in the centre of the lower border‘of the canvas
which relates directly to the architectural "framework" on the two walls
across the blank undefined space of the floor. Degas has eliminated all
incidental textures to make this péssible. The use of architectural
features to control the perception of the space Surrounding human action
in this fashion is ubiquitous in Japanese prints.

Hokusai's illustration for Act 10 of the Chiusingura made in 1806
shows all the features which I have discussed. To the right, a group
of figurés in actionvis enclosed in a éarefully defined architectural
space. To the left, more distant figures are located by their scale and
the geometry of the quay and the buildings on it. The cut off roof

ridge in the left foreground is the equivalent of the chair in Degas' I1(29)

painting.

It is important to see the relation between human drama and this
control of space, In begas' work the empty space between the ballerina
on the left and the standing figure of Merante and his assistant (per-
haps Pagans) in the right serves to stress the strain of the class and
its authoritarian chaiacter. Degas thus uses Japanese compositional
devices to create é formal analogy to‘the physical and emotional exper-
jence of a ballet cléss. The three bailerinas in the far corner are
clearly not undef ténsion, they are not in the "active" area of the space

any more than is the Japanese lady to the left in the Hokusai print,



Just as these compositional devices articulate, so they divide and
they thus become a metaphor for the competitive relations of the baller-
inas strivingito gain a place in the Opera company. The group round
Merante stand in a critical relation to the dancer on the left. Other
figures however, are busy preparing or exercising; to them her perform-
ance is incidental and they turn their backs,.:

The narrow vertical open door on the left is a definite indication
of the Japanese course of Degas' compositional devices, Tissot made use
of a similar device in his interiors in the 1870's. One may also comment 34
that the painting is no bigger than a Japanese print, 19 cms, by 27 cms,
as if Degas had identified the small format with the devices he was
using. This was most unusual for such a complex subject at the time
(save for:Meissohier!).

A great many of Degas' ballet studies of the 1870's make use of
similar "architecturél" manipulation of spacés. There is no need for
an analysis of each éf them. However we may note the occurrence of
particular motifs such as the spiral staircase in the left of "la
Repetition de Danse" of 1877 in the Burrell collection 35

The staircase is clearly not a Far Eastern motif but its "irrat-
ional" prominence in the composition and strange manner in which its

various planes articulate the space of the whole image is inspired by

the use of similar devices in Far Eastern art., Hiroshige's print 1(30)

"Wagon Wheel on a Beach" (Takanawa Ushimachi), from a series "Views of
Famous Places in Edo", uses the wagon wheel and its spokes in the same 36
waye '

The "arbitrarineés" of Degas' ﬁse of the architectural system of
composition is made clear by comparing the two versions of "La Classe de
Danse of M. Perrot" of 1873-4 and of 1874-6. Careful study of these 37
two works will‘sﬁow that every aépect of the composition has been
changed; Ffom the subétitution of 2 mirror for a door in the second

" yersion to the direction of the floorboards. All the figures except
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for M. Perrot have aiso changed their poses, It is almost as if we have
two instants from a class, magically transposed from one room to anofher.
Despite these changes however the formula for the arbitmry use of space
is the same in both compositions., So is their diagonal asymmetry. This
asymmetry can be found in many of Degas' ballet paintings. It is gen=-
erally attributed to Far Eastern art and there can be no doubt that this
is correct. A form of it can be found in the Hokusai plate from the
Chiusingura discussed above,

Its function is to emphasise the "incidental" qualities in the
experience of the ballet in the same manner as the architectural compo-
sitional devices borrowed from Far Eastern art, Around 1878-1880 Degas'
interest in "architectural" devices slackened and he concentrated increas-
ingly oa compositions showing dancers alone, in action or at rest, The
last device to.disappear was the simple vertical bar used to split up
a space as in "Danseﬁses pratiquant dans une salle a colonnes" of 1887, 39

This chgnge in emphasis is linked with Degas' increasing interest
in the abstract and éxpressive problems of human movement and associated
problems of drauéhtsmanship. It is aiso, in my view, linked to his
increasing knowledge of Far Eastern paintings and painting techniques.
In painfing, as oprosed to prints, much less emphasis is laid on a
highly structured "graphic" composition. In Sumi-ye painting which is
the kind which Degas‘probably knew best from the collections of his
friends, from verbal descriptions and from the deménstration that he

Uuns or evperally Uie cone
attended in 1878A Degas' development away from the Ingres based
draughtsmanship of his early work proceeded as the graphic freedoms
offered by thé Far Eastern example were gradually revealed to him, This
was to culminate in many studies of the female nude which will be dis-
cussed, However the developﬁent is best based in his studies of dancers,

A drawing made between 1871-2, "Danseuse en Quatrieme derriere,

pointe tendue"; is very close to Ingres' style, with fine hard lines,

Degas has even squared off the drawing for transfer in the academic 40
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manner. The static pose is typical of Degas' earlier dréwings.' Ry
about 1875 however he began to take a greater interest in representing
movement and his drawings and paintings show dancers with arms in the
air and balancing on their toes and ‘in various forms of action,

In 1876 he made a brush drawing of "Two dancers practising", using
all the thicknesses and tones of line found in Sumi-ye painting. In 41
particular, the rhythmic notation of the left leg, skirt and tone of 1(31)
the dancer on the leff show how for Degas understanding of the direct
method of Far Eastern painting had developed. Another drawing of dancers
in sepia made in 1876-77, also in the Mgg Museum, Cambridge, U.S.A., 1(32)g
is pure Sumi-ye in technique, the brush barely flicking at the paper.
Its line is similar in character to that in Hokusai's Mangwa. From

this time on, broken lines rapidly made lines indicative of movement

rather structural records come to dominate Degas' drawing of the human

figure, and his dréwing affected his paintings. Ve have seen that Burty
probably owned Sumi-ye paintings in the 1870's and that critics occas-
ionally praised Japanese paintings and prints for their representation #
of movement. Degas could thus quite easily have learned the Sumi-ye
vocabulary and adapted it to his purpose.

Another éxample of drawings showing human movement was supplied by
the Mangwa and similar works by Hokﬁsai with endless series of figures
bathing, wrestling, firing weapons and performing a hundred and one
other acts. Degas' attention wouid have been directed to these by their
naturalist enthﬁsiasts. He could quite easily have read back through the
prints to their original brush drawings. Moreover many plates of the
Mangwa show the analysis of an actibn in many indivi dual pesitions,
This is true of the plate showing the butterfly dance on which as we
hav%eagzstler based on his signature., Two versions of this dance, 43
believed to be by Hokugai, shbwing it as a composed sequence wére
published by Conse in "L'Art Jéponais" in 1883, One is a group of 1(33!

figures claimed from an early Hokusai print, the other is a section 44




from a Sumi-ye Makimono owned by Gonse,

The line of dancing figures is the makimono closely resembles in
its variety of poses.and its diagonal assymetry the lines of practising
dancers in many of Degas!' paintings, such as "Icole de Danse" of 1876,

The piling up of limbs in the extract from the print finds its
echo in many works, for instance in the painting "lLa Classe de Ballet"
of 1880 and its aséociated studies, The samé compositional piling up
can be seen in a drawing of the three Russian dancers made as late as
1909,

It seems probable that much of Degas' technique for the analysis of
movement wés derived ffomrthe Far Bastern example. The suggestion that

sequential analysis of action could only be found in photographs such as

those made by Muybridge in 1887 is quite mistaken and irrelevant to
Degas'! earlier work, When Degas did use photographs they supplied only
detailed references, ‘The photographs of Merante which he asked for in
1876, for example are posed studio images, unlike any of his own work.
Moreover I have shown that dance itself was subject to such analysis in
Far Estern art available to Degas in the 1870's. Huysmans recognised
the Japanese elements in Degas' work in his review of the Indeyendents
in 1880 when he noted his cut off images and asymmetrical compositions,

and again in 18823

Dans ses plus insouciants croquis, comme dans ses
oeuvres achevées, la personnalité de M, Degas

sourd; ce dessin bref et nerveux, saississant comme
celui des Japonais, le vol d'un\mouvement, la prise
d'une attitude n'appartient qu'a lui,

The attribution of Degas' interest in recording movement to photo-
graphy alone also begs the question of his reason for wishing to make
art from this subject matter., As we have seen, Degas was not pursuing
an image of perfect physical grace and we may be reasonably certain that
he was not intoxicated by an idea of pure movement in the manner of the

Futurists. Moreqver we must bear in mind his excitement over the idea

of the "little goddess who dances" at the Musee Guimet and then when
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asked about movement; hé declared that "Rien en art ne doit réésembler
; une accident meme 1le mouvement", For Degas, movement was a metaphor 47
for loss‘of identity, for the end of the traditional western concept of
individuality which Ingres expressed so well and which waned at the
moment of its greatest triumph, Degas' 'naturalism", his emphasis on
- depiction of fhe incidental in human relations and his interest in the
paradoxes of art and.human relations expressed in the images of theat-
rical perfofmance all point towards an exploration of images of action,
in which identity is lost in a "universal" pattern., These images are
icons however, in no sense cinematic. Degas wished to represent the
point at which one cannot tell the dancer from the dance. This is of
course a place of no movement, a metaphor for total identity with the
universe "at the still point there the dance is",
"But neither arrest nor movement.,
And do not éall it fixity,
Where paét and future are gathered,
Nei ther movement from nor t§wards.
Neither ascent nor decline,
Except for the point, the still point,
There coﬁ;d be no dance and there is only the dance".‘ 48
How much Degas' effort was conéciously articulated in relation to
Far Hastern culture is questionable, but he was clearly aware of Buddhist
attitudes by 1891, "In any case Degas agreed with Eliot about the
importance of the dance and the insignificance of the dancer. He told
George loore - "La danseuse n'est qu'un pfgtexte pour le dessin”, 49
Later artists were to dispense with the pretext avd either make
paint dance alone or dance themselvés. Once again the Far Eastern
example can be seen at the béginning of a major element in modernism,
The positive‘view of Degas' development which I havg outlined above |
is of course 6pen to the charge thaf 1t ignores his cynicism and his -

almost sadistic attitude to humanity. This question is best left until
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the discussion of Degas'.treatment of the female nude where it o;curs
most acutely. Before this however we must consider Degas' relations to
the idea of Impressionism and of Japanese art during the 1870's, For
during this time he was the most loyal member of the Independents and

a key figure in the organisation of their exhibitions. Degas' images
of the theatre offer little help to those wishing to crcate‘a generic
idea of Impressionism,

We do not know how Degas conceived of his creative effort in the
1870's for there are no signiticant records. However we do have
Duranty's essay "La Nouvelle Peinture" of 1876 which many regard as 50
being partly inspired by Degas as a reply to the hostile criticism of
the first "Impressionist" exhibitions, |

Whilst attacking the Salons and quoting lecoq Boisbaudran's
strictures égainst their "preparation antinaturelle" Duranty is most
concerhed to defend Impressioﬁism against the charge of being revolut-
jonary or antitraditional, He argues that in fact only the Salon and
Academy.are cut off from tradition by their employment of inappropriate
historicisms,

Duranty points out that Ingres greatly admired the work of Courbet
and implies that a gréat new "formula" should come from a fusion of
these two aspects of tradition. The new painting was attempting to
find such a_fofmula. Duranty speaké of "Lilgéé qui expose dans les 51
galeries Durand-Ruel”,

He mentions Degas, Vhistler and de Nittis by name as painters who

have helped to construct this ideaj half includes Manet but ignores

the painters of the "natural®, Monet, Pissaro and Sisleys, This view=-
poin£ closely reflects that of Degaé who pr;;erred "La Vie factice" to
"La Vie naturelle". If Degas' ideas are reflected in Duranty's essay,
then we may comment thaf since the 1860's, Far Eastern art had been

scen by the painter‘as a most'significant means of creating a new

npormula’ for art from the apparent deadlock of the 1850's.



Moreover Deéés' Conception of an art as a series of "fbrmulés", as
a totally artificial construction would have led him to make use of
particular aspects of Far Eastern art in the manner which we have noted
in his "theatrical" pavintin’p;s.

Degas wasvcontinuing Manet's project of saving the Wesﬁern‘"trad-
ition" in art by making use of the Far Eastern example, Whistler was
to make similar claimsfor his work, as we shall see below,

Durgnty says very littie about the use of Japanese art by the new
painters, His remarks concern two qualities, clear flat tones and
subtle harmonies.

He sees the Impressionist colours as based on the discovery that
bright light desaturates and flattens colours. This he attriﬁutes to
the example of Japaneée prints, He argues that their flat tones were
inspired by the sunny‘climate of Japan, and thus preserves the natural-
ist theories. Degas' paintings of the early 5870'8 show many flat,
(Unsaturated colours, Le Foyer of 1872 is a good example. The subtle
colpur harmonies of Degas! work may also be attributed to the Far
Eastern example., Iuranty remarksj

L'oeil melancolique et fier des Hindous, les grands
yeux langoureux et absorbes des Persans, 1'ceil-~ bride,
vif, mobile des Chinois et Japonais, n ‘ont-ils pas su
mele 4 leurs grands cris de couleur, de fines, doul@s,
neutres, exquises harmonies de tons?

- This indication that Degas looked at the whole range of exotic art
for his colour harmonies is confirmed by a portrait of Helen Rouart,
made in 1886 showing her sitting amongst her father's collection, inclu-
ding an Egyptian sarcophagus and a Chinese silk hanging. A great deal
remains to bé found out concerning Degas' use of such material; we must
bear in mind that in his.last work on Far Eaétern art in 1879 Duranty
declared that Japanese‘art had been overvalued in relation to Chinese
and exotic arts. If this was also Degaé' view, one must bewaré of

attiibuting all Degas"use of exotic motifs to Japanese art, Besldes

colour Duranty identified a new style of drawing and a new series of
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viewpoints as the basic elements of the new painting. These th were
certainly éssential to Degas and as we have seen, he borrowed from the
Far ikastern example for innovations in both areas.

"La Nouvelle Peihture" provides no evidénce to contradict the view
of Degas as a profoundly artificial painter. Indeed Duranty is clearly
in difficulty when he attempt to apply'unqualified naturalism to Degas!
work. He speaks of the need for a simultaneous image only in the
contexf of the "lois spé;ial.es de lumiere et d'expression” which 55
govern the perception of human beings in their environment, not as an
end in itself. Rather than positing the dissolution of the object in
sensation by which Ventur;'defined Impressionism, Duranty argues that
only in such ipterrélations can the subject of a painting be properly
apprehended., Writing of the human subject in the new painting, Duranty
called for ah image that was not only simultaneous in terms of 1light
and»sensation, but also in terms of the social identity of the subject;

I1 ne nous apparait jamais; dans 1l'existence, sur
des fonds neiitres, vides et vagues, Mais autour
_de lui/gt derriére lui sont des meubles, des
cheminées, des tentures de murailles. un paroi qui
exprlme sa fortune, sa classe, son metier: il sera
a son piano, ou 1l examinera son échantillon de
coton dans son bureau commercial,- 56

I have already touched on the possibility that Degas was interest-
ed in depicting soéial relations in his art when discussing his ballet
paintings. I will now turn briefly to examples in which this intention
is clear and in which he borrowed from Japanese art to make his point.
He would have naturally turned to Japanese art to do this, as it was
considered highly "Realist" by many critics. Hokusai himself was seen
as the leader of a popular, naturalist movement.

The "Bureau de Cotons, Nouvelle-Orleans* of 1873 is an early
example of this., It shows the_same amorphous space which we saw in
"Le Foyer" of 1872, Itvis controlled by the same "architectural" space

denominators borrowed from Japanese prints. The range of windows and

panels on the left wall and the ends of the shelves in the distance to
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are two examples. We also have a cut off door in the upper left corner
and the cut off figure éf M. de Musson and a chaif next to him in the
left foreground.

As in the "Foyer", figures are distanced from each other by this
spatial system. Some examine cotton, one writes a ledger, one reads a
newspaper, one lounges. All have an air of distraction. Far from being
merely a photographic record of an instant in time, this painting comments
on the relations of the people it portrays to their business activity
and its effect on their‘relations to each other, As in the "Orchestre
et 1'opera" an Ingres-like portrait style is msed in a painting whose
intention has much in‘common with Courbet's "Atelier", The compositional
structure which mediates the two is provided by Far Bastern art.

Moreovér the drawing of the individual figures such as that of the
man leaning on the extreme left owes something to the”Mangwé: in its
laconic recording of a pose., Images of group working situations were
not previously found in European art. However they were to be seen in

4 N\
.

the Mangwa, For instance in Vol, Three there is a picture of a banquet
being prepared ana eaten, The range of attitudes of the figures in the
image from an active engagement in work to a sleepy relaxation parallels
that in Degas' painting. The maﬁ reading a newspaper has a direct pre-

4 ) \0
decessor in a bored bathhouse attendant in the Mangwa. The realist I6Hs)
praise of Hokusai would have directed Degés to images of this kind, whiégV(cza
had a part in forming his conception of the Cotton office.

Hokusai's drawings of workers also influenced Degas in his studies
of laundresses and‘ofher workers, For instance the study "Blanchisseuses 58
portant du linge" of 1876-78 is very like Hokusai in its concentrations 59
on an action, that of 1lifting a heavy basket and in its analysis of that
action from two viewpoints,

Degas uses the flat tones, simplified lineér drawing and cut off

images learnt from Japanesg to emphasise the dissolution of identity
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within work and social class. Duranty recorded that Degas wasbthoﬁght of
as having invented "Le clair-obscur social" a means of recording social 60
relations in visual images.,
All Degas' paintings recording labour depend on the Far Eastern
example for their success. A good example is his group of studies of
milliners in which asymmetry, an unusual viewpoint and direct simplified
drawing combine to emphasise the contrast between negative existence of
the shop assistants and the highly wrought symbols of femininity and
freedom from the need to work on which they lavish their attention. 61
Even the most basic of social relations, those between man and woman,
became a subject of analysis of Degas' works. Several paintings show a
tense relation between a man and a woman but the most interesting shows
the relation between a man and a female doll. It is the "Portrait d'un
peintre dans son atelier" which Lemoisne dated to 1873 but which Reff and 62
others date to 1878, The artist was once thought to be CéEénne but is now
thought to be Henri-Michel-Levy, a minor memﬁer of the Indé%endants. Reff
has pointed to the portrayal of the artist as rejected by women, those in
the paintings on each side of him turn their backs on him and at his feet
ig a life-size female mannequin in a pose which makes it clear that it is
1ifeless. Reff interprets the painting as in part an account of Degas'
isolation in his bacheflorhood. I find the picture an expression of
Degas' view of human relations, in the context of art. That is to'say
Degas has made an dmage of the contradiction of the artificial creativity
of art and the natural éreativity symbolised by woman.
Shinoda has pointed to an analogy between this painting and the
picture of "Tokiwa sacrificing herself to the tyrant Kiyomori, her hus- I(36)
pand's murderer, to save her family", in Volume Nine of Hokusai's Mangwa.
The general lines of the composifion are close, though not the
details of the poSes. Nonetheless the comparison is convincing and sheds

an interesting light on Degas' work. He has transformed an image




653
of male dominance into an ;mage of frustration and revenged himself by

turning the lady into a qummy.

In depicting the closest of human relationships Degas was equally ?
committed to pointihg to the isolation of individuals and the incidental

nature of their relations. To do this he borrowed from the Far Eastern

YT T S 2

example.

Ty

He went on to use it to aid him in the creation of endless images
of woman herself, images which contradict practically all previous
Western representationsvof the female nude,

It has been recognised that many of the individual poses of Degas'
ballerinas derive from Japanese art, particularly from the ﬁangwa:\

Degas borrowed these poses to emphasise the strain and physical isola- 63
tion of the balierina. His moﬁe towards uncomplicated images of the

female nude enabled him to concentrate on the physical and "animal"

aspects of woman,

Before discussing this work however I would like to draw attention
to an image of a Japanese bath house published in Humbert's '"Le Japon" ;&155'
in 1870, It takes its setting from Ingres and indeed several of the 1(37)
female poses within it resemble poses in "Le Bain Turc". At the same
time one can see that the images of women drying themselves also relate
to Japanese prints of bath houses which Degas could have seen and in some
cases also to erotic prints. The link between Ingres and Japanese art
was not therefore an arbitrary one made by Degas, DMoreover one must «?
bear in mind the great number of critics who associated Japanese art
with the art of classical Greece,

Degas' first studies of "woman" show partially clothes figures
brushing their hair, He began to make them in the mid-1870's, They
were clearly inépired by images of women combing their hair in Japanese
arte It has been customary to compare them to works of eighteenth
. century artisté, notably Harunobu and Utamaro, It is most unlikely that

these formed a source for Degas' work before the later 1880's, as we have seen,
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Kuniyoshi and other nineteenth century artists also made prints of

women combing their hair, for instance "Ama dressing her hair" of 1843 TI(38)

which shows as Awabi pearl fisher girl sitting on a rock by the sea
shore, combing'her hair,

Degas'! paintiﬁg "emmes se peignant" of 1876 also shows women by
the seashore brushing their hair., It seems likely that a nineteenth
century print showing Awabi fishers wés the model for Degas' work, which
alse uses the flat tones and direct drawing which he derived from Japan-
ese art. The many images of women combing their hair in the Mangwa
would also have contributed to this work which is a multiple study of
one model., There were even paintings by Hokusai showing hair combing
which Degas may have seen; one was in the Charles Havilland collection,

later Degas paintings and prints showing hair combing may perhaps
also have been influenced by eighteenth century artists as their work
became known in the 1880's,

The combing of women's hair has always been a popular image with
artists and poets but Degas used it uniquely as a means of»limiting the
identity of his subjects to their immediate physical existence. This
he went on to do for othe: aspects of the feminine toilet, borrowing
from Far East;rn art at all times,

In this he was to make use not only of the Mangwa but also of
imawes found in Japanese erotic art, which was generally known by the
early 1880's, when his work on the female nude was at its height.
Huysmans wrote in praisé of the animality of Japanese erotic printis at
. this time and Degas set out to appropriéte this animality for his own
arte He attested both to Sickert and to George Moore that his inten-
tion was to treat woman as an animal. The most available source for
this was Hokusal's Mangwavwhich contains many studies of women bathing;
this was a quite normal sight in Japan until the 1870's and contained
no immediate erotic suggestions,

Degas was to make use of Hokusai's poses in works in which he
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claimed to be attempting the same degree of detachment from the subject
that came naturally fo Hokusai,

There are mény examples of women towelling themselves in the lMangwa
and Shinoda compares a pastel of 1889, showing a naked woman dabbing her
neck, with a plate from the llangwa showing a similar action, but from a
reverse viewpoint., Degas clearly did not copy the pose from Hokusai
directly. He was hbwevér clearly influeﬁced by this image or a similar
one. |

Degas took the ability to use a great many new, often undignified
poses for the female nude from the Far Eastern example. These poses
were multiplied endlessly in his work as he pursued the recreation of a
convincing treatment‘of the human, However he also accepted from the
Par Eastern example fhe dethronement of the female nude as a'central
symbol of life; of creation. This may have been inevitable as the
failure of Caﬁanel's work shows that the conventions which supported
the female nude in this‘role had become unworkable. Nonetheless Degas

revels in their alienation and it seems clear that far from achieving

the indifference which Hokusail had to the nude Degas was deeply emotionally

involvedvin the destruction of something held dear by the tradition
which he worshipped.

It is possible to multiply the parallels between the lMangwa and
Degas' nudes but there are no cases of exact borrowing.

For insténce in Qolume one of the Mangwa there is a view of the
bathhouse, In the left corner a woman dries her armpit. Similar
gestures.may be found in some of Degas' nudes,for instance the pastel
in the Courtauld galieries made in 1890, Though one pose is a reversal
of the other and they do not exactly correspond, one feels that the
idiom has passed from Hokusai to Degas. In fact the whole bathhouse
gcene, ih its commonplace treatment of the subject suggests Degas.

Given Degas' method of working away from his subject, the most
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likely explanation for this is that the Japanese prints have an arche-

typal relation to his work, that as with other artists it is a question

of the passing on of a language, as a whole, rather than individual

motifs. Degas' vision was conditioned by the Japanese example., This

can be shown by comparing ong of Degas' monotypes of fat prostitutes 69
in a brothel "Le Client", with a page from the lMangwa showing fat men I(4é;
bathing. Degas depended on the Far Eastern example for the ability to I(43§
record their gross forms, so alien to all in Western art,

In many of his monotypes Degas combines the incisive brush drawing
of the Mangwa with a large variety of expressive brush strokes and types
of black and grey Far Eastern ink painting; His use of the monotype in
this way is reminiscent of Manet's use of the lithographic paper for his
illustrations to the Raven and the resulting work is similar in its
graphic qualities,

We may compare.the range of Degas' brushwork in this monotype
with that in two kakemonos by a nineteenth century artist, Zeishin,
owned by Bing, exhibited in 1883 and published by Gonse in "L'Art I(44f
Japonais". The monofypes date from 1876 to 1885, This range of express-
ive brushwork derived from the Far East was a great influence on the
development of Degaé' style in the 1880's and 1890's and especcially in
his pastels with their great range of expressive marks and textures and
their rich tonal contrésts. These clearly exist as part of the aesthet-
ic intention of the work and not as incidental elements in the process
éf representation, Ih other words they have the same role as their
equivalents in Sumi-ye painting, | /

The monotype wasrthus partly a device for investigation of a great

range of new effects for their "poetical” rather than their naturalistic

effects. By the late 1870'9 Degas understood the basic artificiality

of Far Eastern ait and related it to his own work., The flat careful

painting of the 1870's and the highly textured expressive work which

Degas made may be attributed to‘different aspects of the Far lastern




example, Indeed his development froh one to the other was, in part at
leasf, a résult oflgrowing knowledge of Far Fastern art.

Apart from its use as a research took the monotype was limited in
that it could only produce one print of each image. It had no feature
however which Degas prized, it combined the ability to record spontan-
eous gesture and brushmarks with the isolation of the artist from his
work by the reversal of the‘image. The monotyre of Degas was an aid to
meditation, a further attempt to achieve detachment,

This is why he attempted his most "degrading" images of women in
this medium.v Some of these clearly have a source in Japanese erotic
prints, probably those by Hokusai which Huysmans praised in the 1880's,
In a work like "Tw§ Women", which I believe to represent a man and a
woman, Degas has typically used a Far Eastern model, 5ut shifted its
meaning in a negative manner, In other monotypés, women lounge in poses
which exaggerate thgir animality, clearly borrowed from Japanese bath-
house prints or erotic‘works.

The monotypes mérks the last general influence of the Far Eastern
‘example on Degas. After the mid-1880's Degas repeated or consolidated
what‘he had learnt and moved away from a close relationship to Far
Eastern models. Before conclusing this section however it is necessary
to review minor aspects of Degas' art which have not found a place in
the main argument. Degas painted sixteen fans with ballet motifs in the
years immediately following the 1878 exhibition., None was meant for
use, they all used delicate materials such as pastel. Many Japanese
artists, including Hiroshige made fan prints, Hiroshige made them in
the Ogi, or folding éhape, like those of Degas and at least one painting
work in this form, a satire by Kyosai, had been seen at the 1878
exhibition. |

Degas may also have seen Japanese artists making fan paintings in
the exhibition, Around 1869 he had made & fan painting of Spanish

dancers, but this represented a very complex scene of costumed figures
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in a landscape é la Goya. Moreover it was a bad design as it ignored
the implied pictorial ground in the missing centre of the fan and pre-
gsented only whole images of the costumed fipures. In the later fans the
pictorial space is treated as extending beyond the fan border and subtle
designs are made using the cut off figures of the ballerinas, This
same composition can be seen.in Kyosai's satire in which the top of a~
"telegraph pole" apﬁears from the centre of the fan. Moreover the
draughtsmanship and colouring are radically simplified in Degas' later
works, following the Fai Eastern example. These qualities can be seen
in a fan probably made in 1879,

These fans provide further evidence of Degas' study of Far Eastern
visual conventions. DMoreover they were made at the culmination of his
interest in Far Eastern art when the invention of monotypes, the expan-
sion of his vocabulary as a draughtsmm and the increasing diversity of
compositional formulae also occur,

I believe the Far Eastern example also had an influence on Degas'
interest in sculpture. The lifelike animation of Japanese animal 76
sculptures in bronze and ivory, especially in the tiny carved netsuke was
praised by many critics. Degas may have been influenced by these in his

pursuit of movement through the refined simplification of sculptural

form. One of his equestrian works may be compared in this respect to an
ivory group, showing a horse and riders owned by Gonse and exhibited I(46
in 1883, 1(47)

Degas? figure sculpture may also have been influenced by Far
Fastern work. We know that Japanese figure sculpture was exhibited in
the 1867 exhibition though none has been traced., A more likely influence
on his work is the religious sculpture of India, examples of which could I(49)
be found in the Musée‘Guimet. Much of this sculpture shows dancing I(SO)
figures, often with multiple limbs to indicate the dance movements. We
may also point to the real hair ribbon, satin shoes and muslin tutu

which Degas placed on his "Petite danseuse de quatorze ans" which he
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exhibited in 1881, Huysmans pointed to the costumed religious sculpture
of Burgos cathedral as a precedent for Degas' work, Ilowever it is
possible fhat Degas saw clothed religious sculpture from the Far Tast

in the Musee Guimet., lMuch more detailed research is needed into the
influence of this collecfion and that of the Musee Cernuschi on con-
temporary art.

Degas' interest in landscape was also influenced by Far Dastern
art. In general Degas disapproved of landscape but in 1869 during his
stay at Boulogne with lManet, Degas made 43 pastel studies of the sea-

" shore in which large areas of flat colour are balanced asymmetrically
against small areas of detailed texture, as in landscape prints by
Hiroshige and others, In 1890-1893 he produced a similar group of
thirty-one landscaﬁes which ciosely resemble Far Eastern ink paintings

of landscapes. One feature of a landscape, such as a stream, is taken

as a key motif and surrounded with a minimal series of marks and tones

so as to express the experience of the landscape. Degas also produced 77
a series of coloured’monotype landscapes which take the process of
simplifying landscape to its ultimate, leaving only few colour fields

~of various texture to define the space. These prints strikingly

anticipate some abstract expressionist works such as those by Rothko, Te

They were clearly prompted by the qualities of some Far Eastern land-
scape painting.

However these works are in¢identa1’in Degas' career and serve only
to show the universal importance of the Far Eastern example for his work,

His main concern was always with the human figu¥e and its environ-
ment. This concern was motivated by his belief in a great tradition of
Western art ending with Ingres and that art was.a system of expressive
formulae., It was complicated by the social changes which rendered
i{rrelevant the great formulae embodied in the Western tradition of rep-
resenting the human figure.' Degas turned to Far Lastem ait for a new

language to represent the new human relations he saw around him, and was
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supported in this by the opinions of the realist critics who admired
Far Isastern art. However Degas' art fails to transcend the contradict-
ions of his belief in traditional values and his determination to observe
life as he saw it, Marxist critics who see in it an expression of
alienation are correct. We have seen that all his borrowings from Far
Hastern art were made in order to emphasise the incidental in human
affairs, the isolation of human beings one from another and to degrade
the "humanity" of his subject matter rather than celebrate it. Degas
took elements of Far Eastern art which have their roots in a detached
and serene view of human life and applied them to the expression of
his own desp%égj In this his work forms a remarkable contrast to Van
Gogh's, as we shall see. However it would be unjust to ignore Degas'
sustained efforts to create a new art through a fusion of traditional
values and his use of Far Eastern art as a means to this end, His
pessimism has been éhared by many later artists, Degas' dilemma was a
real one and like his ballerinas‘he achieved great art through the
sacrifice of human identity. Finally we must point to the close correla-
tion between Degas' development in relation to Far Easternvart and that
of Manet. Both for instance make use of‘techniques based on wvumi-ye
painting from 1876. Similar correlations can be found with other
artists. Whistler, unlike Degas, was most directly influenced by Japanese
art in the 1870's, then ites importance faded. These dates correlate
quite closely to the historical pattern of the discovery of Far Eastern

art which I have discussed earlier in this thesis,
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MONET

If Degas misread Far Eastern culture in order to make his art,
Monet's relationship with Japanese art was one of continual rapproche-
ment, until by the end of his life some of his greatest admirers were
the JapaneSe, who made pilgrimages to Giverny to see him. No greater
contrast can be imagined than that between the use of the Far kastern
example by these two ar£ists.

The Japanese example is central to Monet's development as an
artist, however there has been no serious study of its impartance.
Monet's letters contaih no information about his interest in Japanese
art and one must rely on secondhand information from the friends of his
later years such as GeoffroylMirbeau and Marc klder., However his life-
long interest in Japanese art is beyond question. He collected Japanese
prints from the 1870's onwards and a collectién of 220 prints which once
belonged to lMonet are now in the Musée Marmottan in Paris. Unfortunately
it has not been possible to study these.prints. They form a unique
collection of immenSe importance not only to the study of lMonet's art but
to the history of Far Eastern influence as a whole, 1

‘Nonetheless it is possible to deduce part of the contents of the
collection from descriptions of the prints with which Monet dgcorated
the house in Giverny which he moved to in 1883, The prints were in the
house from the beginning, but the fullest description of them is by'a
later visitor, Marc Elder. The prints were everywhere except in the

"Salon";
~

.essMais ailleurs par toute la maison il n-y-a
qu'estampes japonaises. Dans le petit salon bleu,
peint ton sur ton, ou l'on ramasse les oeufs des
poules, dans la salle A manger jaune couleur prim-
evere dans les escaliers, les estampes déroulent
c6té a cote, en traits essentiel 1l'anecdote minut-
ieuse et profonde d'extreme-orient, Pour les citer
il faudrait aller du vieux Korin, idéaliste caustique
cont les animaux rapellent parfois la simplification
dggorative de Pisanello, Jjusqu'aux successeurs
realistes d'Hiroshige, Outamaro, Hokusai sont
representea par des planches admirables. Si les




é%reuves en noir et blanc abondent, les impressions
polychromes n'en sont pas moins nombreuses, en vert,
jaune, bleu et brun, ce brun rouge mat et dense.
comme celui des poteries italiotes. Vous verrez la
_les vues du Muji, de Yedo, des femmes 2 leur toilette
découvrant un seln bulbeux, haut place, des acteurs
terribles, prec1eux ou grotesques, des enfants rases,
et la courtisane qui offre une coupe de sake avec les
attributs de bonheur, Les oiseaux, les poissons,

la pluie, le vent, la neige, le torrent et les pins
vivent sur le meme plan que les hommes, Chaque tab-
1eau est 1! expression genérale d'un trait de caract-
ere. Voici la coquetterie dans cette nuque, 1l'effort
dans la torsion de cette carpe, la flaherie sur cette
terrasse, ailleurs 1'amour maternel, 1'épouvants, la
sagesse ou le calme, A mésure qu'on avance dans le
temps, l'imagerie s'alourdit, se complique. Le
second empire nous vaut des Japonais en haut de forme
promenant en crinoline; 1la vapeur des ports tumult-
ueux marques par le naturalisme occidental,

Fonet told Elder that he had "encore plein des cartons" not on show.
klder knew him in his last years but it is likely that his description
e o 01 fAowel b cotloolony
is appropriate for any(ﬁime after the later 1880's,
Ge 'ffroy remembered seeing framed prints on his first visit to
4 -
Sl

Giverny after meeting lonet at Belle-Ile : ~ in 1886, 1In the dining
room he remembered;

Une profusion d'estampes japonaises, simplement

mises sous verres, les plus belles, les plus rares

de Korin et Haronubu jusqu'a Hokusal et Hiroshige,

et les plus inattendues aussi ou l'ary du Nippon

s'est applique victorieusement a representer les

costumes et les aspects de la vie Hollandaise aux

colonies.

‘ /

This tallies with Elder's description and Hoschfde also mentions
prints by "Korin, Hokuéai, Hiroshigé, Otamaro, Harunobu" as being on
gshow throughout the house,

Korin, of course, was not a print artist, although prints after
his designs were available in Paris from the 1870's as we have seen,
The occurrence of his name in all three lists suggests that Monet him-
gself believed that Korin made prints and that the descriptions are taken
from his own discussions of his collection. Mirbeau describes the so-

called Xorin as'representihg "an troupeau de biches" and remarks that

lMonet thought it an outétanding work and only later found it to be by

5 .
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Korin. The implicatiénvis that Monet foﬁnd the work early in his career
thdugh one cannot be‘cértain of this. Bing was prdbably Monet's mistaken
informant. | ' : 6

Hoschede states that Monet bought prints from Bing and from a
Japanese deéler in Paris, Matsukaba. Matsukaba introduced him to Vever,
the collector, who showed him his Japanese collection, Most of Monet's
dealings were made in the 1890's when he had’money enough to buy from
dealers such as Bing, and they probably conéerned the eighteenth century
prints. However he probably acquired a considerable quantity of later:
prints.veny cheapiy in the early 1870'é as we shall see., Two photo~
graphs have recently been published, showing part of_Monet's collection 7
on display at Giverny., ’In'a'photograph showing the library it is poés—
ible to identify "Fuji in clear weather", (No, 8 of the thirtjigiews
of Fuji), ana "The Hbllow of the deep sea wave" Nc)2§of tge same set),
"wdmen diviﬁg for Awabé off the Coast of Ise", an illustration to a poem
by Sangi Tekamura, one of "The Hundred Poems explained by the Nurse",
also bty Hokusai; and "Chirya Horse Fair", one of the fifty-three stations
of the Tokaido by,Hiroshige. There are also two figures subject di-
ptychs, one of which‘is recognisably nineteenth century, probably by
kunisada.

None'of the prihts in the photograph éf thé dining room are iden-
tifia?le, though the range of the prints, embracinglall periods énd
forms, is recognisable, One can also recognise one or two of the pieces
of Oriental pottery, which Monet owned,

It is clear that from 1883 when Monet moved to Giverny he was
always surrounded 5y Japanese prints and must have looked at them every
.day. Theif role in the latter half of his career is therefére beyond
dispute. Howe#er thefe is some difficulty in establishing the nature
of his interest in Japénese art in the 1870's, It seems reasonable to

assume that prints that he_acqﬁired during fhis decade were by the later
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masters; Hokusai,‘Hiroshige, Kunisada and the pictures of Iuropeans in

Japan, lonet claimed to have acquired a great many prints in Holland,

e e <2 e

Flder reportis Monet's account, in which he denies Mirbeau's date of 1886
for his discovery of them:

A la verite je connaissals la gravure japonaise
bien avant 1886, annee ou j'allai peindre en
Hollande. Ma collectlon etait en train depuis
longtemps. Mais il est vrai qui J'eus la bonne
fortune de decouvrir un lot d'estampes chez un
marchand hollandais, C'etait a Amsterdam, dans

une boutique de porcelaine de Delft, Je marchan-
dais un pot qui m'avait plu. Le prix m'effrayait,
mais le vendeur tenait bon. Soudain, j'apercois
sur un rayon, en contre-bas, un plat rempli d'images.
Je m'approche, des estampes du Japon. Aussitot je
propose a mon hommes

"Si vous voulez joindre au vase ce paquet d'images
j'accepteral votre prix",

"A votre gré, me repond-t-il, tout ceux n'a pas
d'interet pour moi," , 8

Monet was in Amsterdah in 1871, 1872 and 1886, One wonders if he
had the money to buy Delft in 1871,however by 1886 there was a market
for Japanese prints and discriminating taste was beginning, It seems
likely on balance that he acquired the prints in either 1871 or 1872.

tpart from his own collection he would also have seen a great deal
of Far Easterh art in Paris, beginning with the 1867 exhibition. He
would also have beéh'encouraged to look at Far Eastern art by Manet
and have been influenced to ‘some extent by the partisans of Japanese
art associated with the "Impressionist" exhibitions, for instance Rurty
and Duret.

Monet was also affected by the fashionable interest in Japanese
art. In 1876 he painted a portrait of his wife, Camille, in a Japanese
| costume, "La Japonaise", now in the Museum of Fine Arts, Boston, 9
Camille wears a blonde wig and a rich red kimono with a design of

leaves and a samurai warrior and a great deal of gold embroidery. She

holds up an open fan of red;,white and blue and swirls the kimono,
displaying the design,

It has been argued that the pose, like the blonde wig, is European
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and self-conscious, However it must not be forgotten that besides
theatrical prints, photographs and drawings of Japanese actofs had reached
Europe by 1876 and they showed similar gestures, Moreover many figure
prints were contrived'to make full use of the pattern of the kimonos of
their subjects in the design. The heavy emphasis on the samurai which 10
ig almost an independent figure, clearly derives from such prints,
The painting Qas designed as a "Salon" piece with the title
"Panmeau decoratif", Though exhibited with Monet's other painfings in
the second Impressionist exhibition it escaped the general censure and
was sold for two thousand francs. It is however far from a "Salon"
costume piece as its remoteness from work such as that by Stevens and
others discussed below makes clear,
The lack of understanding of contemporary Japanese techniques was
shown by their response to the asymmetry disposition of the fans in thé
background of the painting. Emile Porcheéron suggested that Camille was
juggling the fans,while the reviewer of "L'Evéhéﬁent" suggested that
they were floating ih space. 11
Monet clearly knew Japanese decorative practice. He may have seen
fans'arranged in asymmetries in prints or rhotographs of Japan., Reroir 12
recorded the Japanese fans that decoiated the wall of Monet's house at
Argenteuil in 1874, in his portrait of Mme, Monet of that year, 13
Monet was thus looking at japanese images at this early date and
may have been influenced by them. The faﬁs in "La Japohaise" contain
some of the motifs of his own work, The fan in the right corner of the
waii'shows a seascape with a tree in the foreground and distant hills,
1t could be a miniature Monet, The Japanese image is rendered in a
gseries éf concise shért brush strokes following the graphic quality of
the original. It may well be that the graphic simplicity of Monet's
brushstroke in the 1870's owed a considerable amount to the imitation of

the marks made by Japanese artists in watercolour by a Western artist in
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oil paint, We will return to this later. Several other fans show Monet
motifs, two show rowing sceﬁes, one a sailboat with its sail fully un=-
furled and one the patterned silhouettes of trees. In his later years
Monet regarded this painting as "une salete" and claimed that he had
only beeﬁ tempted to paint it by.the robe, It was to be his last major
figure painting and it is appropriate that his renunciation of the
figure should take place after having made a "Japanese" painting,

| The subversion of Monet's art by the Japanese example had been
going on for some time by 1876, It culminated in the 1874 exhibition,
I have shown that lonet's work in the 1860's was influenced in composi~-
tion and brushwork by Japanese art. This continued,in particular the
Japanese influence contributed greatly to Manet's achievement of great
graphic simplicity in‘his brushwork.,

In 1870 he made several small studies of figures on the beaches at
Deauville and Trouville. These show a remarkable simplification of
brushstroke and identity of image with the tache of the brushwork, for
instance, in "lLa Plage de Trouville" T : the folds éf
the women's dress are récordéd in direct brush marks. The identity of
the brush mark with the’image is made clear by the shadow on the face
of the woman on the left which is composed of four flat brush strokes
with two slashes for the eye and eyebrow, similar direct identification
of mark and image can be seen in the chairback in the foreground., 1
have discussed the role of the identity of colour area and gestural mark
i{n the Japanese prinf in treating the taches above, in connection with
Manet's work. We may sée the phenomenon taken to its limit here. Monet
may even have modelled the two women in the painting on Japanese images
of Turopean women such as those in the 3Burges. In some of these the
faces are shown in two flat tones, much like the face of the woman on
the left in Monet's picture, |

The tension between the bulk of the figures in the foreground against

the sketched landscape in the distance is also typical of Far HEastern

14
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compositional devices, seen in prints,

Other compositibnal devices from Japanese prints appeared in
paintings made in tﬁe following year, when llonet was in Ingland,

In the painting "The Thames and Ueétminster" in the National Gallery,
London, of 1871, the dark grid of a jetty in the lower right-hand corner
is balanced asymmetrically by the light tones of Westminster bridse and
the Houses of Parliament and the medium toned silhouettes of two tugs
to the left, The whole painting depends on Far Eastern precedents.

The balance of a dark geometric;l structure on one side of the
foreground of the image against a background composed of flat tones is
a typical print formula, It is found in one of the prints the V, and A,
bought from the 1867 eihibition. 16

A closer analogy in terms of the spatial mechanism in lMonet's work

can be found in Station 42 of Hiroshige's upright series of Tokaido 1(51

views, The Tori on the left establishes the foregrouﬁd in a dark tone
and the ships and harﬁour in lighter tones describe the diétance. The
fone sequence in Monet's painting‘may also owe something to the example
of Sumi-ye painting,-as may the gestural brushstrokes, varied in tone
which indicate the ripples of the water,
The two views of London parks "Hyde Park" now in the Providénce 17
Art School, Rhode Island, and "Green Park" now in the Philadelphia
Museum of Art, both show the open, "incidental" landscape composition
with human figures, that first occurred in Manet's view of the 1867
Exposition Universelle and in a more extreme form in his "Sur le Flage
de Boulogne". The‘use of the rcad as a compositional element in the
view of "Hyde Park" is close to its use in some of Hiroshigé's "Tokaido
Road" prints, including the placing of figures on the road af specific 18

points. Similar models may be found for the placing of tiny, barely

defined figures in a minimally indicated landscape in "Green Park", for I(52)

i{nstance "Totsuka" Station 6 of Hiroshige's vertical series of Tokaido

Views., For a full discussion of the Far Eastern precedents for this type



of "incidental" composition I refer the reader to my essay on lManet
above,
The use of "taches" to indicate figures in a painting reached its

height in the "Boulevard des Capucines'" of 1873,

In this painting the high Qiewpoint was probably prompted by the
example of such printé as Hiroshige's "Theatres Young Monkey Street"
which we have séen was fairly well known in Lurope, This printvshows
figures and their shadows as flat strokes of tone as does Monet., More-
over his manner of painting the trees as flat tone with a few lines of
darker tone‘to indicate branches and thick strokes for the trunks is
typical of a method used by Hiroshige in many of his landscape prints.

Schaarf has argued that the model for lMonet's painting was a
. : va Wihore
hot h taken ¢ ; ij . Nadar®*s studio the
blurred photograp PI/W{MLrJO Mpﬂ\ w&grP

first "Impressioniét" exhibition was held in 1874. I find this most
unconvincing since it proposes a sedulous imitation of an arbitrary
visual effect by an artist committed to using his medium directly to
express his visual experience, I find it far more probable that the
liberation of Monet's brush stroke should be prompted by an art form
which stressed the graphic integrity of its images,
Louis Leroy's remarks on this rainting are well-knownj
En voila de l'impression ou je ne m'y connais ,
pa8.sesSeulement veulllez me dire ce que repre-

sentant ces innombrables lichettes noires dans
le bas du tableau,

Mais, repopdis-je, ce sort promeneurs, Alors, Je
ressemble a ¢a quand je me promene sur le boule-
~vard des Capucines? 5Sang et tonnerre....
This mockery is usually interpreted as a result of Leroy's ignorance
of his own visual perceptions, In fact it results from his reaction to
the proposal contained in Monet's art that man and his activities are

mere incidental elements in ruch visual experience, even of a city.

This vision of man is essential to Japanese art, It derives from the
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Javnanese religious ana cultural concepts of the individual. lonet
borrowed the visual convention for the purpose of recording an aspect
of visual experience as accurately as possible. However the original
cultural implication and the visual form are never completely separable,
There is an element of the Japanese cultural attitude even in the
pictures Monet painted in the early 1870's, This element was to grow
throughout his life,

The Japanese vision of man was praised by the realists for its
authenticity and Monet was influenced by their ideas, to the extent that
in i872 he attempted é painting of men labouring, "Les dechargeurs de
Charbon", in a Parisvprivate collection. The original insp%g;tion for
this painting was a print by Dore., lMonet's labourers have some of the
deadened quaiity of Dore's, However this is overlayed by the use of
Japanese motifs, The simplification of their figures was learnt from
the Méngwa. Thé naive pattérning of these figures on the planks was
also derived from the Japanese example, Monet has used it to shift the
emphasis of the painting away from the purposeful drudgery of the
labourers, towards an overall design in which they form only a motif.

The bridge with its traffic which spans the painting at the top is
also derived from Japanese prints, for instance the Kyobashi Takegashi",
No. 76 of Hiroshige's "Views of Yedd". The echoing of the near bridge
ﬁy the silhouette of one in the distance can be seen in the Hiroshige
print and in the Monet painting.

Monet's work is not successful, for he haé not escaped fully from
Dore's conception of the dullness of mass industrial work, In images
of labour in Japanese art one has a sense of a harmony of the human
image with the tasks yhich it performs. The expression of this con-
ception of labour 1n Western art was only possible to a far greater
humanist than Moﬁet; .Vincent Van Gogh.

The "Boulevard des Capucines" and the "Dechargeurs de Charbon" are

23

24




o

670

last works in which Monet attempted images of purposive human action,

- It seems that the tension created in his art between the demands of

realism and those of purely visual accuracy were too difficult for Monet
to resolve. The humanist motives which attracted Millet and Rousseau
to the visual languagevof Japanese prints became in Monet's work a pur-
suit of universal harmony based almost exclusivelylon the recorded
sensations of looking at landscape. I shall try to show that for Monet
the pursuit of "light" retained a mefaphysical aspect and that this_was
supported by his use of Far ﬁaétern art,

The first group of ﬁaintings in which this intention dominates
Monet's work to theyexclusion of all others are the river paintings
made between 1872-T4. These paintings are important, as, taken as a
group they provided thé hormative conception of Impressionism, the name
jtself being taken from the title of one of them - "Impression soleil
levant", of 1872,-which was shown in the first Impressions.t exhibition,

A painting at present in the Musee'Marmatth dated 1872 was long
jdentified with this work but it would appear that this was incorrect.
Nonetheless the Mafmottan can&as shows borrowings from Far Eastern art,
The pictufe as a whole has no traditional compositional structure.
The picture plane is taken as a field in which a gfeat range of gestural
marks, some broad, some narrov, of various tones, interact so as to
produce a sensation of sp?ce. It has been assumed that this creation is
the result of Monet's attachment to "plein air" painting and his direct
transcription of sensation, However this argument ignores the highly
sophisticated’co-ordinafion of the various types of marks, ‘The round
orange ball of the sun through mist and its réflected_light on the water,
noted in a carefully balanced series of orange slashes is one example.
This is brilliantly balénged in relation to the tones of two boats on
the river and their placing on the canvas. Whilst Monet may have seen
something of‘Turnef's work in iondon the directness of this brushwork

and ifs subtlety'of balance could only have come from Far Eastern art.
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Many Japanese aftists have used mist effects as a way of siﬁplifying |
- their picture space. This tradition influenced Hiroshigé whose prints
often show mist in graded flat tones, simplifying and flattening the
form of a landscape.'_"Taisha'in Mist,vIzumo Province", from the 'Views
of the 69 Provinces" is a good example of this, ‘27

However the radical flat openness of Monet's composition suggests
that he had seen Sumi-ye painting at first hand, so does his sensitivity

to the use of different tones, such as the deep tones of the boats, 1(53}

There are some open misty landscapes in Hokusai's Mangwa which o
Monet must have known; for instance "Kasumi-ya-Seki-Musashi" or "The 1(54£
Barrier of Mist“. An example such as this would Have helped to liberate é
Monet from the need to "compose" landscapeﬁ.

Hékusai's prints also"pfovide good examples of the use of the inde-
pendent brushmark as a direct visual element., In "Fuji in clear 28
weather" which was on display at Giverny, it is possible to identify two
types of independent brﬁsh stroke, First there is the green of the trees
on Fuji's lower slopes, composed of separate brush marks, each one
sugresting a tree. Then the cloudy sky is made up of interrelated
shapes made up of eidnéated brush strokes.,

There are also ﬁany pages in the Mangwa which show how landscape 1(55)@
images may be built up from direét brushstrokes. These derive ultimately ‘
from a Chinese tradition of drawing manuals, the most famous of which is
the "Mustard Seed Garden".

Monet was aware of most, if not all, the above sources and it is
'clear that they had éome effect on his attitude to vision. 1In his old
age he mentionedbthe exahple of Japanese compoéition as an important
element’invhis development, Pointing to his ﬁrints he rémarked "En

. _ :
Occident ce que nous avons surtout apprecie, c'est la facon hardie de

couper les sujetss ces gens=la nous ont appris a composer differement, 29
cela est hors de douter". In "L'Impression" of 1872 we have the earliest

example of Monet's full use of the other method. It wasscon followed by




the other similarly radical examples, for instance the "Rewvates Q

~ Argenteuil", also of 1872. The handling of the motif of thé large white
sails.relates this work once more to Hiroshige. lMoreover the entire
image is composed of direct oblong brush strokes. These "téches" give
an effect of great vibrancy., The water in this painting shows the same
brilliant effects obtained in costume prints by Kunisada and others, in
which oblongs of different colours are placed close together.

From the evidence I have offered above it would seem that the
Japanese example played a large role in the development of lionet's early
"Impreséionist" style. - However the evidence is almost entirely based on
analogies and is therefore guspect. Therefore it is important to recap-
itulate the discussion of critical attitudes to Japanese art made
earlier,

It is clear that many critics saw Japanese landscape art as highly
natural and that it was often belie#ed that Japanese artists practised
"plein air" painting in order to gain their effects. Moreover many
critics saw tﬂe Japanese example as having a fundamental effect on
Western visual sensiﬁility. One may cite for instance the passage in
"Manette Salomon" where De Goncourt describes a vision of the sun

N

exactly like that in Monet's "L'Impression”.

| However the most important claim was that by Duret who chose the
1magéry of a walk by a river to discuss the evolution in sensibility
brought about by Japanese prints. Duret had in mind the work of lonet
and Manet at Argenteuil,

I héve presented this circumstantial evidence for‘Monet's depend-

ence on Japanese art at‘great length earlier in this thesis, This
" general evidence makes it probable that the analogies I have offered are

also explanations,

One’critic, Armand Sylvestre, saw the Japanese influence in Monet's

work as early as 18733
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I1 aime sur une eau legerement remuee, a juxtaposer
les reflets multicolores du soleil couchant, des
bateaux barioles, de la rue changeante., Des tons
métalliques dus au poli du flot qui clapote par
petites surfaces unies miroitent sur ses toiles,
et 1'inage de la rive y tremble, les maisons s'y ;
découpant comme dans ce jeu d'enfants ou les objets
se reconstituent par morceaux, Cet effet, d'une

. . e
verite absolue et qui a pu etre (empruntes aux
images japonaises, charme si fort la jeune ecole
qu'elle y revient a tout Propos.

In my opinion Monet continued to draw on the Japanese example
throughout his career in two ways; One was the extention of his vocab=-
ulary of graphic brushstrokes., It has been argued that this vocabulary
arose and varied purely in accordance with the technical needs of
Impressionism, However I find this argument most unconvincing as
"pointillisme" is the logical development of purely technical needs and

. , o
JMonet barely approached this in one of two paintings in the mid-1870's.
His real effort was to find a graphic parallel for sensations not an
optical illusion but a visual language.

The other area of Japanese influence is in the use of certain
compositional patterns which are inescapably identified with particular
motifs.

thilst it is possible to present many vafied analogies throughout
Monet's career it would be unprofitable work since the prints at the
Musee Marmottan hold the key to this problem,

However there are three groups of Monet's paintings which are
unqueetionably influenced by Far Eastern examples. They aré, the
paintings of Etretat and Belle Ile, in the mid 1880's, the series of

views of Poplars along the Epte at Giverny in 1891 and the views of
Monet's garden and river at Giverny. These examples will serve to show
its importance for Monet's art as a whole. In August 1884 and the last
three months of 1885 Monet stayed at Etretat and painted the famous rock

formations on the cliffs there, in ali kinds of weather.

Monet's intérest in this motif was undoubtedly motivated by Japanese
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examplés. Rocks in fhe sea were a favourite subject of Japanese print o
artists, pnrticularlyrof Hiroshige. The motif itself is traditional
-in Japanese art and can be found on every sort of object from Tsuba to 1(56é
writins boxes. Bing even owned an incense burner whose leps took the |

form of waves.,

A

As we have seen the motif was reproduced in Western books on Japan-
ese art, for instance in Humbert in 1870, by Alcock in 1878, Regamey 1(575

also made use of the motif in his illustrations, &

Thus Monet's choice of the motif was in the context of its Japanese
reference being known in the West, Etrétat had been sttracting artists
for over a century. In 1869 Courbet painted a view of the arched "lorte
d'Aval" which stréssed its stony architectonic qualities. UFor llonet,
on the other hand, the graphic technique derived from Japanese art has
dissolved the solidity of the rocks and the sea had become a living
organism. In some of the serles close analogies of motif can be found
with particular prints by Hiroshige, for instance the "Cliff at Ftre- 1(58)_
tat", "La Manneporte" of 1883 in the Metropolitan Museum, New York, may I(59)

4
be compared with "The sea shore at Izu" from Hiroshige's 36 Views of

Fuji$of 1852; The rock arch is similar and the waves, so is the trcat-
ment of the light striking the inside face of the The wide range of
brushmarks used to fepresent the rock also derive from Japanese art.

[
The FMangwa gives many examples of the use of contrasting brushmarks to g
represent the rough surface of rocks and dynamics of waves, In Vol, five |
for instance a two page study shows a boat entering the cave of the I(60)f
Three Deities near Shinoda. The brush stroke system on the outer leg ‘
of Monet's arch should be compared to that of the waves meeting the
rocks on the right ﬁand pége of this illustration the enalogy is very
ciose. It is likely that much of Monet's elaborate vocabulary of
brushstrokes was taken directly from such exdmples and.not invented as

a spontaneous regponse to the scene before him,
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Thus the Far Dastern example provided lonet with the three basic
elements of his visual language - the open, flat comnosition, the motif
and the infrastructure of brushstrokes which serve to control one's per-

ception of the motif. We have also seen that the idea, the identity of

a given mark with a particular uniform colour patch and with a signi-

ficant unit of the image as a whole was first suggested by Japanese

prints,
The paintings made at Belle-Ile also relate closely to Far Eastern ;
examples, for instance "Rocks at Belle Ile" in Moscow shows a close 1(61)&

analogy in motif to some of the récks in thé/Mangwa“reproduced by

Alcock and elsewhere. The organic insubstantial quality of the rocks

marks the analogy clearly, The juxtaposition of the group of rocks

against a sea with a high horizon derives from works such as the tri-

ptych "View of the Awa Rapids" by Hiroshige. The white surge of the

foam between the rocks in the Monet is based on the same graphic form in

Hiroshige's "View of Satta Point" from the 36 Views of Fuji. 1(62)
Another paintiné made at Belle Ile, '"Rough Sea, Belle Ile en Mer"

1886, now in Tokyo, wés’shown at Munich in 1972, This showé all the 35

features shown in the earlier examples and also the diagonal strokes to

indicate rain which are a common feature in Hiroshige's rain scenes.

The idea of taking a motif such as rocks as a basis for a long
series of paintings may itself have been inspired by the example of
Japanese print series, such as Hokusai's "36 Views of Fuji". lonet's
dealings with Bing would have exposed him to the dealer's opinions on
prints and Van Gogh recorded that Bing never seemed too busy to discuss
Japanese art with visitors to his shop.

We may gain some idea of %he opinions of Bing from a lecture that
he gave to the Japan Sdciety in london in 1899 on Hokusai's 36 Views of
Fuji. _

Bing discusses Hokusai as a "realist" who in designing the "36 Views"

became a poet. A painter whose aim is to capture and clarify all the
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moods of a great natural and religious monument, a motif which had never

been painted before;

The Fuji-yama was a motive that would form a
starting-point, a theme without equal, in the
lining of which would be born a thousand differ-
ent ideals. Henceforth Hokusai ceases to be a
mere copyisty he becomes a poet, adding something
to the naked reality: striving to translate
untranslatable grandiose; he clothes Nature with
a different grandeur, with a mysterious glory only
seen in dreams,

His dream is a lucid one, a vision that results in
the transfiguration, not the travesty of Nature.
He wrings out all that is characteristic and signi- i
ficant of her various moods. The eternal truth and

beauty of Creation are made clear by simplification,

all petty detail is suppressed and only the essence

is glorified. 36

These words could equally well apply to Monet's development in the
late '80s and '90s, as could Bing's justification for all the series of
views as a means of exploring an environment in all its interrelations.

And it ié precisely this art of combining effects,

the quest for relativity between one given point

and all surrounding objects, that could enable an

artist tomproduce,nearly fifty times, the image of

“the self same mass of earth without becoming

stupidly monotonous, 37

This formulation is highly appropriate for Mone%'s use of the
"motif", Monet pursued relativity in terms of pseudo naturalistic
impressions, thbugh these eventually became thoroughly snd undeniably
artificial, His habit of sticking dozens of canvases about in the
gardens of Giverny and painting on any one only so long as a particular
effect of light lasted was not motivated by the idea of a snarshot, but
by the conception of creation as a series of evanescent shifting inter-

relationships. In this context his adopfion of the Far Eastern device

" of the repeated motif is fully understandable.

The first undisputed examples of Monet considering a motif for its

poetic purposes alone are the twenty or so paintings which he made of

a stand of poplars along the River Epte near Giverny in 1891. Monet
had to intervene in the sale of these trees in order to preserve them for

the period during‘which he wished to paint them.
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The whole}series is an exploration of the motif of a screen of
tree trunks against the sky which is common in Japanese art particularly i
in the work of Hokusai and Hiroshige. i

This motif first occurs in the 1880's in a group of paintings of o
pine trees made in Juan Les Pins, Moné;’thus perceived the poplars 38
in termé of this abstract "motif" before beginning to paint them. They :
were to be used as a convenient compositionalvmatrix. ¢

An early work in the series, in the Tate, dated 1890, shows the
poplars with green heads against a blue sky, stretching across the I(é})
canvas rather like the trees in "Travellers at Hodogaya", one of the 1(64)"
thirty-six views of Fuji. Monet however has indicated a second screen |
of poplars behind the first, following the curve of the river,

Gradually Monetleliminated this element from the paintings; this
resulted in "The Four'Poplars" in the Metropolitan, New York, Four
trunks stretch upvfrom a river bank and down into water from its reflect-
jon. The distant trees have become a few blobs of yellow light. The
painting has become an abstract meditation of the motif of trees in the

exists
sunlight. No close analogy for this work in Japanese prints. Nonethe- 40

less it is the product of an artistic endeavour closely paralleling and
influenced by the Japanese example, It ié a sign that by the éarly
1890's Monet had adopted Far Eastern aesthetic values as his own, |
Conclusive evidence of this is provided by the development of the |
gardens at Giverny. Japanese flowers and plants of all kinds, an arched
walkway modelled on those in Japanese temples and a Japanese fooibridge
over a river full of exotic flowéring lilies, all testify to lionet's
attempts to create a tofally "Japanese" motif from which to work.,
The construction of the gardens at Giverny marked the absolute
denial of the naturaliét intention attributed to Impressionism. They
were made in the same spirit as Japanese gardens, which set out to pro-
vide the éxperience oflén entire landscape in a small area. Monet's

gardens compress many motifs in a similarly small piece of land, motifs
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made expressly to be painted. Remembering the paintings one is sur-
prised by how little there is at Giverny., UMNonet was not the first to 41
attempt to create a little Japan in France, as wevhave seen Krafft
attempted this at his house near Versailles in the 1880's and Regamey
wrote about it at length.

Foreover photogfaphs and desériptions of Japanese gardens and parks
were widely available in France - Regamey, for instance, paintéd them,
Therefore it is misleading to suggest as 1is usually done that lonet
took his inspiration for the Garden and its paintings from Japanese
prints alone.

For insténce it:is usual to compare the Jupanese footbridee with a _
print frqm Hiroshige's 100 Views of Yedo, No. 57, "The Bridge at Kameido". I(65§

If is true that fhis print shows a bridge similar to that put up
by Monet and that thé creeper trailing down the print echoes the willows
and wisteria that trail over the bridge in many of Monet's paintings.

However a closer analogy té Monet's bridge appeared in an engraving
illustrating Humbert's‘"Le Japon" in 1870, MNoreover Beato and others 1(66)
had made photographs of.similar brid~es and Regamey had painted them and
published his paintings in "Promenades Japonaises".

By the 1890's we may see that the significance of any particular
analogy between a Japanese print and a/work by Monet is of little value
compared to the general relationships between his work and Far Lastern
art. Images of Japan complete with their associated cultural inform-
ation were so readily available by the 1890's that Japanese art and
imagery could be said to have become part of the Western tradition,

There remains the'question of the dissolution of the image in
}Monet's late work.s 1In early versions of the footbridge it acts as
unmistakable motif, structuring and defining the coloured iights,
reflections and shadows in the vegetation around it and in the water
beﬁeath into a definite space as in the 1899 painting in the National 42

Gallery. In later versiohs, such as that of 1919 in the Musee 43




PbrmottAn the Eridge dissolved in the shadows is no more than another
patch of colour, another group of brush strokes in a dense ambifuous . ;
pattern,

_This increasing loss of interest in structure and stress on inte- '
gration led FMonet to make hié paintings of water lilies in which Green- ;
berg and others have seen so much for the future of art. The prarallels S
between these eﬁanescent shifting images'and the Buddhist view of the
world as an interrelated continuum with no absolute differentiations is %
clear enough, However the formal steps by which Monet attained his 1
images are more difficult to associate with Far Eastern art. An undated
and apparently unfinished painting in the Musée Marmottan is of some 1(67)
help. It shows a group of floating lily pads made with strong curving A4
brush strokes contrasting with a number of vertical lines and shadows
representing willow fronds and creepers. The direct use of a brush mark
code in this way is taken directly from Far Iastern art., This act of

carefully balanced mark making came to represept for Monet the essential

metavhor for existence, much as it did in much Sumi-ye painting, which 1(68)
was after all originated by Buddhist monks, | {
‘onet's finished "Nympheg§ paintings are all composed of endless
acts of mark making of this sort. However in these he has achieved the
complete dissolution of the image in the account of a floating continuous
space. In talking of Japanese work in his later years, lMonet emphasised
the interrelationship of objects with their images and their extreme
economy of exp;ession; : .
| Hokusai,dit-il lentement, Comme c'est fort -
Regardez le papillon qui lutte contre le vent,
les fleurs qui plient. Et rien d'inutilesseees
la sobrieté dans la vie, , 45
There can be no doubt that his aamiration for these qualities
within Japanese artbwas a major factor in his development away from

‘ r
naturalism and in the final realisat;on of his art in the "Nymphé%s".

Monet sought harmony in his art by the dissolution of the integrity
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of images, Degas by a.dosperate effort to save the most vital and fragile
,, of all, the human imdge. No greater contrast can be imagined between

the gradual banishment of all movement and all space or potential move-
ment inrmonet's work and Degas' frenzied reseaiches into an iconography
of human activity and relations,

Their differing artistic intentions are reflected in their differ-
ent borrowings from Far ¥astern art. We have seen that Depas bofrowed
from images of the human figure and misread Far tastern inventions for
his own ends. In Monet's case, however, his intentions coincided re-
markably with the original significance of the works from which he
borrowed; he even created a garden for artistic contemplation in the
Japanese manner. It is clear that "Impressionism" cannot be used as a
term to cover the work of both men and retain any but a nominal signi-
ficance, However it is clear that in both cases the Far Lastern
example was used to explore aspects of man's symbolic relations to
nature and to society on several levels, not just as a prop for an in-

human naturalism,
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Wnistler and Japanese art after 1867.

We have seen that, in the early 18(0's, “histler made considerable
efforts to learn all he could about Japanese art and made use of his
knowledge in his work. After the 1867 Paris exhibition he continued to
do so, spufred on by the subsequent exhibition and by the development of
kuropean knowledge of Japan., Indeed by the end of his career his work
was synonymous with the arpearance of Japanese art in the West, Whistler
became generally known as the "Japanese Artist", the title by which he
was pointed out to Walter Greaves, working at his window in the 1860's.

In 1905, the Studio reviewed the International Artists' Whistler
exhibition in terms which made clear the current estimate of his debt to
Japanese art;

we must not place him on a pinnacle which his work does
not warrant. His position in relation to art is the
position which the art of Japan especially in its later
phases bears to the great art of the world., Whistler's
ingpiration was undoubtedly derived more from Japanese
art than from any other source. The daintiness of
colouring, his conception of colouring and the balance
of parts is essentially Japanese in its character,

More perhaps than anyone else, he ruropeanised Japanese
ideas, and yet as an exponent of these ideas he falls
short of his great Japanese prototypes. 1

This response is typical of many of those who looked at Whistler's
life work assembled in the exhibition. Velasquez is also mentioned as
an influence by some reviewers but their coneensus is that Whistler's
art represented the Far Eastern example in Western art. Moreover the
Studio reviewer identifies Vhistler's work with later, presumably nine-
teenth century Japanese art and makes a value judgement on both in terms
of the grand Western tradition '"the great art of the world". Both
Whistler and Japan he believes to be of relatively minor significance
within that tradition. His judgement of Whistler is conditioned by the
quite gpecific aesthetic attitude which he takes to Japanese art.

This is a most important point and one overlooked by most recent

critics and writers on Whistler, Whistler's use of Japanese art was
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closely ielated to the context of the late nineteenth century and know=-
ledge and understanding of Japan., It is the failure of recent writers

to take into account the complex but quite Speéific range of aesthetic
values associated with the Far Easfern'example at this time which has léd
to the-dwindlihg emphasis placed on Japanese influence in Whistler's ;
work, This chapter will attempt to restore the balance by considering 2
whistler's use of the Jépanese example in his work as a painter, an i
aesthetic theorist and a decoratdriin the context of contemporary atti-
tudes to Japanese art. | Such an analysis is far more significant than
the proposal of endless models for motifs or formal characteristics in
particular works,

Moreover we may hope to come to an opinion about Whistler's achieve-
ment that avoide the'vague.discontent with his work as amoral and there-
fore diminished minor aberration in a Wesfern artistic "tradition".

That tradition, as I have argued above, arpears increasingly as an arbi=-
trary consensus. A’fiﬁal, imperative‘reason for studying Whistler's
relations with Japanese art after 1867, is his almost universal associa-
tion with it in‘contemporary criticisms, He came t& represent an arche-
type of the contemporary Western respoﬁse to Far Eastern art, This

aléne would make him a figure of considerable interest for this thesis,

Whistler never concealed his obsession with Far Fastern art in the
1870's and 1880's, During the 1870's there was a constant series of
dinneré served in'Far Eastgrn splendour at Whistler's house in Lindsey
Row. Blue and white china, lacquer ware, fans and all kinds of bibelot
were on display or ih use during dinner, When Whistler needed more than
he posseésed, he borréwed them from Lord Redesdale, the author of '"Tales
. of 01d Japan", who lived two doors away énd for whom Whistler once
considered illustrating a catalogue, presumably of Japanese art.
Occasionally guests reported séeing a large china bowl with a goldfish

in it, or a Chinese "bath" full of water-lilies, There were also Japan-



683

ese paintings and prints, for Whistler's collection acquired in the
1860's remained with him until the White House was sold up in 1880,
The diary of A. C. Cole, a frequent guest at the dinners, records
. VWhistler declaring in 1876 that "art had reached a natural climax with
Velasquez and the Japanese", Ile had to admit "natural instinct and
ceaseless change in all things". 3

Jacques Blanche and the artist Helleu went to see Whistler during
his brief residence in the White House from 1878-=79. They found a house
full of Far Eastern objects of all kinds, from Japanese matting to
painted screens and blue and white china,

In 1884 Blanche was taken to see Whistler in a studio flat in Tite
Street by the portraitist Boldini. Once again Far Lastern objects
appearéd in abundance, having survived Whistler's near bankruptecy. More-~
over they found many of Whistler's own earlier Japonising sketches on
display -

;o ‘ e .
Mousmes=-Bilitis, affectées et ‘hieratiques' (mot
d'alors) agitent éventails et parasols sur un ciel
de turquoises malades, le long de quelque greve
marine; tandis que d'autres erigent leur joli
petit corps a cote d'un grele arbuste de paravent
japonais, . 4

Whistler told Blanche that amongst contemporary artists he admired
the illustrators Grevin and Gallard, whose drawings of women resembled
his Japonising work, However his enthusiastic admiration was for a
strange groupj;

Tintoret, Velasquez, Canaletto, les statuettes
de Tanagra, les estampes Japonaises, ‘ 5

During the early 1680's Whistler even planned a journey to Japan,
‘as Oscar Wilde's 1etter to him from America made clear. That journey
was eventually made by a "pupil", Mortimer Menpes,

Further evidence of his continued involvement with Japanese art is
provided by his habit of offering the Japanese as the great example to
nis followers in the 1880's, Ve have noted that George Moore heard

Whistler recommend Japanese simplification of drawing to his students,
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Moreover Menpes records that Whistler would allow his art to be compared
only with Hokusai, whom the Master regarded as the greatest of all
artists,

Rembrandt, in our opinion; did not occupy much of

a position. Canaletto and Velasquez we placed

high, very high, but not of course on the same

plane with Whistler, The only master with whom

we could compare our own was the Japanese painter

Hokusai,

lMenpes was extremely close to Whistler until his ill-judged visit
to Japan and se wé may acceét this as being a reflection of Whistler's.
own valuation of the értists. Moreover it is interesting that even in
the 1880'5 Whistler rémained of the opinion that the greatest Japanese
master was Hokusai. This adds further weight to my hypothesis that it
was nineteenth century Japanese art alone which influenced Western
artists until the 1880's, Like Moore, Menpes recalled Whistler's use
of the analogy of a Japanese écreen in discussing his own technique,
This is discussed below in the essay on Menpes,

The ddcumentary evidence thus sugrests that Whistler placed a very
high value on Japanese art fhroughoﬁt his working life. ven in the
1890's his studio in the Rue Notre Dame des Champs and his apartment in
the Rue de Bas contained Japgnese vorks of art., It is clear however
that his own creative life never ceased to be an active dialogue with.
the Far Lastern example{ A'photograph of Whistler in the Paris studio
in the '90s8, shows behind him a large, pseudo Japanese screen on which
he has begun to paint a version of the Japanese motife which first
arpeared in his work in the "Batteréea Bridge" Nocturne of 1876,
wWhistler in the 1890's was still experimenting with Far Eastern motifs
and fom.

It is therefore a misconception to view his involvement with the
Far Bast as limited to the 1860's when he made his "Japanese" subject

paintings. The above account has deliberately not drawn from his fre-

quently quoted references to Japan, such as that in the "10 o'clock" in

W
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“order to avoid having to argue against the many who have characterised

Whistler's interest as a passing and temporary "Japonisme" in the 1860's,
On the contrary it is the argument of this chapter that Whistler

only fully defined his relationship to Japanese art after the 1867

exhibition, with the "Six Projects" and related works, and that every

development in his art since then was an attempt to make himself more of

‘a "Japanese" artist, This is not, of course, to say that Whistler was a

plagiarist, rather his fundamental aesthetic values and their direct
reflection in his technique were always conceived in relation to ideals
which he believed to be "Far Eastern". It is significant that some of
the Projects or assocliated works appear to have remained with Whistler
at all times, as if they were the keys for his later works.,

It remains to discuss the possible sources of Japanese art avail-
able to Whistler during the 1870's and 1880's before beginning an account
of his work,

In general Whistlef had open to him the range of Far hastern goods,
generally known in the West; which has been surveyed earlier in this
thesis. This was not work which would be recognised today as beiﬁg of
great merit. Whistler;s own "blﬁe and white" for instance was mainly
modern pieces bought cheaply or even given away with tea, Menpes re-
called "I have heard intélligent men diléte for hours upon the beauty
and rarity of dertain borcelain which I myself have seen Whistler buy
at a cheap shopvaround the corner, or which has been presented at our
doors in company with a pound of Oriental tea".

Whistler valued Far Fastern objects for their colour or their
asso;iations and their capacity to suggest to him developments in his
own work. He was in no sense a connoisseur and his relationship to the
art of the Far East did not depend on values derived from connoisseur-
ship or scholarly appréciation of that aft.

" We have no direct eﬁidence of Japanese art owned by Whistler in the

1870's and 1880's, however it is probable that his lacquer, prints and

1"

12
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paintings were also;nineteenth éeﬁtury work,  The pieces that we know
Vhistler acquired in the 1860's are nearly all from the nineteenth
century as we have éeen.~ : | 13

This is particularly crucial in regard to Vhistler's use of Japanese
prints. There arevfwo collections of Japanese prints which 6nce formed
part of the Whistlervﬁousehold. One is in the British Museum and on in
the Univérsity of Glasgow. VBqth were aéquired through donations from
Miss Birnie Phillip, Vhistler's sister-in-law, who received them from
her sister, lMrs. Beatrix McNeill whistler.

lMost of these prints are by eighteenth century masters. Three of
the British Museum prints are by Kiyonaga, one is an Utamaro, one an 14
anonymous print in:the style of Shunso, one a portrait'bust by Eisho
and one an éction print signed Gotote Kunisada and dated 1812, 1In
Glasgow there are Sii Kiyonagas, one by a follower of Utamaro, one by
Toyokuni, three Hokusai's, from the "Thirty-six Views of Fuji", two
Hiroshige's., The University also owns a copy of the November 1888 edit-
ion of "Le Japon Artistique",‘once owned by Whistler, an index of patterns |
published in Tokyo in 1881 and a collection of coprer engravings printed
in 1857. Unfortunately it has been proved impossible to exémine the
Glasgow collection és it is being prepared for exhibition.

It is most unlikely that these collections are representative as a
whole of fhe Japanese prints which influenced Whistler in the 1870's and
1880'5’. They were the property of Vhistler's wife, whom he married in
1888 and who died in 1896, when, presumably, the prints were given to
Mrs. Birnie Fhillip, Thé'general evidence is that the eighteenth century
prinés only entered into European taste in the later 1880's and it may
be that lMrs, Whistler had acquired the prints just before her marriage or
had been given them by her previous husband, E. W, Godwin as preéents
during that marriage. Moreovér Whistler'g own aésertion of the supremacy of
Hokusai during the 1880's suggééts_that he was unaware of the achieve=-

ments of earlier artists as such, ‘The two groups of prints cannot be
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said to represent‘his faste before the 1890,3;

Of the British:Museun prints it is possible that Whistler himself
acquired the Kunisada earlier than 1883 and likely that he acquired the
Hokusai and Eiroshige works at Glasgow earlier. I shall show that
Hokusai's "36 Views of Fuji“ offers the best models for motifs in some
of Whistler's paintings; and we have already seen Hiroshige's presence
in Whistler's work:in the 1860'5; However even this is unproven and
most of Uhi;tler's property was lost in 1879 at the time of his near
bankruptcy. It is therefore unwisg in general to rely on these prints
as models of Whistler's work, in particular on the eighteenth century
work. The recent writing of Gray and Sandberg in connection with "The
Balcony' and other wdrk‘of the later 1860's is subject to this criticism,
as I shall show. 16

The rejection of the Birnie Phillip gifts as significant evidence
of Whistler's artistic development does not make the search for Whistler's
Japanese sourceé impoésible. I shall show it is possible to provide
convincing sdurceé from amongst the more likelyvnineteenth century works,

Whistler's-friendship with collectors such as Luke Ionides and
Mitford provided him Qith many opportunities to study Japanecse art.

Vhistler contribhted 19 plates of the 26 to the catalogue for the coll-
ection of Nankin pércelain of his friend Sir Henry Thompson, published

in 1878. .Nor must it Ee forgotten’that he attended and exhiblted at 17
the Paris InternationalJExhibitions of 1867 and 1878 at which Japan had |
its great triuﬁphs and was thus exposed to all those exhibitions had to
offer., He alsovséw the major loan exhibition of Japanese art held in

London in Deéember 1878 and which like all exhibitions before it con-

sisted overwhelmingly of nineteenth century work. There was no shértage

of opportunities to learn about the Far Eastern example.

The catalogue of»Whistler's baﬁkruptcy sale, at Sotheby's in 1880,
provides a finai'pieéé of evidence of his interest in Far Eastern art. 17b

Forty-eight pleces of Blue énd'White and eight of "Oriental" china were
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sold; S0 were ninefeen miséelléneous Far asterm items, amongét them

several pieces of lacquer ware and two lacquer cabinets., One large
embroidered screen was sold and a pair of small ones painted with land-
scapes and figures on gold grounds, which may have related to the gold

based screen in "La Japonaise" which Whistler painted in 1664, Another

item, 74, contained ﬂEighteen Japanese Picture Books, Sketches of land-
scapes and figures, some coloured; and 14 loose drawings", There was

also a painted scroll and four other Japanese paintings, some with 17¢
raised embroidery éimilar to that in the works by Sekkwa shown in the

1667 exhibition.

We must now discuss the use Whistler made of those opportunities after
the 1867 exhibition. It will be convenient to review the work he pro-
duced in reaction to that exhibition first. Then his painting will be
discussed in order of subject headings rather than chronologically.

There follows a brief discussion of his work as a decorator and finally
a discussion of his aesthetic theories and the Whistler/Ruskinvtrial in
relation to Japanese art, |

Aé we have seen by 1867 Whistler had consciously adopted a "Japanese"
artistic pérsona. His ieaction to the 1867 Japanese exhibition in Faris
was to strengthen that persona and to make it more subtle not to rapidly
abandon it,as many have suggested,

Whistler'slreaction to the experience of Japanese art at first hand
in 1867 was to reconsider the means whereby he could attain the "harmon-
ising power of art",

In that year and in 1868 his attitude to the creation of hafﬁony and
compositional completeness in a work of art underwent a serious change
which he himself was always to refer to as the change from "complexity"
'to "simplicity".v While thié was taking place he made many experiments
with paintings which nearly all remained unfinished; "The Stﬁdio",

whe Six Projects" and many more date from this period,
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The chahge in Whistler's attitude is often defined in terms éf his
hopeless and sudden attraction to Classicism, urged on by his friendship
with the minor inglish painter Albert lioore., In September 1867 Whistler
wrote a long letter to Fantin, in which he appears to reject Realism in
favour of Classicism. In fact the letter concerns the acceptance of the
artificiality of art. Whistler condemns nature for tempting him to
imitation rather than the attempt at harmony by simple means, Ee denies
that Courbet's style ever influenced him directly and praises Ingres not
for his Classicism but for his dedicated artificiality. This attitude
came about as a result of Whistler's experience of Japanese ért in 1867,
The experience of thg Far Fastern work at this exhibition convinced him
that the harmony for which he was always searching could best be found
in simplifying form rather than naturalist elaboration, Whistler
became one of those who took the view that Japanese art was thoroughly
artificial and simplified nature, achieving its astounding effects in
this way rather than by naturalism. In September 1868 he wrote to
Fantin about colour;

colour ought to be, as it were, embroidered on the
canvas, that is to say, the colour ought to appear
in the picture continually here and there, in the
same way that a thread appears in an embroidery,

and so should all the others, more or less accord-
ing to their importancej; in this way the whole will
form a harmony. Look how well the Japanese under-
stood this, They never look for contrast, on the
contrary, they are after repetition,

It was thisAnew awareness of simplicity of means as the best way
to achieve pictorial harmony which Whistler developed after 1867, As
we have seen above, such harmony was always his goal and he was drawn to
study and paint Far Eastern objécts to learn how they achieved it.

The subtle, simplicity of Whistler's colour schemes which can be
geen most dramatically in the‘Nocturnes of the 1870's was obviously a
product of Japanese influence,  So also was the notion of colour as a

major vehicle of éxpression in a painting, which derives from the contem-

plation of Far Tastern art in which this is the case. This emphasis on
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colour was a major point in the Whistler-Ruskin triel and it is 1myo°si~
ble to discuss adequately ina th931s of this nature.

Previous to 1867 Vhistler appears to have believed that it would be
possible to introducevFar Zastern aftistic principles directly into the
current artistic practice to achieve harmony, In that year his attitude
changed., The painting ‘xfhe Balcony" in the Freer collection is the I1(70
key to the chahge.; As we have seen if was probably a study for a life éO |
size painting which Whistler never finished and was probably begun some
time before 1867. It is at once the last detailed study of Far Eastern
objects and images which Whistler made and the first painting in which
his disquiet with the complex detailed representation called for by oil
paintings clashed with the Far Eastern aesthetic, It was the difficulty
with maintaining the harmony and overall effect of the image on a large
scale which forced Whisfler to give up the idea of a full scale painting.
| thistler's painting wés probably based originally on one of Hokusai's 21
"36 Views of Fuji", No. 32, "Fuji from the Pagoda of the 500 Rakans", 1(71)
The Hokusal print shows seated figures and figures looking out over the
river beyond in some detailed costume, The detail of individual figures
in these works was probably based on other nineteenth century prints,

- perhaps by Kunisada, One can even‘make out the cone of Muji in the Batter-
sea lahdscape beyond the terrace. Vhistler then saw the 1867 exhibition

and its Japanese ladies and this added to his knowledge of how to paint

such a scene, Uome of the figures in the painting suggest direct obser-
vation, rather than the simplified linearity of the print. At the same f
time however Whistler realised that harmony in Japanese art was not

achieved by représentation ahd that perhaps it would be folly to attempt

to achieve that harmony‘by representation, Thus "The Balcony" changes
direction, The brush-stroke becomes the pre-eﬁinent means of harmonising

the figures, Layef after layei of liquid paint has been laid on the

figures to simplify and harmonise them. Note for instance the light 22

\



broad strokes on top of the dark kimono of the figure standing looking

over the railings, Fattern and detail struggles with broad liquid ?
brushstroke and line, The composition as a whole shows a similar tension
between the detail and integrity of individual figures and the overall
linear rhythms of the group.

"The Balcony" records Whistler's change in attitude to the problem
of pictorial harmony, a change to which he was led by his earlier
studies of Japanese art. The sketch for "The Studio'" a2lso done in 1867
shows an increasing awareness of the overall harmony of the composition,
Detail is rmuch less évident - the Master's collection of blue and white
is only light and dark blue brush marks and the gowns of the two models
are simple rhythmic liqﬁid paint strokes, _ 23

Yhistler has fully grasped the significance of the rhythmic brush-
stroke in Japanese figure drawing in prints and elsewhere and trans-
ferred it to oil paintihg. He must have learnt this in Paris, It was a :
most important step in the change towards simplicity which took place
at this time,

Whistler's attitude to Japanese art corresponds ver& closely to
that of critics writing after the 1867 exhiﬁition. The simpli;ity and
artificiality‘of Japanese art was stressed by writers such as Chesneau
and Feydeau, as was its anti-illusionism, These writers and otihers
also connected Japanese simplicity with the simplicity of means of Greek
art; - they even paralleled Japanese asymmetrical balance and the entasis
of the Parthenon,

It was in the pursuit of this quality that Whistler atteﬁpted to
unite Far Eastern and Greek associations in one work, The rejuvenation
of decayed Western art by’the Far Eastern example was a major theme of
all Far Fastern enthusiasts from Baudelaire on, Whistler set out to
implement this programme in a quite literal way, The predominance of

the Far East in his schemes is made clear by lack of concern in his work

for affecting subject matter, expression of profound emotion or any other
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aspect of Greek art which has been associated with moral aesthetics.
Indeed the "Greek" element in his work of this time is really little more
than a peg on which to hang his experiments in lar lastern harmony,
During 1867 “histler had undertaken to paint six decorative panels for
thé shipping millionaire F, R. Leyland. These became the vehicle for
Yhistler's experiments in harmony. All that remain of them now are small
sketches in the Freer collection, Frederick Jameson lived with Vhistler
in the winter of 1867-8 and described Whistler at work on these paintings;

He was working at some Japanese pictures, one of which,

quite unfinished, was hung at the late exhibition of

his pictures, I have seen that one - at least large

portions of it apparently finished, but they never

satisfied him and were sh@wed down to bedrock mercilessly. 24

This shows the intensity of histler's efforts.

His problem can be appreciated if one considers one of the six
studies, 'Variations in Blue and Green"., The sketqh shows four women . 25
_looking out over a baicony grouped as in a Kunisada such as that shown in
the 1867 exhibition. Their back facing pose sugyest a theatre print or
a view of Fuji by Hokusai,

The costumes of the group could be derived from Albert loore's
Graeco-Roman étyle but they could equall& have been the result of the
attempt to use oil paint to describe pseudo-Japanese costume with the
grace of the drawing in the original print. Whistler spoke to scveral
people at the time of attempting to reduce an image to a series of
harmonic lines. The blue shawl held by the woman on the left could
easily be an "obif,‘a Japanese silk sash and many prints showaapanese
women holding them in this fashion. The fan held by one of the women
and the light éplodges of paint to suggest flowers are both Japanese in
origin., Similar remarks may be made about the other six projects and
about the chalk studies made for them, 26

"Whistler was clearly trying to capture the grace of Japanese prints

of female costume such as those by Kunisada without making his work a
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Japanese pastiche., In doing this he simplified the images radically and
learnt a great deal about graphic brushstroke but he failed to appreciate .
that such simplification was very difficult to apply on a large scale.
The painting which he nearly succeeded in transferring to a lnrger
format, "Three figures - pink and grey", now in the Tate Gallery, tells
us more about this problem, 27
Three young girls are gathered round a blossoming cherry in pot.
The one in the centre kneels to the left of the cherry, the one to the
right stands upright carrying a large Japanese umbrella, the one to the
left appears to be naked and bends to the tree., The scene appears to be
set in a Japanese hquse; with pseudo-Japanese furniture. The shallow
frieze-like space in wﬁich the figures are set is derived from the
"Baicony" format in manleapanese prints which “histler had studied many
times. The emotional tone of the painting is set by the reference of
the cherry tree and the umbrella to the myth of Japan as a land of

exquisite aesthetic sensation.

The problem arises with the figures. The devices of the Japanese
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print for producing‘pictorial harmony depend on a particular attitude to
the human figure. The figure is always integrated by means of patterned
costume and dynamic brush drawing into the image as a whole. Figures

are "keyed in" to ah overall effect, a general simplification, as in

embroidery such as Whistler wrote to Fantin about in 1868, In this
painting however vWhistler attempts to ﬁse means learnt from the Far

East to embody a di:ferent notion of the figure; the notion of the body
as an expressive eneity in itself. Naturally he found it impossible to .
complete the work, impossible to find faces at once harmonic and convin-
cing for his figures.

Whistler chose to reject the solution to the problem of incorporating

Japanese figure drawing, which, as we have seen, Degas used so admirably.

Degas accepted the dethronement of the independently expressive nude

figure in a way in which Whistler, in his search for overall harmony, could not,



As we have seen; 11 Europeansvwho evaluated Japanese art in ideal~-
istic terms came to an impasse with Japanese figure drawing, Whistler
demonstrated the problem in practical terms. A second study of the
central portion of this work was published in thé Studio in 1903. The
impossibility of Whistler's task strikes one even more forcibly in this
work, where the kneeling woman is firmly modelled in gross contrast to
the flat decorative painting around her.

A1l through his life Whistler continued to draw and paint from the
female nude but he never resolved this impasse, The nudes of the 1890's
are no more convincing as figures than his earlier work., "Phryne the
Superb" of 1898 is an advance on the figures in "Three Figures" only in
the extent of its‘dematerialisation but the unresolved paint work still
shows the tension in Whistler's attitude, It is as if he is trying to
dissolve the differences betﬁeen decorative and expressive use of the
figure in the very liquid of his.paint. The extremely tentative quality
of his many pastel figure drawings and lithographs testify eloquently to
a search for a simple means of graphic expression similar to that which
Fanet undertook in the 1870's, However his studies remain unconvineing,
Only occasionally does he achieve the impact of Hokusai's drawings, as
in a lithograph of 1895 showing a model raising hef dress over her
shoulders., The rhythmic lines with which the cloth is described indi-
cate close study of the Japanese master, One suspects that Whistler
may have borrowed directly from a drawing in theéﬂangwa?

The dilemma is posed in its most extreme form in"Venus rising from
the Sea" in which a classic female torso is seen barely emerging from
a delicately modulated haint surface representing sea and sky and spray
of blossom in the upper'right hand corner. It is impossible to conceive
of a means to elaborate this propositiqnlin any way., VWhistler's dilemma
was not as some have written that he wished to be an Alma Tademaj he

wished to avoid this fate, to maintain the overall pictorial harmony

which he found in Japanese art.
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His friend Albert Moore showed how easy it was to make use of a
Japanese setting similar to that in . The Balcony" and to borrow I(73j
Japanese figure motifs from the Mangwa in his painting "A Summer Night" 32 |

(1890) in Liverpool City Galleries. The pose of the woman in the centre,

with her hands raised, is taken from Hokusai,

This however was not what Whistler was after. Ile wished to recreate

the total involvement of the picture surface found in Far lastern art,
in terms of the greatest in the Western tradition. 0Of course, in
imitating the Hast he was inevitably forced to ignore the pictorial
priority established in Western art as a result of the Western view of
man and experience a major aspect of this cénflict was his problem with
figure drawing. Whistler's compositional difficulties provide unmistak- é
able evidence for the thesis that cultural valuecs are directlyvembodied
in artistic forms. I will return to this problem in my discussion of the

Ruskin trial and Whistler's art theory.

o #308 Fo ATT

"On the Balcony", "3ix Projects" and some associated works remained
with Whistler throughout his career as we have seen, It is clear that
they repreéented discoveries of major importance for his development as
an artist.

In the late-1870's, G.H. Boughton visited Whistler's studio and saw
some of the older works standing about;

I remember the Japanese-like girls, "On a Balcony"
and I admired it even more than when I first saw
it. I asked if he had retouched. 'No my dear G.
why tamper with a master-piece. Eh? What?!' I said s
I though it improved in some way, probably toned

by time. 'No my dearest G, it is you who are

toned up to it by time and happy intercourse with

me, VWhat?' And after our mutual laughter he

admitted to me that the Balcony was all wrong, in

principle, 'Too much elaborated, not nearly simple

enough, ' 33

Whistler clearly discovered his new principles in painting the Zix
Projects and related works in 1867-1868,  As I have shown these works
sprang from a desire to come to terms with his new experience of lar

Eastern art., The principles may be quickly listed, they are limited and
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harmonic use of colour, the use of very iiquid paint in flat patches
and in direct rhythmic. brushstrokes to simplify line and the use of
delicate compositional asymmetries and balances to create a unifying
tension betweeh the.elements in an image - which Whistler called
"nlacing". Concomitantlyiin general ,Whistler abanboned attempts to
create discrete illu;ionistic volumes whether by perspective or chiaro-
scufo nodelling or to represent the individual texture or material of
particular objécts.

In other words Whisfler adopted both the rositive and negative
qualities of Far Eastern art in his own work, He even stressed those
factors in Far Eastern art which current Western criticism was stressing.
"Plaéing" for instance was highly stréssed in English reactions to Japan-
ese art in the 1860's and 1870's, As we have seen, Leighton concerned
himself at length with asymmetry in his 1862 lecture, Audsley and 34
Bowes, Alcock and Jarves ﬁublished long discussions of the importance
of asymmetry in the 1870's, Asymmetry was not treated in the same way
in France., It was regarded as related to freedom of the imagination in
art either in terms of fantasy or in terms of offering a means of
approaching closer to the nature. %5

Whistler chose thelﬁnglish view of asymmetry as an absolute aes~
thetic quality, part of a proposition‘about an ideal order, Thus we
have the great nmumber of stories of Vhistler debating the precise
placing of the butterfly on his paintings and prints with a visitor.

lienpes remembered assisting Vhistler with his etchings;

Whistler seldom placed his butterfly on a proof

without first saying to me "Now Menpes where do

you think the butterfly is going this time?" It

used to be a little joke between us, and after

some months of the habit I was invariably able to

put my finger on the spot where the butterfly

would create the balance of the picture. v 36

Alcock and others had noticed the crucial importance of the placing

of the signature on Japanese works of art, as part of the composition,
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Vhistler had almost certainly heard of this during the 1867 exhibition
and modelled his own use of the signature on it,

The signature‘bowever is only one aspect of placing. lYlacing also
implied meditation before action, and an absolute distinction between
success and failure in the crcation of a particular work. VWhistler
never "worked up" his péintings. He sought always for immediate and
direct means, destrdying at once work which was not perfect according to
his criteria of harmony, Thus we have the stories of Vhistler using
four children froﬁ thé same family to model for one painting as they
grew older and still not finishing it and Irving's frustratioﬁ that
after twenty sittings the master had only painted a piece of linen in
his rortrait.,

These attitudes parallel those of Far Eastern artists, It might
perhaps be assumed that the parallel is fortuitous, however I do not
think this is so. I believe that Whistler's whole artistic persona
was consciously modelled on what he could find out about the art of the
Far bast. If this is so then one may argue that it is possible to see
Far Eastern attitudes at work behind many subsequent Western painters,
.One may, for instance, closely parallel VWhistler's working methods and
those of Francis Bacon.‘ Whistler is a key figure in the entry of Far
Bastern art and aesthefics into the Western tradition,

Specific proof of the foundation of his aesthetic on the principles
of Far Eastern art is difficult to find for the early 1870's except for
a letter té Fanfin which I have quoted. Howéver in the later 1870's and
gubsequently thé evidénce is ampley I will discuss this in due course,
On the other hand evidence for Whistler's continued borrowing from Far
Eastern art is easy to find, In 1871 Whistler painted his fiﬁal two
"Japanese"paintings, "Variations in violet and green", which had a gold
frame designed by Whistler‘based on Japanese decorative motifs, and

"Rattersea Reach from Lindsey Houses".
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The struggles of the Six Projects are over and Whistler has decided
to avoid the problems of harmonising figure groups in favour of simpli- |
city. The ladies of the "Balcony" have shrunk to small colour notes at
the base of each painting gazing out over a vast harmonious silver toned
river and sky broken ohly by a misty horizon and the judiciously placed
sails of a boat. N ]

In "Variations in Violet and Green", the upright format, combined
with the high viewpoint, derives from landscape prints by Hiroshige. 40
Several of the "100 Views of Yedo" contain such views, for instance,
no, 107, "The Juman Plain, Susaki IFukagawa" shows an eagle wheeling 41
over a bluw sea and érey plains in a blue sky. Often Hiroshige uses a
carefully placed sail to»bglance his compositions of river and sca views
as in No.35 of the 100 Viéws, "The Wood, Sui Jin", The misty graduated 42
tones can-also be seen as borrowed from Hiroshige who used this device
frequently in his prints, for instance in the "Yedo Kinko Hakkei" series,
one of which is in the Glasgow University Collection, Indeed mist was 43
Hiroshige's forte, as in "Taisha in Mist, Izamo Province", one of the I(74) 1
views of Sixty-odd provinces. Whistler may also have been studying Par
Lastern paintings at this time and the finely graduated tpnes in this
work may Lave cbme about as a result of an attempt to imitate them. Ao
we have seen he learﬁtvabout Far Eastern brush technique in the early
gsixties and these stﬁdies both show an accomplished exploitstion of the
free brush stroke, clearly a hard won gain from the experience of the
"Six Projects", ‘

The two "Japaneseﬁ'paintings of 1871 prepared the way for the
geries of river views which Whistler called Nocturnes., This series

depended almost entirely on the Far Bastern example,

In the first place the selection of a time of day as the subject
of a painting in view of its overalllpictorial harmony is a Far lastern

conception. The'exércise'of a priori choice from nature of this kind
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as an essential element in the work of art had always been stressed in
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the East, in particulaf with landscape painters, One is tempted to
suggest that Whistler knew of this "artificial" use of nature, that he
had learnt to make nature imitate art by following the Eastern example.
Whistler's choice of the early evening was dictated by his need to
reduce colour to simplest harmony of tones he could achieve., Similarly
his choice of 'subject, the river view, was to enable him to reduce the ]
areas of colour to flat areas which could be co-ordinated as a whole,
In this Whistler anticipated later art once more, one thinks of Rothko.
For Whistler a base in\hature remained essential, the unity of nature . ;
and art remained unquestipned as in the Far’Eastern aesthetic. Whistler
had to choose a subject to fit his iﬁtentions. The inspiration came
from the Far East, from prints in which such evening harmonies are
achieved, such as Hiroshige's "Moon, Maple and Waterfall", 1(75)
Two spepific Far Eastern models exist for the form of Nocturnes.
The first is the liquid blue painting on Blue and Vhite China. I have
already pointed to the river sceng'which appears on the large blue and
white jar in the "Lénge Lijzen" as a possible source for Whistler's
liquid blue and grey painting. Whistler's drawings for Sir Eenry
Thomﬁson's book on biue and white also emphasise the liquidity of the
painting onAthe porcelain, Moreover we know that large landscapes on 1(76)
blue and white ceramic slabs were on show in the Vienna exhibvition of
1873 and presumably becéme available throughout Europe,
Another source is the blue and white print.A These were made by
nineteenth century print makers using blue ink, sometimes with block
outlines, Keisai Yeisen, Kuniyasu, Yeizan and Hiroshige II made such
prints and as we have seen, one by Kunisada was exhibited in the 1867 44
exhibition. Above all one of Hokusai'8036 Views of Fuji? "The Coast of
Seven Leagues" (Schichiriga-hanaub Shoku province is made entirely in 45
varying shades of blué). The sky line has a moderated blue stripe,
fading into thé untouched paper which éonsistites most of the sky. The §

game economy runs throughout the image, a large part of which’is untouched
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paper. Whistler aimost certainly knéw this print in the 1870's,

It is cle;r that Far Eastern art provides models for radical reduct-
ion of colours to aAsingle harmony which was a central aim of the Nocturnes,
the "Nocturnes in Blue and Green" of 1871 and the "Nocturne in Blue and 46
Silver" of 1872, in the Tate Gallery both show the formal characteristics
derived from Japanese art. A minimum of simple darker toned‘brush
strokes mark the far bank and its reflections, a barge on the river is
shown by two strokes of transparent paint against the surface of liquid paint
and the horizon lights provide a gentle rhythmic punctuation. Both
paintings have a judiciously placed butterfly seal, Two of the nocturnes
have specific sources in Japanese prints. The first is "0ld Battersea 47
Bridge; Nocturne in Blue and Gold" which was first painted a year or
two earlier. }t shows a view looking up from the shore of the Thames to
the carriageway of the bridge with oé? pylon in sight. Thus making a
large "T" shaped dark tone dominating the picture., At the bottom of the
pylon is a barge represented by the usual licks of paint and guided by a
relatively huge mase. The river and skyline are typical of the other
nocturﬁes. The fireworks bursting behind the bridge balance the deep
shadow in the lower left-hand corner.

.The bridge is a common motif in nineteenth century landscape prints,
in particular in the work of Hokusai and Hiroshige. Occasionally they are
associated with fireworks as in Hiroshige's "Fireworks over Ryoguku
Bridge", No. 98 of the 100 Views of Yedo. Several models have been pro-
posed for the motif in "Nocturne in Blue and Gold". None however have
shown the peculiar characteristic T shape of Whistler's composition, ' A8

Whistler's bridge is clearly recognisable by the unreal, elegant
height of its supportiﬁg pyloh as the Mannenbashi bridge which appears
in Hokusai's series of viéws of Fuji., The pylon is clearly unlike the 49
squat, bulky support tﬁat Whiétler drew and etched in the daytime,
Whistler's translation of the bridge into the Japanese form makes it

clear that.his aim was artificial, not naturalistic., Japanese art pro-
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“which he couid fix his memory of the experience.

vided Whistler with an intermediary between himself and reality, of vital
importance if he were to develop his work., The often repeated story that

Whistler memorised every detail of his Nocturnes on the spot before going

home to paint them is at best a misconception of his activity; Whistler

was recording an overall mood, and its colours, not details. He defended
his alteration of the form of Battersea Bridge in these terms at the

Ruskin-Whistler trial, The Japanese provided a compositional matrix on

In the 100 Views of Fuji Hokusai represents the bridge in a double
page print so that each print has half the bridge on it as a T shaped

motif. Vhistler's composition is based on the right-hand page of the

two with the stroke of the T going down to the left. The bulky shadows I(77):

of the passers-by on the carriageway are also derived from Japanese
printmakers' habit of showing people crossing bridges.
Whistler's reason for making this Nocturne allude so directly to

Japanese art is to be found in the other one with a clear Japanese source.

"Nocturne in Black and Gold" "The Falling Rocket" which was exhibited 1(78)}

at the Dudley Gallery in 1875. The source is "Fireworks of Ryoyoku Bridge,

Yedo", No. 98 of Hiroshige's 100 Views of Yedo, which also shows the

stars from a falling rocket. Whistler however has transmuted the graphic .~}

quality of the Hiroshige into a drama of liquid paint.

The fireworks thatiWhistler painted were to be seen at Cremorne
pleasure gardens in‘Battersea, a popular place of entertainment in the
1870's, 1t contained much fantasy architecture, some of it Far Eastern,

A painting by Walter Greaves shows Whistler seated by the Venus Fountain
like gardéns with the elaborate Chinese pagoda of the bandstand behind 50
him. Cremorne, no doubt, suggested the Far Bast to_Whistler and he made
direct use of Far Eastgrn imagery in hi# picture of fireworks at Cremorne. |
He certainly conceived the twq paintings he made of Cremorne itself like 51

Japanese prints, Elegaﬁt ladies in flowing gowns stroll through a mini-

#




mally indicated environment, sometimes fluttering fans,

The liquid manner used in painting the Nocturnes was developed by -

Whistler throughout his life. He used other subjects in the same way as ‘;
the river. One thinks for instance of the paintings of shopfronts made |
in the 1880's and 90's in which a single theme is reworked time and time
again in immediate liquid tones,
A painting of bathers made about 1885 shows this manner at its 52
finest. The 1andscapevis a series of carefully calculated coloured
strokes, the figures a series of brief graphic notations and the white
sails of a solitary boat near the horizon to balance the composition as
in a Hiroshige print., The painting is closely reminiscent of Manet's
"Plage de Boulogne" in style and composition, which as I have shown also
sprang from a Japanese influence, -
In the late 1870's Whistler advanced his liquid painting technique

by working with paint already mixed in the different colours he intended
to use; "Flesh tone, floor tone; blue sky tone and so oﬁ". In my view 53 -
he did this after héaring a report of the method of working of the
Japanese artist Kyosai. Mortimer Menpes later described Kyosai's method:

First he tried all his colours, which were ready pre-

pared in different little blue pots all around him.

These little shallow pots or saucers had each its own

liquid which the assistant had prepared to a certain

extent beforehand. They contained flesh tint, drapery

colour, tones for hair, gold ornaments and so forth,

These colours had evidently been used before, as they

were in their saucers, merely requiring dilution

before immediate use....When he began there was not

fishing for tones as on the average palette. No

accident, All was sure - a sclentific certainty from
beginning to end, 54

When Menpes described this to Whistler in 1888 Whistler exclaimed

#*
i
that it was identical to his own method and he certainly had abandoned a f

palette for a large table from whieh he worked with colours in a liquid

e, LT R T

state, as J. E. Blanche‘and other visitors observed in the late '70s and
early '80s. I believe that Whistler had heard reports of oriental tech-

niqué, probably of Kiosai's work in the later1870's, As we have seen,

e N Ta A T e e VRS



703

Guimet gave his account of Kiosai's technique in "I’'romenades Japonaises"
in>1878. Whistler probably witnessed a Japanese painting demonstration
at the Paris Exhibition of 1878 where this technique was in use, Of
course Whistler could not admit to Menpes that he was anything but a
total original, but his fear of someone who knew the extent of his dep-
endency on Far Eastern art would explain his total anathema on Menpes
after his report to the "Master" on his Japanese voyage. There are
many parallels between Whistler's technique and that of Far Eastern
artists, Menpes described Whistler's portrait technique in terms every
bit as dynamic as that of Kyosai.'

He held his brush firmly and pressed hard on the

canvas, There was no "dainty touch” about Whistler's

handling. He worked in clean and firm sweeps. For

example, if, in a portrait it were necessary to bring

the background up to a figure, he would mix the tone

of the background and with a large brush well pressed

into the canvas and would draw the line confidently

and with one firm sweep from the head right down to

the heel, 55

This could equally well be a description of a Japanese artist at
work, in its directness and in the realisation of the relativity of
foreground and background in terms of technique. Whistler clearly was
concerned with correct "line" and overall balance, not with the
"pational" buildingwup of an image. His technical priorities had been
changed by the Far Eastern example.

Whistler's tremendous interest in Menpes' account of Kyosai's
methéds is the only record we have of his direét pursuit of information 56
on Far BEastern methods, However his assiduity cannot have been due to
a coincidentd.resemblaﬁce between Kyosai's methods and his own., Whistler
wished to learn all he could to add to his "Japanese" artistic persona.
As I shall show, long before Mehpes' account Vhistler was to quote
Kyosal at a momént.of.great importance in the Ruskin/Whistler trial,

We must consider briefly the role of the Far Eastern example in
Whistler's pdrtraits. The two which are often regarded as having been

most influenced by Japanese art as "Arrangement in Grey and Black No.1:

&




704

the Artist's Mother" first exhibited in 1872 but which Whistler may have
been working on in the late 1860's, and "Arrangement in Grey and Black
No. 2: Thomas Garlyle", first exhibited in 1874. Both these paintings
show a figure in b1a§k seated, showing the left profile in a shallow
space in front of a wall on which carefully toned framed prints and in
the case of Mrs., Whistler a large black curtain with delicate gold fili-
gree patterns have been carefully placed to balance the figures. The
placing is clearly from Japanese art, but Whistler may have learnt this
as easily from his own lacquer boxes as from a print or painting. The
shallow space iﬁ which the figures sit and which allows the placing to
operate is a differént questions This clearly derives from Japanese
prints by way of ' hThe Balcony" which first used this kind of non-
illusionary space, The masses of black in both paintings raise more
difficult questions. Japanese portraits and prints tended to show their
great military leaders of the past dressed in black. Whistler may have
gseen such an image; some‘were shown at Vienna in 1873, In any case

the use of a mass of black and related tones was suggested to Whistler
b& Far Bastern ink painting, Sumi-ye, in which a rich range of blacks
and greys is deployed similar to tﬁat in these two paintings.

Whistler?s interest in "Sumi-ye" ink painting is cqnfirmed by the
prints "Nocturne, the‘River af Battersea" and "Early Morning" in which
the subject of the péinted Nocturnes is treated in rich and varying tones
of black and white, using the lithotint technique., "Early Morning" shows
the open graphic structure of Japanese landscape paintings of the "Nanga"
school. Minimal soft lines and patches of tone sketch out a landscape
in large areas of untouched paper,

These brints prqvide direct evidence of Whistler's interest in the
broader technical possibilities 6f the Far Eastern example, They confirm
my thesis that the nature of the western response to it was changing

throughout the late ninetegnth century as different styles were seen and

recognised.
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Moreover during the 1870's Whistler owned at least fourteen Japanese

brush drawings and éeveral paintings, the works which appeared in his
sale in 1880,

Whistler went on to use black as a "universal harmoniser” for tones
in his portraits in the 1880's, This was also the method of Kyosai and
other Japanese painters who used black lines and patches to hold their
images together, . .

| The pose of both portraits is however entirely Whistler's invention,
as a pose 80 contrived to fit in with all his Far Eastern intentions
could be regarded as an invgntion at all.

Another portrait which relies almost completely on "placing" and
on the brilliant use of liquid paint for its effects is the Miss Cicely
Alexander, whose father collected Japanese art, made between 1872-74,
‘Here whistler uses every device, gréy tonal harmonies, a "Japanese"
background wa11~and delicately placed butterflies and flowers., 1In
another portrait "The White Girl No.4" first exhibited in 1874, the
Japanese element is made plain by the use of fans and cherry blossoms
in the background.

Occasionally Whistler's female portraits directly recall Japanese
prints. The "Portrait of Mrs, Leyland" of 1873, for instance, shows her
standing, back to‘the viewer, and about to glance over her shoulder, an
elegant pose often used in Japanese prints, and a favourite of Vhistler.
He used it several times as 1t removed emphasis from the face to an
overall pictorial harmony.

Monet had borrowed the same pose from Japanese art in his "Salon"
painting of Camille in 1866.

wWhistler's aim of overall harmony, derived from the Far Eastern
example, led him inté a great problem with the traditional notion of the
portrait as a record of an individual personality, It is sometimes said
that the Japanese had no conception of "personality" in the Western

sense, However both Hiroshige and Hokusai left fairly accurate and
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individualised sélf-pdftraits of themselves as old men, Japanese
artists often placed accurate portraits in the context of their normal,
artificial, style and succeeded in blending the two. However this act
in itself implied a certain attitude toward individual character differ-
ent to that in the West, Whistler seems often to have adopted that
attitude.

He sometimes allowed the individuality of his sitter to be completely
submerged. This is true of works such as "Effie Deans" and of "Rose
Co;aer", both of 1876, and of many of the portraits of the nineties. In
this sense many of Whistler's'portraits"are rejections of the whole
Western idea of the portrait. In other cases however - the Carlyle,
dicely Alexander, the Sarrasate - the‘face of the sitter is carefully

‘modelled in layers qf liquid paint with a touch as subtle as that of
Velaéquez himself., In these portraits individuality had a place but one
doubts whether this individuality has any psychologicd[ perception
behind it. Where; for instance, is an indication of Carlyle's bad temper
or his immense learning. Whistler takes even personality as a decora-
tive element in his total harmony of pictorial effects, an "arrangement",
Only when his chosen pictorial effect suggests the personality of the
gitter as in "Whistlér's Mother" and the "Sarasate'" does a "character"
apﬁear on the canvas. |

Whistler;s later portraits depend iﬂcreasingly on the direct liquid
pandling of paint and the carefully "placed" background of many of the
works of the early 1870's disappears. Indicating, once again, his
broadening understanding'of Far Eastern art.

wWhistler's admiration for Velaéquez' portraits becomes increasingly
evident in works like his portrait of Duret, of 1882, though the Jaban- 65
ese audacity reméins in Whistler's treatment of the bright pink opera
cloak. The same is true of the placing of the bow and violin in an
extended line at'an‘angle to the figure in the portrait of "Pable de 66

Sarpasate" of 1884, a mgrvellous example of asymmetrical placing.
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Further analysis of individual portrai ts would yield no more evidence
since each one was a struggle to achieve the "simple" overall pictorial :
harmony which Whistler had first formulated for himself in the six pro- %
jects., The Far Lastern basis of Whistler's art became increasingly |
integrated into his intentions; this can be seen by the disappearance
of the carefully "placed" backgrounds in the portraits,

It remains to consider Whistler's work as a decorator,

There is no doubt tﬁat Whistler's decorative ideas were inspired
by the Far East. His own residences always contained Far Dastern rooms.
Mrs. Whistler, for insfance, writes of her "Japanese bedroom" in the
1860's, ‘Whistler's’decorative schemes consisted of carefully distemp-
ered walls, in a toné chosen by the Master himself, in rooms with a i
little furniture of.é plain, pseudo;oriental design. The floors were
covered with simple Japanese matting, woodwork was always painted a plain
harmonising colour and ﬁlain curtains hung at the windows. In this
setting the occasional high note of colour was provided by pieces of

oriental porcelain or a print or painting. The whole was subject to the

rigours of exadt conceétion and planning., Lady Archibald Campbell re-

called that Whistler insisted that the whole decorative scheme of a room

or house "should be thoroﬁghly thought out, so as to be finished off

almost before it‘was begun". €8
whistler often used an overall theme, as when he redecorated his |

Lindsey Row for his tenants in 1878, mixing all the distempers and f

paints himself,

// The hall had two fine panels in blue and white by Whistler, two
ships with sails set, at sea. The house was coloured as a "sunset".
The gold dado on the stairs was dotted with pink and white chrysanthemum b
petals. h 67 5
The new tenants had to wait until Whistler left to paper the walls i
of the drawihg rqom.‘vNo detailed descriptions of Whistler's schemes
remain,however it is clear that all ideas derive from the Japanese con-

cept of an interior. They make a radical contrast with the normal
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‘heavily fitted Victorian middle-class room. Whistler must have seen
Japanese interiors at the 1667 exhibition and heard reports of them from
his friends., It is interesting that his taste for sparsely furnished
rooms appears after fhe 1867 exhibition., Before he appears to have
placed his Far Eastern articles as part of an.overall clutter.

He was the first Iuropean to appreciate the essential emptiness of
a Japanese interior. De Goncourt never understood this and only in the
later 1880's did ;ndividuals like M, Krafft who owned "Midori No Sato" 68
the Japanese style house near Paris begin to apply the Japanese prin-
ciples of exact and judicious placing of objects which Whistler intro-
duced. The only other person to pursue similar aims in the 1870's was
E. W. Godwin, Whistler's friend, who decorated his London house in the
Japanese manner in 1674. Whistler's decorations show that he fully
appreciated_the e#ténsion of the Japanese concept of the totallharmony
of a work of art into the environment.

There is an apparent contradiction between this appreciation and the
self-indulgence of the "Peacock Room", Whistier's most famous scheme. The
room has been written aboﬁt at length and it is not necessary to repeat
a full account of it here. However no serious examination of VWhistler's
Far Eastern sources fof this decoration has ever been made; writers
have been conteht to observe vague Japanese assoclations in the design,

In 1877 "The Timeé" wrote of the nearly finished roomj;
The whole’interior is so fanciful and and fantastic
and at the same time so ingenious in motif as to be
completely Japanesque. 70

Clearly to the genéral contemporary viewer the Japanese influence
in the room was most significant, In 1876 Whisfler was asked by F. R.
Leyland to design the colour scheme for the hall of his new house, 49,
Princes Gate. Whistler designed a cocoa and gold scheme to incorporate
the gilded staircase Leyland had bought from the demolished Northumber-

land House of which Leyland approved,

Leyland was a great collector of art and the owner of Whistler's
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"La Princesse du Pays de la Poréelaine". This he proposed to hang in
the dining room which had been designed by the architect Thomas Jeckyll
in a mixture of Japanese and medieval styles, using dark wood and a
great aeal of red leather with gilt fleur de lys which Leyland had
purchased specially. Jeckyll had designed a "Japanese" billiard room
for Luke Ionides in 1872 which incorporated mény Japanese prints and
paintings. He subsgquently worked for Barnards, the iron founders, and
made many successful designs incorporating Japanese motifs. Leyland
also wished to display ﬁis blue and white in the dining room and Jeckyll
designed a series of elegant pseudo-ofien{al shelves on which to display
them.

Jeckyll's designlfollowed the current feeling that Japanese and
medieval art had mﬁch in common and he thus felt no compunction about
borrowing his ceiling pattern from latquothic«vaulting in a room intend-
ed to display a_"Japagese" pain£ing and a great deal of blue and white.

Whistler however would not accept the unharmonic result, and
arguing that Jeckyll's yellow'interfered with his painting, he gained
permission to "harmonise" the room, The result was the complete dis-
appearance of Jeckyll's scheme under the blue and gold of the Peacock
TOOM, |

Whistler later told the Pennels that the whole room had simply
unfolded before him asAhe worked ;

i'just painted as I went on, without design or
sketch - it grew as I painteds And towards the
end I reached such a point of perfection ~ putting
in every touch with such freedom that when I came
round the corner where I had started, why I had

to paint part of it over again or the difference
would have been too marked. And the harmony in

blue and gold developing you know, I forgot every-
thing in my joy of it, 71

The accounts of the many visitors Whistler invited to see him at

work all agree on the direct method with which he attacked his work,

Once again there is a strong parallel with the‘methods of Far Eastern

artists. However his‘ciaim‘to total spontaneity is misleading. The

Y




Pennells published several quick brush or pen sketches for a peacock
room which Vhistler had originally proposed to W. C. Alexander.
Whistler's response‘to the Peacock room was direct'but it drew on a
great deal of knowledge of Far Easterniart and his ambitions to produce
something along fhe same lines, .

We have seen that Dresser, who travelled to Japan in 1876 and many
other travellers'brpgght back elaborate descriptions of gilded and
lacquer temples, notably the(gold temples at Shiba., Vhistler undoubtedly
was aware of these temples-most probably frqm Mitford, who visited the
Peacock room while Whistler was working there. We have also seen that’
Dresser recommended Wes tern decorators to imitate Japanese temple decor-
ation. We aléo know that Whistler saw elaborate oriental woodwork in the
Chinese pavillion of the 1867 Paris exhibition. -

Whistler wished to create a Far Eastern shrine for his painting and
for Leyland's blue and white. He was inspired to do so by the descript-
ions of Far Easfern‘temples; This alone can explain his abandonment of
the decorative principies which he applied elséwhere and in particular
his lavish gilding of Leyland's woodwork,

The harmonising of blue and gold is also oriental though cne would

have expected a red and gold harmony similar to that of the Peacock room,

However as we have seen a Chinese screen shown at the 1867 exhibition
consisted of blindsvin blué feather work and gold, in a harmony similar

to that of the Peacock Room. - Whistler probably saw this same screen, 72
but in any case he must have seen similar work,

- Another source for gola is on 1acquerwaré, where the motif of gold

peacocks is quite frequent. Whistler would undoubtedly have seen such
ware and we have seen that a tortoiseshell dish with large peacocks in

gold lacquer wéa exhibited in Paris in 1867, Moreover this dish incor=-
porated mother-of-pearl for the eyes of the peacocks' tails which gives

a blue gold harmony. | - 73

The peacock is a common motif in Japanese art and Chinese art, and
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had already been appropriated by Godwin, Jeckyll and others for their

work; Audsley and Bowes indicate a discussion of the peacock in 74'
"Keramic Art'of Japan" of 18753 they also discuss the mythical "Ho-Ho

Bird", the Japaneseisymbol of longevity which has many of the attributes :
of the peacock. They published several examples of both birds as motifs, I(79)§
Audsley had pointed to the importance of the ﬁeacock motif in his London 75 :
lecture to the Aichitectural Association in 1872, To search for spécific
sources f;r the poses of Whistler's peacocks would, in general,.be a
frustrating activity, since clearily their forms were created to fit
Leylaﬁd's room, However two of the shutters of the room show peacocks

with long flowing tails which bear a close resemblance to a peacock in a I(BO)E
print by Hiroshige, "Peacock and Peony Flowers" which Whistler could
easily have seen, Other shutters show peacocks with enormous, fantastic

C2UBMILN
tails, which closely resemble the ?orms of cloisonne enamelAso

popular in the nineteenth century. | 1(81)?
The main panel showing gold peacocks on blue has no immediate source.
However it does resemble the large decorative paintings made for Japanese
houses. Alfred Stevens owned some of these showing enormous wagons
filled with flowérs and sprinkled with gold dust and placed them in a |
similar position in his own room to that of the peacock in Leyland's'
room. The painting of these large decorative panels was the subject of
some interest apd prints were occasionally made showing the artist making
one. The subject was often’the Ho~Ho bird since it was a bird of good
fortune. An example of this is "Utamaro painting a Ho-Ho bird in one I(82)§
of the Green Houses" from the book "Annals of the Green Houses" of 1804,
Utamatslworks rapidly on an enormous péacock-like bird while admiring ?
residents look on, The situation is identical to that in Princes Gate.
I believe that Whistler saw éither this print or most likely a later
version of the same theme and knew of the custom of painting such panels,
probably through Mitford.

Thus in covering a room with peacock motifs he was not only creating
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his version of a Far Fastern temple he was also creating a working
situation exactly parallel to that of the Japanese artist. As in his
other activities Vhistler did more than borrow Far Eastern motifs; he
emulated the Japanese artist., He attempted to éreate a Japanese art-
istic persona. .

Whistler produced,c1rfurther plece of decoration, a design for a
room in the White House, on which he worked with with Godwin, the archi-
tect of‘the house, The whole room was yellow; yellow walls supported
an elaborate yelloﬁ mahogany chimney piece and cabinet in a vague Far 76
Fastern style, with painted panels of Far Eastern motifs, displaying
pieces of yellowish red K%Ba ware chosen espécially for their yellowish
tone. The "Peacéck" motif appeared again on the dado of the room, The
furniture was also in yellow wood and covered with yellow velvet, The
scheme however did not attract great attention when it was put on show
in the Paris Exhibition of 1878,

It is clear that his activities as a decorator VWhistler was as closely
dependent on the Far Eastern example as he was as a painter, His import-
" ance for this thesis does not cease with his practical activities, TFor
Whistler's personality’made him a natural protagonist and he was drawn
into public defence of his attitudes. The most significant occasion of
this sort is the Ruskin/WhiStler trial in November 1878 in which Vhistler
sued Ruskin for 1libel in a review in Fors Clavigera in July 1877 in
which the critic attacked "“The Falling Rocket" which had been on display
in the opening exhibition of the Grosvenor Gallery, soon to become the
vheadquarters" of the aesthetic movement,

Ruskin had writteﬁ;

Sir Coutts Linsday ought not to have admitted works
into the gallery in which the ill-educated conceit
of the artist so nearly approached the aspect of
wilful imposture., I have seen and heard much of
Cockney impudence before now, but never expected

to hear a coxcomb ask two hundred guines for
flinging a pot of paint in the public's face. 17
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Several of Whistler's Nocturnes had been shown at the Grosvenor
Exhibition and had caused a considerable stir, Several bad reviews
had followed and Miliais had remarked that the works were'"too damned
clever", |

Ruskin's attack is perplexing however when one considers that in
the 1840's he had strenubusly defended Turner against charges of throw-
ing suds and whitewash at his canvases. Moreover Turner's works had
been constantly iikened to those of Hifoshige throughout the 1860's,
Sherard Osborne had cailed Hiroshige "our embryoc Turner" and as we have
seen, Rossetti made several énalogies between the two in his diary and
in his memoirs,

These analogies were based on the ability of both artists to bring
the freedom of the imagination to bear on the depiction of nature, on
their placing the imagination before verisimilitude,

Ruskin's attack is usually explained in terms of his encroaching
madness,however there is a more satisfactory poss;bility.

As we have seen, Ruskin considered Japanese'art as "diabolical",
He recognised that same diabolism in Whistler's work, if not its direct
sdurce.

Ruskin saw man at the centre of a moral creation and art as a cele=-
bration of that creation. He saw Turner's work as a great example of
this celebration., This indeed was Turner's own view of nature and art,
All Turner's major landscapes have a literary base, a moral core; they
place man in the centre of a carefully struct;red nature, Lven the famous
"Snowstorm" has at its centre the activity of man in the elements,

Turner's Léndscapes do not have the overall flat structure of
Whistler's Nocturnes, In general they stick to central perspective, to
a symbol of organised, man centred, experience, Whistler's Nocturnes,

on the other hand can be read as a negation of human centred experience,

for purposeful human activity has no place in them., Ruskin was thus
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reacting to the Far Eastern elements in Whistler's work, The aesthetic
attitudes which clashed so farcically in the trial had been polarised
as a result of the influence of Far Eastern art on Vhistler and on others.
Whistler himself felt the distinction between his own work and
Turner's. Menpes once led Vhistler to loock at Turner and was rewarded
with a disparaging commentj
No, this is not big work. The colour is not good.
It is too prismatic., There is no reserve. Moreover
it is not the work of a man who knows his trade.
Turner was struggling with the wrong medium, He
ought not to have painted, he should have written,
Come from this work which is full of uncertainty, 78
By "uncertainty" Whistler meant that western expression of humanity
in action, in opposition to nature‘whiéh is at the heart of Turner's
paintings and which is embodied in his "unharmonious" picture surfaces.,
For Whistler this was not art but literature. The Master's disapproval
of Turner is a measure of his total acceptance of the Far Eastern
aesthetic.
Whistlef's.defence of his own methods when giving evidence was a
defence of the Far Eastern aesthetic as he understood it. Indeed in his

defence of his right to charge two hundred guineas for a painting made in

a few hours he quoted directly from Kiyosai who had experienced a similar

problem in 1877,

X To the first exhibition of art at Uyeno in 1877,
he sent a bold and simple painting of a crow,
fixing upon the price of one hundred yen (about
£20), The self-constituted official judges turned
their heads aside and remonstrated at so exorbitant
a price being attached to a painting of a common
erow, Kyosai replied that the sum was not the
price of a common crow, but a small fraction of the
price of fifty years of study which had enabled him
to dash off his picture in this manner. Kyosai's
honour was saved and his crow was bought at his
price - but it was a cake dealer at Nihon-bashi
who saw its value and paid the sum, / 79

The exhibition at which this event took place was a preliminary to
the gathering of work for the Paris exhibition of 1878, which was organ-

ised by the Ueno park staff, The story reached Whistler via the 1878




exhibition., He made use of it on the stand in the trialj;

"The labour of two days, then, is that for
which you ask two hundred guineas}!"

"No - I ask it for the knowledge of a lifetime."

The farcical proceedings at the trial have obscured the serious
nature of the debate which took place there. The question of "finish"
and the amount of "honest labour" (as Burne-Jones put it), needed to
create a work of art arose because Whistler adopted a Far Lastern atti-
tude to this question, claiming a work to be finished when the artist
judged it a perfect expreséion of his intention., Similar points may be
made in regard to the debates over the role of the subject in the work
of art and the distinction between the subject of a painting and the
painting itself which Whistler insisted on at the trial.

By his rigorousvpursuit‘of the aesthetic aims which he had learnt
from the Far East Whistler had produced an art almost completely alien
to the art world around him,

It is clear that Whistler's whole view of the relationship of art
to experlience was formed by his knowledge of Far Eastern art, However
it must ﬁe stressed'that this experience was in terms of the nineteenth
century and its khowledge. Moreover Whistler chose to adopt a certain
range of available attitudes to the Far East - he chose to take an
idealist position, to regard unity of sensation and the intellect, His
career was one of slow elimination of those elements in his work unnec-
essary to the dissolution of tradition and experience in a harmonic
tabula rasa as smooth as one of his own wiped canvases, Hence his liquid
paint, unified dynamié oriental brushstroke and the slow dissolution of
the "image" in his work, even in tﬁe portraits,

Alone among the artists studlied in this thesis Whistler chose the
jdealist approach to Far Eastern art, As a result he could not achieve
the satisfying syntheées of'Eastern and Western art of other artists.

However his art doea-anticipate a great many of the problems of twentieth
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century artists which 1 believe were in a great part the result of the
entry of the Far kastern example into Western tradition. It is likely
to remain ambiguous, an exquisite experience yet at the same time an
unsatisfying one, Japan was the epitome of the artificial ideal for
which he sought -

the story of the beautiful is already complete -

known in the marbles of the Parthenon - and

broidered with the birds upon the fan of Hokusai -

“at the foot of Fusiyama
&5

was-his parting declaration at the end of his famous lecture of 185¢
"The Ten 0'Clock",

Whistler always took Japanese art for his standard of aesthetic and
technical perfection, In 1892 he was attempting to duplicate the effect
of Japanese prints in colour lithography using a different stone for 82
every colour and mixing each colour exactly himself, rather than relying
on superimposition. He described his method to a visitor;

He wished to get the freshness of colour which is

lacking in Buropean lithographs but which is the

great beauty of Japanese colour prints, He made

the complete drawing in the ordinary manner, in

black and white chalk, either on stone or paper

and then settled in his mind the colour scheme

and the number of colours to be employed. 83

Vhistler's method was an exact copy of the Japanese. However he
failed to achieve the brilliancy he wéé after, for as his four surviving
colour lithographs show, hé was still pursuing the idealistic vision of
Japanese ;I::;len he could not use large flat areas, only tentative lines
and small areas of colour, unsuited to the Japanese print style.

The insubstantial delicacy of the figure prints in particular show
the self-limitiné character of any art which attempted‘to unite the
idealisfic aspecfs of European art with those elements in Far Eastern art
whicﬁ seem to relate to them, The "great" themes in both Eastern and
Western art both become marginal to the work of art now seen ;9 an aes-

thetic process, valid only in itself,

The aesthetic questions which he raised in taking this position
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have been regarded by many as more impoftant than Whistler's’own achieﬁe-
ment, For it is clear that, following the Far Eastern example, he re-
defined art as a perpetually unfinished process, a struggle to an
unrealised perfection, 1In the last analysis‘Whistler's position was
untenable for he chose to defend a view of experience apart froﬁ the
overall culture which gave birth to that view, As he told the Pennels he
thought of hisiuse.of Japanese art as the carrying on of a tradition 81
rather tﬂan a cultural translation. In the "Ten 0'Clock" and elsewhere,
he tries to construct his own traditibn of Weétern artists to Justify

his attitude but of course he failed, Japanese art has very little in

~ common with Greek art and their cultural implications and hence their

implications for artistic practice are very different,
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The Salon, the fashionable and travellers to Japan,

We have now examined the role of Far Eastern art in the development
of several "majdr" figures in our period of study. It remains to look
closely at a represent;tive selection of artists whose critical acclaim
~ has been less ?onstant, but Qho were in their time more typical in their
‘success and failure thén any of those wé have quAied previously.

Ve have seen that during the 1§70's qapanese“art and culture became
enormously fashionable in Paris and London. The rapidity with which this
came about did not prevent the creafion of a large body of art work
designed to appeal to the fashionable interest to reflect it or to satis-
fy curiousity about aspects of Japan,

During the 1870's and later the "Salon" painters who used Japanese
themes and thosé "second rate" artists who eventually made the journey
to Japan grew close together.h Their work appeals to the same audience,
They blend the anecdotal and the piéturesque, improbable but triumphant
survivals of the Age of Reason, thch artists such'as Fortuny, Tissot and
Duran loved to depict. These.qualities pre-dominate in later nineteenth
century art, It is therefofe fitting that we should consider the work
bf‘the two groups of artists in the same chapter. In his 1878 article
"Le Japon ; Paris“ Chesneau picks oﬁt a number of minor artists as having 1

- a great interest in Japanese art. They are Stevens, Tissot, Fantin
Latour, Alphonse HirschI‘@Hmolus Duran, Fortuny, Legros and Michetti,

Of these it has proved impossible to discover anything of value
concerning Hirsch and’Michetti, and Carolus Duran appears to have remained 2
completely uniﬁfluencéd by hié involvement with Japanese art., Legros'
work also shoﬁs no demonstrable Far Fastern influence, his chief connect-
jon with it was his earlier friendship with Whistler. |

Chesneau appears to have associated all artists with a fashion-

able reputation‘in 1878 with Japanese art., There are many more artists

whose interest in Far Eastern subject matter was much greater than those
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that he mentions - Felix Buhot for instance, whose prints reflect the
contemporary interest in Japan. Once again we cannot rely on Chesneau
as an accurate authority, Nonetheless we shall examine the claims of
the artists he mentions as his account has been repeated so often as to
have become accepted without question.

Fortuny is another artist whose interest in Far Eastern
art was extremély limited., It certainly played no part in the develop-
ment of his p;inting style which was highly téchnical and illusionistic. 3
Fortuny was born in 1838 in Spain and died in 1874, Most of his paint-
ings were eithe: eighteenth century costume pieces or studies in Arabd
life.

One of the costume pieces, known variously as'"L'Antiquaire" or
Y"Le Vase de Chine", showed an eighteenth century gentleman holding an
elegant cane to his 1lips contemplating a large Chinese vase on a
pedestal, A perfect example of Chinoiserie, in hérmony with that ele-
ment of fashionable taste which sought to assimilate the Far East to
eighteenth century art. It was probably painted after 1867 when works
of a similar subject appeared. . 4

Fortuny's interest in Japanese art was sparked off by a present
of Japanese arms and bronzes given by his patron, W, Stewart in 1869, 5
There is no direct evidence that he himself collected Japanese work
although Fol implies:that he did, It is more likely that the Japanese
objects merely sank into the general clutter of a studio that rivalled
Rembrandt's for the richness and oddity of the objects within it,
According to Fol it was during a stay in Naples in 1872-3 that Fortuny
took the chance to develop thevpossibility of uéing Japanese art -

introduire dans la peinturevmoderne et europ;;nne
ces oppositions violentes, en apparence, des
peintres Japonaises, mais le faire _avec cette
connaissance du dessin et du modéle qu on ne
possede pas au Japonj peintre en méme temps des

sujets modernes, 6

It seems not to have occurred to Fol that these aims were mutually



exclugsive, that Japanese art had its own, totalbaesthetic. Nor did it
occur to Fortuny.

In 1874 he produced a "Japanese work", "Deux enfants dans un salon
Japonais", of which a sketch is reproduced by Davillier. It consisted
of two small children playing on a low couch, amongst gorgeéus cloths,
the girl to the right reclining and holding up an open fan; the boy to
the right, naked. ‘Behipd them 1s a large expaﬁse of wall with a
"Japapese" flowering bough with two butterflies painted én ite In front
the floor is tiled,to the left ig a pot plant. Clearly this "Salon
.Japonais" is in Paris,

The watergolour of his wifée tﬂét Fortuny made in the same year
reflects some slight influence of Japaiese style. She is seen from the
side, seated; showing the elaborate pattern of the stripes of her full
skirt below a large shaded rectangie created by an open casement window.
All round the painting is untouched white paper., This composition and
the delicacy of handling have a vague connection with Japanese art,
However the previdus charm of the image which is its central quality is
in the direct tradition of European watercolour as is the modelling of
the features,

Fortuny's debt to Japanese art was minimal, It must not be for-
gotten that in 1874 he also painted the enormous "Les Acadegiciaps de
- Saint-luc choiq‘issanﬁ une modele", which had a great triumph at the
Exposition Salon of 1878, This eighteenth century plece shows no debt
to any but other Salon paintefa. It is probable that Chesneau sought
to make Japanese art respecfable by assimilating as many "establishment"
figures to his cause gs he could muster and that amongst them was
Fortuny.

Chesneau selectéd Tissot for spécial mention on the same criteria,
for by 1878 Tissdt was an establishment‘artist, who, according to De

Goncourt, even employed footmen to dust the leaves of the plants in his
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garden and studio so as to add extra "chic" for his fashionable cliénts.
Tissot did not pursue his interest in Japanese art from fhe 1860's to '
the 1870's, indeed he seems to have dropped paintings with an apparent
Japanese theme after his departure for England in 1871, from that time
the survival of Japanese influence in his work can be traced only
through the appearance éf occasional motifs from Japanese prints in his
paintings. His last Japanese painting was "Jéunes Femmes regardant des
objets Japonais" exhibited in the 1869 Salon, I suspect thaf this may
have been one of the Japanese projects that he began before 1867, 10
In 1878 Chesneau pickéd out "des hardiesses et meme des etrangé%éé
de composition, comme en ées belles Promeﬁades sur la Thamise", as
typifying the Japanese influence on Tissot in the 1870's. It is possi=-
ble to trace Japanese motifs and compositional devices in Tissot's work.
In "Too Early" which was shown in the Royal Academy in 1873, the 11
elegént asymmetrical balance of the groups of figures standing in the
empty ballroom’is clearly dependent on the Japanese example, just as are
. Degas' scenes of Ballet'rehearsals. Great play is made with ball gowns
and fans in the pomposition, similar to that made with female costume in
Japanese prints. These general observations are completed by the
presence of an indﬁbitgble Japanese motif, The two servantis peeping
through a door 511éht1y ajar afe borrowed from Japanese prints which
show figures peeping through similar narrow vertical areas, It occurs
frequently in Shunga where a hidden observer is often encountered as
part of the stoiy and iﬁ tales of chivalry where the overhearing of
_conspiracy is frequénfly part of the tale. Bing published an example
of the motif in “Artistic Japan”. 12
In this painting and the other two large scale paintings of social
gatherings, "The Concert" (now in Manchester), and "Ball on Shipboard",
in the Tate Gallery,'Tissqt makes discrégzr;se of Japanese compositional

devices and motifs to recreate the élegant atmosphere of these gather-
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ings. In "The Concert" for instance, one has the woman with the fan
in the left foreground and the’inset of a group of figures on a spiral
staircase glimpsed through an open doorway. Japanese masters used
these devices to convey a similar impression of elegance.

This correspondence of visual devices in two cultures so apparently
diverse is most interesting. It suggests that on some levels there can
be general cérrespondences between different v%sual associations and
that these can be recognised without special knowledge. Tissot contin-
ued to use Japanése ideas in his paintings throughout the 1870's and
into the 1880's, culminating in his ééries of paintings of women in
Paris,. There were at least eighteen paintings in this series,

Most were exhibited in f885 under the title "Quinze Tableaux sur
La Pemme a Paris, Tableaux ; l'gyile; Pastels, Aquarelles, Eaux Fortes
Originales; Emauxs Cloisonﬂ€§ﬁ>ﬁt the Galerie Sedelmeyer, Paris, and
in 1886 at Tooth's in London under the title "Pictures of Parisian
Life" with two canvases added and three omitted.

The theme of the occupations of women is a common one in Japanese
prints = occurring in series by Utamaro, Kiyonaga and many others.,

Like Tissot's works,.these prints emphasised the metropolitan, fashion-
able and modish in women's roles, often taking the Yoshiwara as the
gource of their subject matter., Tissot clearly had the Japanese example
in mind when he conceived.thesé paintings as a series. The description
of Number Ten of the series "The Gossip" in the later Tooth catalogue
makes clear that Tissot was aware of the place of Far Eastern "bric-a-brac”
in decoration as symbols of fashionable modern life,

What {g this room into which she is walking by the

portiere of Japanese embroideries, There are all

sorts of knick~knacks to left and right. There are

vases of porcelain and of bronze from Japan, bro-

cades from China, carpets from Lhorassan, and a

branch of the Mayflower as beloved by the old

porcelain painter of Nanji, The confusion of it

all looks as they were the rooms of some lady of
fashion with an Oriental taste in decoration.see
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Unfortunately this painting has been ldst. However another of the

series, "The Bridesmaid" is in the Leeds City Art Gallery. It shows 1(84
an elegantly dressed woman being helped into a coach in a busy Paris

streef by a fashionable gentleman. To the left two ﬁaidservants look

on admiringly, in the left foreground a street seller calls his wares.

The central figures are engaged in an intimate gichange. The brides=-

maid leans towards the man who holds a large umbrella over both of them.

One is tempted to suggested that Tissot was

aware of the Japanese theatrical and artistic cbnvention of represent-

ing lovers, together or apart, with umbrellas, Certainly the woman's 13
gestures are so elegant that they suggest a Japanese source, probably

from a.theatiical print showing Kabuki actors impersonating a pair of 1(85
"lé;ers". As an overall composition "The Bridesmaid" is not parti- 14
cularly orieﬁtal in chaiacter, despite the "boxing in" of the couple by

the cut-off side of the coach to the right and the cut-off boy to the

left. The dramatic recessionals in the work sugéest far more the

influence of photégraphy. Similar mixtures of mode occur in other 15
paintings from the series, Occasionally it is possible to detect

direct use of Japanese ideas. In "La Demoiselle de Magasin" a young

lady shop assistant holds oben a glass panelled shop door. The lines of

the door and the fréme of the shop window beyond it are used in relation

to her figure ih the same manner as the lines of Japanese wooden archi-
tecture are used in relation to figures by Japanese printmasters.
Furthermore the frame and the transparent glass is used to create a

sense of spati#l division, a tranquil éh0p interior is balanced against

the street outside. This grapﬁic means of determining the relation-

ships between different types of human space is also borrowed as an
intention from the JapaneseQ Such "transparent" elements in a compos-
jtion are often used in Yoshiwara prints, where, as in this shop scene

i{n Paris, there was a permanent contrast between the busy street and
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the geisha house.,-Bing published examples of the use of such "trans-— 17
parency"” bj Utamaro aﬁd btheré in “Artistic Japan",

Other works within this group betray other "borrowings" from Japan.
The organisation of crowds in paintings like "L'Acrobate" and "Les
Femmes d'Artiste" show a debt to the depiction of crowds in Japanese 18
prints. The vivacity and animétion of the:crowdé in these prints is
unknown in earlier Western art, Typically large gatherings of people
were represented as a succession of family portrait groups, since the
genre was undertaken only by "official" painters, Here I may refer back
to the picture of Queen-Victoria opening the 1851 exhibition discussed
above. Even the work of‘Frith has this sensé of a series of genre
images grouped together, a lack of understanding of ‘the psychology of
a crowd, As we have seen Degas and others borrowed from the Japanese
in their depiction of theatres and other public events, Tissot alone
however seized on the element of Japanese art which enabled an artist
to capture, almost to caricature human social behaviour in large groups.
He superimposed onto thié a disciplined photographic style, Thus the
animation of the circus audience in "L'Acrobate",

Bing published a magnificent two page reproduction of Japanese
Theatre print as Plate BHD in "Artistic Japan" in 1888, However he
does not identify the artist, though I suspect it to be an early
Hokusai. This would be appropriate, for as we have seen, Hokusai was
praised by many critics for his "realism" in representing people, and
it is clear that, by this, most of them meant no more than the accur-
ate observation and recording of certain patterns of social behaviour
and basic psychological patterns,

Besides such "psychologisms" we have already seen that Tissot made
use of various formal devices taken from Japanese art in this series
of paintings. It would be tedious to offer a prolénged analysis of
these. Indeed I believe that use of these devices is only explicable

in terms of Tissot's shallow but nonetheless clear artistic intention.



He wished to portray‘the experiences of a metropolis on a level which
provided amusement and some psychological conviction and without pro-
voking the viewer to immediate deep reflection. In short he wished
to be charming.

Late in the 1870's Tisspt made one last use of Japanese costume.
He painted a series of four works on a theme of the Prodigal Son. He
placed the scene of the decadénce of the son "En Pays-g%ranger" in a
Japanese tea house. This series was shown widely in exhibitions during
the 1880's, eventually it was bought by the French State and ended in
the museun at Nantes after a period in the Luxembourg, I have made
fruitless requests to Nanteé for a photograph 6f the work. However
Tissot issued prints of the series dated‘1881, which have been repro-
duced in the 1368 Ontario catalogue and which gave a clear idea of its
composition,

It would seem reasonable to sﬁppose that he painted this work soon
after the Japanese triumph at the 1878 exposition. On its first show-

ing Lostalot commentedj

au sggond tableau, nous le voyons faire sauter
les écus en compagnie de danseuses Jjaponaises,

Le th§ de ces dames coute chere; aussi le
malheureux gentleman est il bientdot réduit a
8'embarquer sur un bateau qui rentre en Angle-
terre avec un chargement de porcs et de bestiaux,

Tissot blainly‘ﬁsed a mixture of sources, Japanese prints, photo-
graphs of Japan and literary accounts, which, by the late 1870's were
plentiful, in making the picture, The Japanese night setting, with its
blinds, lanterns, lacquer food boxes and trays and tatami floor matting
is completely authentic as are the costumes of the dancers and the
samisen players. The accuracy with which the dancers' Japanese facial
characteristics are depicted indicates how far Tissot had advanced
towards perfect mimicry since he painted "la Japonaise au Bain" in
1864, It also suggests that he made great use of photographs in this

work. A suggestion confirmed by his repetition of two basic poses in
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the five dancers, giving a strange "chorus line" effect. It would be
absurd to suggest a model in Japanese art for this work, It represents
Japan as a genre subject in a European convention and in many ways is
less "Japanese" in style than some of Tissot's European subjects,

"The Prodigal Son" series was exhibited in London in the Dudley
Galleries in 1882 and the Musee des Arts Décoratifs in Paris. With it
Tissot showed éome designs and experiments in clo;sonné’enamel. Unfort-
unately all these have been lost but it would have been lost, but it
would have been interesting to consider their Far Eastern qualities in
rélation to the increasingly enamel-like quality of Tissof's oil
paintings, which from the later 1é70's onwards often make use of
"plates" of transparent glaze, |

In all his work Tissot's use of the Japanese example was intended,
essentially to contribute to the building up of a feeling of fashionable
modernity. One even feels that the Prodigal Son is profligate in Japan
because it is a "cﬂic" place in which to ruin oneself, One could
extend the pursuit of his'borrowings".from Japanese art, real or imagin-
ary almost indefinitely. However this would not greatly émplify the case
I have already made. Whether Tissot's art is "great" or not seems to
me to be less important than the evidence it offers that by the early
1880's Japanese visual modes had become part of the lluropean vocabulary
of fashionable social expression, that they were not, of themselves,
regarded as radical, Had they been so Tissot would not have used them,
Tissot's use of Japanese art as a key to the depiction of fashionable
modern life in the 1870's must to some extent remain conjectural,
However Alfred Stevens joyfully acknowledged the importance of Japanese
art and objets d'art, He collected it himself, he painted several sub-
ject paintings which featured his collection and he emphasised the
importance of the Far Eastern example for modern painting‘in his book
#Impressions sur la peinture" of 1886. An English translation of this 22

was published in 1904 and I will use this edition in my discussion as

R
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it is a precise rendering of Stevens' words.
Stevens is the most important of the fashionable enthusiasts of
Japanese art noted by Chesneau in 1878, For once Chesneau was correct
in linking the fashionable and Japlnism, for Stevens had a major success
in the Salon de l'Exposition Universelle with the painting "Les
Visiteuses' showing women in an apartment full Sf Japanese bric-a-brac. 23
However Stevens' work should not be regarded as mere fashion plate
painting, It is set apart from the "pastry cooking" of értists like
Chaplin and Winterhalter and was recognised in its own time as being a
contribution to the:exploration of "modernity", <ceveral times in the
course of this thesis I have quoted Stevens' maxim that L'Art Japonais
est un puissant element de modernite",
This is number C.I., of the maxims which make up "Impressions sur
la peinture". Stevens' use of the concept of “modernité" in this
sénse was not a superficial echo of the art of the realists and
impressionists, Stevens realised and accepted the full implication of
the term. In the early 1860's he had been a friend of Ba;delaire and
Manet and had acquired the notion of the "modern" from the poet at the
same time as Manet., | 24
Whether Baudelaire recognised it or not, Stevens took up the
notion of becoming the painter of the modern as did Manet. In his 1870

Salon Camille Lemonnier, the critic who was to become the friend and ;

greatest champion of Stevens, first wrote at length about the artist.
In the same Salon Lemonnier wrote on "L'Art et le temps' in strictly ;
Baudelairean terms;

Je dis aux artistss Soyez de votre siécle eee

L'art moderne revendique le costume moderne,

Nous ne sommes ni des antiquaires ni des

fripiers. Nous sommes des vivants et nous

n'avons que faire de la défroque des morts. 25

Stevens is praised in the same Salon for his pursuit of modern

objectives; for his singular pursuit of elegant women as a modern




subject, for his treatment of the psychological natures of women of
different ages, particularly in the paintings “Printemps" and "A la
Campagne".

Here is part of Lemonnier s pages of praise;

On a assez sottement reproche_gup maitre d'exagerer
1'importance du costume en ses femmessy telle cri-
tique autrefois risque meme, en amertume, le nom out-
rageux du "Couturier". Mais ce souci est encore

un des superiorités encore d'Alfred Stevens. Avec
son admirable intelligence du feminin et cet amour
‘qu'ont pour les moindres bibelots caresses par la
femme ceux qu& ls sent profondement, il a compris
qu'elle n'existe pas seulement dans sa nudite, mais
encore dans tout ce qui la revet, la pare, la touche
et 1l'appro#che, Le boudoir lo salon, les petits
refuges mystéiieux ou elle derobe sa faiblesse et
ses charmeg, sont en realite aussi pleins d'elle
aussi penetres de sa grace, aussi parfumes de son
adorable odeur que sa chair elle meme.

Lemonnier is even more Baudelairean in another part of the same
Salon when he contrasts women in Millet's and in Stevens! paintings,
Millet's women are symbols of fertility, earth mothers; Stevens are
Baudelairean vampires, totally moderng

La femme de Stevens traine aprs elle le mal

de 1'homme, et sous sa gorge se cache une morsure,
¥lle serait au cloitre, comme Lelia, pour y rugir
sa douleur, s8i le cloitre existe encore, 85a mlsére
est de rester attachee par des fibres en sang, a
1'effroyable monde qu'elle trompe et qui 1l'a
trompee, Elle y mourra d'ailleurs, Madeleine non

repentie, car c'est a qu'elle est sentie triompher
et périr.

"La femme de Millet ne vit pas elle fait vivre.
Celle de Stevens vit, mais elle donne de la mort,

There can be no doubt that Stevens himself, Lemonnier, most of his
contemporaries, and probably Manet, saw Stevens' work as an alternative
approach to the problem of "modernite" in art and not as superficial
nfagshionable" painting. Robert Montesquiou, a major inheritor of the
Baudelairean mantle certainly believed this, as we shall see, Modeyn

writers have failed to recognise that Stevens' women are as significant

in their psychological treatment and as "modern" as "Olympia" and "Nana".

Stevens' dependence on the Baudelairean notion of "modernite" is
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is h@ghly significant.y It makes it possible to relate his interest in
Japanese works fully to that of other artists, notably his great friend,
Manet. |

The fashionable enthusiasm for Japanese art and the enthusiasm felt i
by artists did not takg place in separate worlds. Stevens! work is
important as a reminder of that fact and as a major piece of evidence
for one of thg fundamental tenets of this thesis, that later nineteenth
century artists were not divided into large hostile aesthetic camps but
were complex and intgrdependent in their activities,

"Impressions sur la Peinture" shows Stevens to have been a man with
a subtle.gfasp of thé problems for art in his time. The crisis in
Academic and Religioué painting, the role of photography, the absurdity
of Salons and fashionable art and the virtue of Whistler and other
"modern" artists are amongst the topics dealt with in the three hundred
aphorisms of which the wérk is composed. It is impossible to demonstrate
major themes in the book. Two points however do stand out, Stevens
makes gréat play with the idea of '"Nature" as the most valuable aspect

of art and stresses the importance of sound technique throughout the

aphorisms. For the rest one may observe that Stevens' aphorisms are
capable of immense elaboration and explanation in terms of contemporary

art. They are highly relevant, 29

Stevens was well aware of his own position, as aphorism CI showsj

Let a painter paint a peasant woman and he is looked
upon as an idealist, but let him paint a woman of

the world and he is sneered at as a fashion hunter. !
How is this? Has not a woman of the world loftier :
aspiration than a peasant? :

and this is balancel in CXj
It does not follow that the painter of modern
clothing is a modern painter. The artist who

paints up to date life must be saturated with up
- to date feeling,

Stevens makes direct mention of Japanese art in eight of the

aphorisms.
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In aphorism L he claims "the painter who cannot in a few strokes
reproduce a lemon on a Japanese plate is no fine colourist”,

The importance of the plate being Japanese is to associate direct
brushwork with Japanese art, One cannot help but think of Manet's still
lives in connection with this remark, notably the lemon in the portrait
of Duret. Stevens lays siress on the quality of brushwork in his book
and on its direct association with colour, Insofar as one may judge from
photographs, many of his works show #,fine sense of the use of brush-
work and of the various qualities.obtained by usiﬁg the density of
paint to vary texture:and presumably colour. Contemporary critiés
confirm this and speak highly of Stevens' use of colour and its subtlety.

Apborisms 96-100 all concern Japanese art, 96 is the assertion that
Japanese Art is a powerful element in modern life, which as we have seen
relates closely to the Baudelairean idea of "modernitée" and is much more
significant than a mere assertion of the current decorativevfashion.

XCVII asserts that"The Japanese have expressed every effect of sun
and moon better than any present or past master" - this clearly links
Japaneée art with the idea that painting is about "light", and in another
aphorism Stevens wrote that every surface should appear to have light
playing on it. Aphorism XCIII links colour directly to sunlight and
relates to the misinterpretation of colour in Japanese prints as an
accurate record of a natural phenomenon by Duranty and others which has
been discussed above, XCIII,"Although the sun gives 1life to colour, it
becomes cruel at mid-day and destroys all colour".

Aphorism XCVIII echoes the theme of all critics of Japanese art -
that it is naturalistic, almost pantheisticj

The Japanese have taught us that nothing in Nature

is to be despised and that a grasshopper is as well

constructed as a horse, 31
XCIX continues this ideaj

In Japanese art everything from a blade of grass
to a divinity is love,
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As I shall show, this is a strange parallel to Van Gogh's pan-
theistic interprétation of Jépanese arty he too uses the symbol of 32
a blade of grass. ‘

Aphorism C claimsj

The Japanese are true impressionists.
The p;evious aphorisms lead to this one and make it clear that Stevens
had a highly developed view of the nature of Japanese art and its
cultural significance. Moreover his view, in its emphasis on nature,
light and modernity, parallels that of the realist critics who related
~ impressionist and other avant-garde art to Japanese art.

Anothe: aphorism, CCXXXVIIT makes it clear that Stevens understood
the nature of "Impressionism" in relation to the working method of
Eastern artists;

Only after numerous studies must the painter allow
himself to paint an impression from Nature., One
gets tired of a study, but never of an impression.

The method Stevens recommends is that of Far Lastern art,

Stevens defends Japanese art in a way we have seen used by nearly
all its apologists in Aphorism CCXLIV:

To thbse who complain that Japanese Art has a set
formula we can reply that Greek art had one also,

The equation of Japanese and Greek art is a leitmotif of the
writing of nineteenth century Japanese enthusiasts,

Many of the aphorisms which do not mention Japanese art seem
related to its influence; in one Stevens claims that the artist is
always working even when he is doing nothing, However it would be
pointless to elaborate all these, They all relate to Stevens' concept-
ion of "modernité", which, as we have seen, is quite subtle. The major
problem raised by Stevens' treatment of Japanese art is, given the
understanding of those forms, why did the form of his art vary so
radically from that of Manet and the Impfessioniste. It would seem

that there are indeed various formal ways of fulfilling artistic inten-
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tions and that it has been a mistake of modern criticism to separate
artists in terms of férmal criteria alone,

I cannot leave Stevens' book without commenting on a remarkable
prophecy in Aphorism CCXXIs

The Americans possess some of the masterpleces of
the nineteenth century. They are said to be
infatuated with 'Japanese art, Let them once build
up a Louvre for themselves and with their character
and inventive genius in every department, the old
country will probably be destined to accept an
artistic Renaissance from young America,

Stevens would héve learned of American taste from W, K. Vanderbilt
who bought one of his paintings with the title "lLa Visite" for 50,000
Fr. in the early 1870's, As we have seen above, Mr. Vanderbilt was an
enthusiastic collector of Japonaiserie during the 1878 exhibition, 33

It is necessary to examine the formation of Stevens'! own collection
of Japanese art which figures largely in his painting before discussing
it., Stevens was probably a late starter in collecting Japaﬁese objects
in large numbers. He owned little or nothing before ithe 1867 exhibition
in Paris, and probably began collecting seriously after the Franco-
Prussian war, No specific Far Eastern works are identifiable as belong- 34
ing to Stevens though we may make the assumption that the works which
appear in his paintings were owned by him., These are of great variety,
including ceramics, broﬁzes, lacquers and prints and paintings in
various styles.

Stevens appears to have followed the general pattern of Japanese
collectors in building up his collection during the 1870's during the
first great rush of high quality imports. In 1875 he took up a new
residence at Rue des Martyrs, No, 65, where he lived until 1880, He 35
installed a "Japanese" room in this house which fascinated all who saw
it, including De Goncourt, On March 13th, 1875, he wrote;

Puis me sachant un amateur de Japonaiseries, il
m'a ouvert un salon japonais dont la tenture est

faite de deux rouleaux de papler a fond d'or, ou
sont représent&s deux chariots, portant chacun un



gigan;esque bouquet de fleurs, le cadeau du
fiance 2 sa fipfancée, Cet art japonais est
plein d'invention charmant. Pour dissimuler
le geometral des roues, l'artiste en a brise
le dessin par un nuage de poussiere, un
nouage de poussiére d'or.

De Goncourt's description of these wall decorations in the Salon is
identical with the panels shown in "lLes Visiteuses" on 1878, We must
therefore conclude that the painting reﬁresents Stevens'! own collect-
ion., Camille Lemonniér had made no comment on Stevens' interest in
Far Eastern art in his 1870 Salon., However writing in 1878 he saw
Japanese art as the key to Stevens' work and began his article in the
G.B.A, with a description of Stevens' Japanese room;

Il-y-a dans la demeure du peintre, rue des
Martyrs, un coin enchante ou sommeille la
Chimere; la lumiere y filtre de minces filets
Jaunes & travers des rideaux de soie lames d'or,
et doucement, comme une fee toucherait aux ob-
jets du bout de ses doigts, cette lumiere efflerre
1'ombre des naires, des ivoires, des bronzes, des
culvres au ton de solg}l couchant, de grands
plaques laquees ou s'épanouissent les fleurs
mystiques du Japon., Des tremblotements de leurs
signalent sa fond des etageres le presence des
coupes en onyx et des bijoux précieux, sur le
bord des coffrets dansent les bluettes, des
griffes de feu raients par endroits les parois,
et 1'on croit voir uonter_ges cassolettes de
legdres banderoles de fumee, comme dans un lieu
sacre. La vit un peuple énigmatique., Ce que

le Japon a contourné de formes rares et bizarres
prend son vol par la chambre, avec l'aile des
oiseaux bleus ou se tord, dans les replia des
dragons, avec des gueules, des ongles d'etranges
silhouettes griffees.

Lemonnier describes all colours and forms of Japanese art, presumably

present in Stevens' room, and then concentrates on the Japanese image

of woman and links it directly with the modemrn Parisienne;

C'est l'enchantement qui commence vous le verrez
continuer tout a 1'heure sous la forme des femmeS
de ce temps; mais des le premier pas la vision
est significative; 1la fille d'Eve, parée des
vetements de la fille de Ko-Hi, vous présente sur
le seuil la coupe d'or de sa beaute.

Aussi n'ai-je pas commencé sans motif cette étude
par le merveilleux cabinet; d'autres se font des
portiques de pierre et de marbre, mais ici le
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cabinet japonais semble 1'antichambre naturelle

de l'ateligr du peintre. Le Japon est comme le clef
d'or laissee sur la porte et qui donne acces aux
surprises de cet art si moderne,

Lemonnier identified the prototype of the fashionable Parisienne
as Japanese and the Japanese ambience as a model for fashionable Paris,.
It must be emphasised that Japan provided more than an example of good
decoration. It offered a model coﬁditi&n,of existence to which one
could aspire, an atmosphere in which to live. De Goncourt expressed it
perfectly in his work. Stevens' paintings attempt to capture this
aspiration and portray its various aspects through fashionable women,
its most charactéristic representatives. Stevens' first paihting after
the 1867 exhibition to show Japanese influence is a version of "La
Visite" of 1869, once in the Cardon collection. It shows two women
talking in a room in which there is a large lacquered screen, perhaps
of coromantel, Apart from fhis there is little sign of Far Eastern
- taste in the work. However the poses of the women, particularly the
one standing in the'bend of the screen looking round it at her com-
panion, looks, in its elegance as if it could have been derived from a
Japanese print.

However'Stevens' acquisition of quantities of Japanese objects
began only after 1870 and in my view only after the Commune, We may
trace his collecting and the establishment of his "Salon Japonaise'
through three paintings - “La Psyche" circa 1870, "Les Visiteuses"
exhibited in 1878, and "La Visite au Studio" of 1888, They show the
changes in Stevens' attitude to Far Eastern art,

The first owner of '"La Psyche", MontesqumeFe;ensao dated it
nyers 1870", however I am inclined to think it was painted after the
Commune.

The painting shows a studio corner with some of the artist's work

hanging on the wally to the right a small Japanese doll hangs from a
. \

screen, On the floor is a large stack of canvases, fronting the wall
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and a couple of portfolios, In the foreground at the right is a chair
on which is laid an Oriental cloth. On this, open, is a Japanese print
book, obviously of mid-nineteenth century origin and reminiscent of the
work of Kuniyoshi, though it is difficult to be precise with only a
photograph., On the left stands a large studio mirror, round which peeps
a young woman, probab}y a model.” The mirror is used to reduce the bulkv
of the model and gives her figure a tall elegancé clearly related to the
artificially heightened female figures found in Japanese prints. The
The draperies follow the form taken in Japanese prints. This use of a
mirror was noted in Stevens' work before 1867. The opposition of the
female fo the book of Japanese prints in the context of a working studio
clearly has a quality of a "visual manifesto" in the manner of Manet's
portrait of Zola.

Psyche was the mortal rival of Venus in her beauty., The Japanese
aesthetic was, perhaps a rival, a "mortal" rival for the apparently
eternal classical canons of art espoused by "official" bodies in France.
Stevens'! committment to academic technique would ﬁave made this a
central problem, for him. Moreover Psyche was a very popular subject
for academic painters. Many of the paihtinga on the wall refer to
Stevens' fascination with Dutch painting, particularly a snow scene,

It waé clearly Stevens' intention to bring Japanese elegance to the
solidity of Dutch techniqﬁe, thus.the open Japanese book next to his
own work.

Montesquiou regarded this painting as a keyvto Stevens'! work, but
he talks simply of the elements of the workj

la Psyche est comme apothgose de tout l'art de
Stevens et des toutes ses amoursy 1les femmes,

les objets, et les reflets qui les multiplient,

On diralt le gracieux cache-cdache d! ung Jeune
femme et de son image. Jolie brune, vetue d'un
pelin a mille raies noir et gris, garni de
dentelures, dont la fine téte olivAtre, ponctuée
a l'oreille d'un blanc camelia, emerge de derriere

une psyche en laquelle elle ne se voit pas, mais
qui la m;re. Galante ruse du peintre pour portrait-
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urer q{ nous offrir sous deux aspe¢s ce minois
sympatique. C'est donc en realité une femme &
deux f&tes et i trois mains que nous représente v
ce tableaux peint sur bois par Stevens vers 1870¢ 39
Montesquiou goes on to claim that the whole of Stevens' studio €
was summed up in this one corner and speaks of 'crepons epars" when
referring to Japanese prints., We may say‘therefore that "La Psyche"
represents an early stage in the evolution of Stevens' collection,
before the creation of his Japanese salon in 1875.
"Les Visiteuses", shown in 1878, records the contents of this 1(88’
salon at their fullest, The paen of praise for this work in relation |
‘to the 1878 exhibition has already been noted above. 40

The painting shoﬁs two women paying a visit to a third and her

i e

child in a room filled with Far Eastern objects. From the ceiling hangs
a Japanese flower holder in crescent shape. The upper halves of two
walls are visible and filled with a Japanese decorative painting showing
a wagon full of flowers on a gold baékground. Between them, in the
corner, is hung a lacquer box in gold and black., To the left behind the
standing visitors is a large European cabinet in which can be glimpsed
small ceramic pieceg and netsuke, On top of this cabinet is a large
cloisonnéivase, square in section, This is guarded .by two small samurai
dolls, as used in Japanese children's festivals,behind the two Samurai
are two Japanese dolls. A Japanese ceramic flask is placed on the right
hand corner of the cabinet. In the centre in the far corner of the
room, is an enormous lacquer cabinet similar to that purchased by Bowes
from the 1867 exhibitioﬁ. It supports a large carved elephant with
howdah, which had appeared many years before in 1l'Inde a Paris, To the
right beneath the decorative wall panelling is what appears to be a
Japénese scroll opened out and framed. In the foreground, the boy who
is the centre of attention of the three women plays with another Far
Eastern doll, on a table covered with a cloth with Far Eastern motifs,

One visitor holds a gmall lécquer box in her hand, The Japanese print
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book in "La Psyche" has been replaced with a wealth of bibelots in all
forms. This painting is a visual equivalent of De Goncourt's "Maison
d'un Artiste" in its celebration of the bibelot as an equal of the
traditional work of art,

As usual Stevens' technique is based firmly on sound academic pro-
cedure and on his admiration for the Dutch., However, as in other works,
the poses of the women remind one constantly oflthe elegance of Japanese

prints., This is particularly true of the young mother reclining on a

sofa with one arm along its back, The third painting "Visite a 1'Atel- 1(89)

ier" dated 1888 shows.the decline of the Japanese interest in Stevens!
work, We are showﬁ three Qomen in a studio which evidently belongs to
the one holding a palette and leaning on the easel on the right. Her
friend, dressed in outdoor clothes, is seated in front of her half-
finished work; both iook across to a female model seated on a sofa and
dressed in an elaborate robe, On the wall Japanese fans are fucked
behind the frames of scme of the many plctures, To the left hangs a
Japanese scroll painting. To the right an ornamental screen is mainly 41
obscured by the figures in the picture. Stevens"women, no longer
satisfied with admiring works of art, have taken up making them. They
have virtually given up the cult of the bibelot. The fashionable
interest in Japanese art declined considerably in the late 1880's as
we have noticed and Stevens' painting reflects this,

By examining these three paintings we have established that

Stevens' interest in Japanese art reflects its impact on Paris in the

~

1870's and 186C's. We may see "la Psyche" as a record of its early
fascination for artists, "Les Visiteuses" as an image of its fashionable
triumph and "Visite & i'Atelier“ as its sinking to a prop for those
with "arty" pretensions,

We must now'return to the‘possibility of Stevens as a creator of

s
an image of "modernite" as vital as that of Manet,
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The key to Stevens' alternative approach to "modernite™ is that
for him there was no crisis of "method". As we have seen, Manet and
his followers saw "modernite" in terms of a new technique and new
imagery, the two implied each other, For 3tevens,no new technique
was needed., He thought it possible to develop subject matter and poses
so as to capture the "modern", He did not therefore see Japanese art
in terms of a "linguistic" revelation as did Manet, except in the area
of the delicate poses of women in Japanese prints,

As Stevens' critics all remind one. ' .. Dumas fils wrote to him,
"Nous etions deux a peindre le monstre", when he sent him a copy of
"Ia Femme de Claude". Stevens clearly did more than record the super-
ficially fashionable. His choice of "L'eternel feminin" as his subject
was very modern, His record of women as socially engaged creatures is
also remarkably moderny OStevens' figures do not pose, they act out
roles - a remarkable phenomenon in an age which fashionable art set
women higher on pedestals than ever before, The drama of their actions
can easily be misread as pure literary sentiment. In this context it is
interesting to hear from Montesquiou that Stevens shared with other
"modern" painters the change that his work had no subject.

s
Des observateurs superficiels ont reproche aux
tableaux d'Alfred Stevens de manquer de sujets,

- parce qu'il ne peint ni des batailles, ni des
naufrages, en aucune de ces compositions que
Baudelaire range dans 1la categorie de "fureurs
stationnaires", Mais l'eternel feminin en proie

T, a sa perpetuelle inquiétude d° amour, composant
.. le billet doux, le disposant, 1técrivant,
1'épiant, le recevant, le froissant, avec toutes
les expressions correspondantes dans l'attitude
et 1és atours qui en ont diete, motive 1'emod,
quels plus dramatiques combats, quelles sub-
"mersions plus poignantes. 42

Given the modernity of Stevens' work we must now consider examples

of his paintings which use Japanese art.

In one sense Stevens "understood" the role of Japanese art as an

adjunct to life much better than any other painter of the time. Japan-
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ese objects retain theif appearance and material quality in his paint-
ings and partiéipate in the creation of an overall atmosphere, Stevens
understood the notion of "decoration" in the same manner as De Concourt
and the Japanese themselves., That is why he borrowed poses and flowing
draperies from Japanese prints and used devices such as mirrors to
create compositions of such overall cdns;stency and elegance.

This type of elegance‘is a means of exploring the nature of woman,
Stevens! paintings are not superficial society images. His women hold
an ambiguous role in their hard, bright environment, both creatures of
beauty, existing to give life to the beautiful objects arounl them and
at the same time tragically restricted by them and their role. Steveng
gives a true picture of a type of modern woman,

We must now examine the use of Japanese art in individual paint-
ings to see what part it played in the creation of Stevens' image of
women,

Montesqui@u thought fhat "La Poupéé Japonaise" then in Brussell
Art Gallery was Stevens' masterpiece. Unfortunately I have not been
able to obtain a photograph of this work, Montesquieu describes the
work as having a coromantel screen in the left corner. A woman in a
white dress full of delicate folds and lace trimmings, tinted slightly
rose Ey her petticoats, is holding and examining a Japanese doll. The
screen and doll were more than mere ornaments. They condition the
response of viewer both by their own aesthetic qualities and in the

case of the doll by its relation to and fascination for the women.

It is impossible to date Stevens' paintings exactly but it is
likely that most using Far Eastern objects were painted during his
residence at the rue des Martyrs, 1875-1880, :

"Le Masque Japonais" is typical of his use of Japanese objects to I(90)§
create an atmosphere of enigmatic feminity. |

Two women, s8itting one behind the other, in profile, looking left [
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to a grinning JapaneSe}theatrical mask on the left~hand border of the
painting. Thé close juxtaposition of the two profiles is often found in i
Japanese prints, notably in theatrical works, where it is used to evoke i
a dramatic relationship just as Stevens uses it here. 43

The painting depicts a clash between beauty gnd the beast with all
the enigma of the fairytale., The women are fascina@ed as if by a f
Sphinx,. |

"La femme en Gris" shows a very different use of Japanese objects.
This shows a woman standing in front of the open window to the left, in
the Japanese Salon., A small screen is introduced into the lower left-
hand corner of the composition and is balanced by the decorative
flowers with gold background in the upper right-hand corner, These
two elements add an exquisite painting to the juxtaposition of the
woman's figure against rectangles of the open window,

Stevens oécasionally took the "Japanese" atmosphere away from 2
direct reference to Japanese objects. In "Les Quatre Saisons", which I(91)éi
he painted for the King of the Belglans, Stevens personified each of .
the seasons as_an elaborately dressed woman, He was clearly following
the inspriatioﬂ\af\gapanese prints which took female costume as their
major expressive'ele;ént; Stevens took many devices to indicate 2
feminity from Japanese art.“In fLa Boule Argentéé", for instance, a 1(92)1'
fashionable woman contemplates her image in a silvered sphere set in a
garden. 'I‘hevuse-of a mirror surface by women is a common subject in
Japanese prints, but not in earliér Westérn a;t. Moreover the woman
and her umbrella are straight from a Japanese print,

The mirror takes on a predominant role in "La RoBe Japonaise'

which was the outstanding modern work in the "Exposition Historical de

1'Art Belge" in 1880, We see a woman's back and her reflected face as
gshe admires herself dressed in an elaborate flowered kimono, From her
right hand a fan dangles honchalantly, touching the lower border of

the canvas, The flowered panels of Stevens' Japanese salon can be seen
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reflected softly in the mirror,

The relationship between the back of the woman and partially
visible reflection is clearly inspired by the rhyming of costumed fig- !
ures in Japanese prints; note the double image of the right sleeve. ”
Stevens uses the mirror to give a naturalistic sanction to this rhyming,

It also,intensifies the expression of feminine enigma.

This painting has been dismisged aé a mere costume piece, but this
is to underestimate Stevens' contribution to the poetry of the modern.

Fashionable Japanese "costume" pieces were quite common in the
early 1880's but these show little of Stevens' subtlety. For instance
in the Salon of 1883 a M., L. Comerre exhibited "Portrait de Mlle. 43
Achille Fould", showing a young woman in a kimono holding up an open 1(935
fan in her right hand, the left on her hip., The work is competent but :
iilgar, the kimono has lost the intiﬁate appropriateness that it had in
Stevens "Robe Japonaise".

For Stevens, Japanese art was always an integral part of "modernite'.

He treated it as such in his work, There can be no doubt that it
contributed greatly to his conception of the modern fashionable woman,
Despite his limited subject matter Stevens' work does offer an alter=- ;
native "modernité" to that of Manet. He is far more successful than
Tissot who used Far Easfern art in relation to modern subjects but

. {

without Stevens' integrity or conviction,

We must now turn briefly to less successful artists who have been
linkedkwith Japanese art, The painter Joseph de Nittis, a friend of %
De Goncourt, Degas and many other Japanese enthusiasts, was a collector
of Japanese art, ' 45

fhe Japanese influence in his “"Retour des Courses Boulevard du |
Boulogne" has already been discussed. I have been unable to find evi-
dence of Far Eastern 1nfluencé in any of his other works, Indeed in

S
his autobiographical "Notes et Souvenirg" he makes only one reference



to Japanese art., In 1875 when it had just become highly fashionable
he wrote of seeing a Japanese walking in the parks of Paris after a .
snowstorm and the vision it gave himj
| Et j'ai comme un vision du Japon de cette douce
vie de reveurs & qui suffit une jonchee de
choses blanches, pluie de neige ou pluie de
fleurs, existence pour laguelle je suis fait,
peindre, regarder, rever. ° , , 46
Nonetheless this note is a further indication of the relation of
the Japanese example t6 an.artiStié ideal of a harmonious life in a
perfect environment. We have seen that many critics praised Japanese
art as a reflection of this sort of life and there can be %o doubt
that it influenced de Nittis and many others, without necessarily pro=-
ducing any direct forﬁal parallels in their own work., Another painter
associéted with Japanese art was Fantin-Latour, Like de Nittis his work
shows very little evidence of its influence. In the 1870's he painted
a great many flower pieces‘gnd some of these are simply arrangements
.of flowers and foliage across the picture surface without vase or
intelligible setting, much as one sees in Hokusai's flower prints. He
also used the asymmetrical‘cutting off the elements in the composition
of some of his still lives, On the whole however Fantin made little use 47
of the Far Eastern example after 1868, . E;
Printmakers as well as paihters involved themselves in the vogue
for Japanese subjects. A good example of this is Felix Buhot (1847 -
1898) who was a popular artist and printmaker in Paris, He took an
' important tole in the printmaking revival of the 1860's and 1870's, 49
He designed the business card of the Sichels in the 1870's and one for
another dealer in Oriental art, Labriec, of 39, Boulevard des Capucines, I(94)?E

which he dated 1876, In it he juxtaposed an image of a Chinese man and

woman surrounded by Far Eastern works of art on the left with a view of
the Seine on the right, aléo'incorporating Oriental works of art.

However it was only in the 1880's that Far Eastern subject matter became



evident in his work.

He designed a cover for a march, "A Monsieur Bing, Marche Japonalse
par Adolphe David". This showed a Japanese on horseback, several
Japanese girls, dragons, pagodas and other Japanese subjects.

In 1885 he published "Japonisme dix eaux fortes, par Felix Buhot,
avril 1885", The ten etchings were modglled on pieces in the Burty
collection, It is unfortunate that I have not been able to find a copy
of them. Théir subjects included several bronzes, an inro with three
musicians carved on one face, a theatrical mask and lacquer and por=-
celain vessels,

Several other prints made in the 1880's attest to Buhot's interest
in oriental subject matter, “Cabinet de lecture au Japon" showed four
Japanese seated on the floor in traditional manner talking, with a
decorative panel of Japanese characters to their right. This plate
was signed "TOHUB" in a pseﬁdo.Japanese manner as was "Le Poisson
Volant" which showed a Japanese looking at a flying fish above his head.

In 1887 Buhot made "Baétéme Japonais" which showed a portrait of
his owﬁ child surrounded By various Japanese images qnd objects under
the moonlight. This was probably the latest of his "Japanese"'prints;

The use of Jépaneae images in prints such as Buhot's is very simi-
lar to thé use of Japaneée oﬁjects in the work of Tissot and Stevens as
tokens of fashionable mbdernism. Bé;é;it;/published Qn 1llustrated
letter by Buhot, with a drawing of a clutter of objects at the top of
the fage amongst which Japanese bronzes, armour and fans aré clearly
recognisaple.

The relation of Japanese objects to printmaking at this time is
further underlined by a frontispiece for ﬁhe first volume of Beraldi's
wLes Graveurs du Dix Neuvieme Siecle" by J., Adeline of Rouen published
in 1885, In the lower leff—hand corner appeér a range of Far Eastern

objects, Juxtaposed againsf‘tyo views of medieval Rouen,
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As in Buhot's card fériLabric the character of a French city is
juxtaposed directly with Far Fastern objects to suggest their relevance
to each other; In the case of Adeline there is also the association of
Japan with the middlé ages . in Europe,

It has been shown in‘Section One of this thesis that the graphic
qualities of Japanése ért'had little influence on the development of
the styles of printﬁaking in Europe in the 1860's, It would seem in
general that this is also true of the 1870's and 1880's, Etching
dominated the development of printmaking du:ing this period, However
far it was developed froﬁ a purely mechanical means of illustration
it was not possible to use it in the manner of Japanese prints or
drawings, because it relied for its effect on an accumulation of fine
lines, noné of which on its own, had that pictorial significance and
directness central to Japanese art,

A key'example of this problem is the work of Georges Bigot, a
painter who studied under_éarolus Duran, Gerome and under Buhot, where
presumably he became interesied in Japan,

Ph., Burty owned three albums of his work containing "Scenes de la
vie populaire, types de la rue au Japon, Une chasse; un diner'", Two 56
albuﬁs by him are to be found in the Victoria and Albert collection.
The first "Croquis Japonais" is dated quio 1886, showing that B%got
was in Japan in that year. It consists of a series of dry points of

various Japanese scenes, They are sometimes very weak in drawing and

T R

generally fail to express thelr subject properly., Bigot has clearly I(965

taken on the impossible task of using etching to express the Japanese
mode of life and hé fails for us because we are used to relating
Japanese wood bloék print, Clearly Burty di;?iiink this work as poor
as modern taste ddes and‘this’indicates once again the gulf in attitude
to Japanese art and imagery that exists beiween modern times and the |

later nineteenth cehtury. For Burty, a curious form or image could

a-e
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aesthetic significance based onbits agsociative an& anecdotal qualities
independent of the medium in which it was recorded. |
The second aibum, "Le Jour de 1'An au Japon", was obviously made :
in the 1890's, though it is undated. It consists of black and white, 1(97);
block w00dcuts, which made great use of silhouettes, It comments j
comically on the Europeanisation of Japan. While the prints are no
better technically. than the eérly album they do have a closer corres-
pondence to their theme, This proceeds solely from the employment of
the woodblock print which became fashionable in Furope in the 1890's,
As we have seen,vBracquemond and others also turned to woodcuts in the
1890's and one must speculate that the emergehce of the black and white
woodblock print as a fashionable form in the 1890'3 in Europe was the

result of the pressure of the Japanese example on the European tradition

R L A o B e B AT BT e e

of engraving and etching. This was certainly the case with illustrators
such as Beardsley as I shall show in the next chapter of this thesis, %f

Bigot's interest in Japanese subject matter and his visit to Japan

A e TS

underlines the close link betkeen the "fashionable" artist and the

travelling topographer. We must now examine the work of artists who g%

RO 0 A L

travelled to Japan and who confributed to the development of its image
in Western culture, f 3
The career of the most significant French artist in this category,
Felix Regamey, has already been discussed in connection with the
development of the Mung.Guimet. I have selected Mortimer Menpes, an g?
Australian working in England, for special study in this chapter, as
he is probably the méet significént English artist to make the journey

to Japan,

However before I discuss his career in detail it would be as well

B S R

to present a brief resume of information about artists travelling to

Japan in order to paint it and study its art was, in general, a conse-

quence of the Japanese fashionable success in the 1870's, in particular
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Paris in 1878, Thus the artists we are concerned with worked mainly

in the 1880's, Most earlier travellers concerned with art were traders ; 

or collectors. Though as we have seen,yKyosai had already received s

visits from several Furopean artists by the time of Regamey's visit to

him in 1876. In that same year-a school of art was set up in Tokyo,

partly to introduce Western art to Japan and three Italian academic

artists,'Antonio Fontanesi, Vicenzo Ragusa and Gioyanni Cappelletti

were employed on the staff., However it is doubtful that they showed

much interest in Japanese subject matter. 58
However another_European brought to Japan took a considerable

interest in the native art., This was Joaiah Conder, who became the

first head of the Tokyo school of architecture in the same school in

1877, He was a pupil of Kyosai for some 12 years during his period of

work in Japan, His book oﬁ the artist has been discussed above, He '

aiso made drawinés of Japanese subjects which occur as illustrations

in many books on Japan (including Dresser's account of his travels

there) and in his own wrifings. Conder's fussy detailed images had 59

considerable influence on the fashionable conception of Japanese build=- .

ings, gardens.and landscape.

e g AR T RIS Sasb o T S i

Artists who came solely to paint Japan began arriving around the
mid-1870'§ and their work waé first shown in Europe in the early 1880's.
A hundred and one paintings of Japan were shown by tﬁe American artist,
Alan Géy in the 1883 Japanese exhibition organised by Louis Gonse. He
had been in Japan for elght years previous to this, having expected to
stay only a few weeks, '

Gonse believed his work to be the first '"representation vraiment

exacte et scrupuleux du Japon", Gay's paintings included views of 60
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Yokohama, Lnoshima, Tokio, Kioto and Kobe and some studies of costume
and flowers, Unfortunately 1 have so far been unable to locate any of

his work. l ‘ E




I have been more fqrtﬁnate with another traveller to Japan, Alfred,
léter Sir AlfredlEast. In 1889 the Fine Art Society, following its
interest in themes related to‘the Aesthetic Movement, which had included
exhibitions of Japanese art, commissioned him to go to Japan to record
"the physical features of the country inhabited by a race which had

produced such marvellous work".,
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East épent a yéar‘in Japah and as a result of his work there he was

~

eleéted Honorary Membe£ of the Meiji Bijutsu Kwei - the Japanese
Academy. | |

In 1890 a hundred and six of his paintings were shown as exhibi-
$1on 73 of the Fine Art Society. The Fine Art Society still owns one
of the three, No, 28,‘"Fujijama‘froh Hara" a small oil painting in
flat decorative tones,

The Victoria and Albe:t owns two watercolours, "Lake Biwa" and
"TLe Fox Shrine".

They are both highly competent and decorative watercolours, in
flat areas of bright‘colours.' They show‘a considerable interest in the
study of light and atmospheric effect. They ére typical of a great

number of late Victorian and Edwardian watercolours, They appear

to have been highly popular., Nearly all the paintings were of land-

scapes or buildings, only one, No. 47, "O Ume San - Miss Plum Blossom" :I:évﬁ) 3

was a figure painting, "a young lady with a sunsh;de, surrounded by a
blooming plum tree",

Most of the artists who travelled to Japan concentrated on topo=-
graphical work., The only Japaneée influences detectable in their work
are the decoratife flat areas of bright colour shown in East's work,
The broad wash style of water colours of whom the most famous recent
exponent is Russell Flint, owed its characteristics, in part at least,
to the Japanese example, The opening of the "Japanese Gallery" at 28,
New Bond Street, in 1892 shows how populér Japanese subject matter in

Western paintings had become, It gave exhibitions of several painters

3




of Japanese subjects, including Alfred East, and two in 1892 of work by
Séi Tei Watanabe, the Japanese artist who had acted as an official in
the 1878 Japanese exhibition in Paris.

It is against this background of considerable popular interest in
paintings of Japan that we must consider tkework of Mortimer Menpes.,

Menpes was an Australian yho arrived in London in 1879 at the age
of 19 and spent two years studying at South Kensington as a student of
Sir Fdward Poynter. He was then “rescued" by Whistler and together with
Walter Sickert became a leader in the group of "Followers" that Whistler
had around him in the '80s after his reverse at the Ruskin trial and his
loss of the White House.

Menpes assisted Whistler in several of his enterprises during this
period. Whistler prihted many of the etchings from his Venic set in
Menpes' studio and Menpes was a loyal lieutenant during most of
vhistler's campaign as president of the British Artists. It was during
this period that Menpes became interested in Japanese art. Whistler
undoubtedly pointed his followers in this direction;

Rembrandt in our opinion did not occupy much of

a position, Canalletto and Velasquez we placed
high but not, of course, on the same plane with
Vhistler. The only master with whom we could
compare our own was Hokusai, the Japanese painter,

Menpes was a recipient of the discussions of nature in terms of
Japanese screen painting that George Moore once intefrupted with
challenging remarks. For the painter, Whistler's followers believed
tnature should be tilted forward and without distance - a Japanese
screen, a broad mass of tones - a plece of technique. The face in a
portrait should not Be moie impqrtant than the background. The moment
you realised that it was a face, the literary art came in, and you had
better give it a cup of tea or pull its nose".

Menpes abandoned the anti-literary - or rather anti-realistic,

aspects of this belief, but as we shall see, his work retained on over-
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all flatness and relied much more on a juxtaposition of tones than on
drawing.

In 1887 as a result of Whistler's enthusiasm, Menpes determined to
visit Japan "with the intention of studying for myself the conditions
of Art in that country and the problems which Japanesé art in its latest
phases presents to the Western mind. I was, I believe, the first artist
to visit Japan solely for the purpose of studying the methods of Japan=-
ese art and of learning all the lessons from it and from Japanese
artists.....Japan was still for me what it has always been, and what I
trust it will continue to be, the most characteristically, the most
intensely, artistic country in the world. It seemed to me that an
English artist fahiliar with most modern craft in Europe could not but
learn much by a sojourn in Japan, could not but bring back with him a
" wider knowledge and a riper experience."

Menpes' attitude to Japan was clearly inspired by Whistler. Menpes
kept his plans secret until he had left, realising that Japan should
have been "reserved for the Méster", to whose work Japanese art was so
central. Whistler adoptedva permanént emnity towards Menpes as a
result, his reasons for doing so have been discussed above,

Menpes went on té pursue a career as a topographical artist. He
exhibited a series of paintings made on his visit to Japan at Dowdes-
wells, 160, Bond St., in 1888, There followed several other Journeys,
for instance, to India with an exhivition in April/May 1891, then
Venice May/June 1892 and to France, Spain and Morocco with an exhibition
in May 1893. - He also visited Burma, China, Mexico, Palestine, Egypt,
Turkey, Greece and Spain, and thé Western European countries, making
paintings, which he subsequently exhibited. He made a second visit
to Japan in 1896 during which he wrote articles for the Studio.
Fortunately he published several illustrated books in collaboration

with his daughter Dorothy which enable one to form a reasonable estimate

of his work.
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It was aiso possibie to exaﬁine some of his paintings in recent
exhibitions in London., A copy of the prints from his 1888 exhibition T1
can be found in the print room of the V. & A.

During his first visit to Japan Menpes did indeed study the art-
ists of Japan. He claimed to have met and watched over sixty artists
at work at gatherings in the houses of Japanese art connoisseurs, 72

He noted the deterioration of Japanese work as a result of European
influences and went so far as to make épeeches to the Japanese condemn-
ing the idea that it was necessary to pander to the foreign market.
Throughout his writings on Japan, Menpes raises examples of this, for
instance he condemns tﬁe European liking for black and gold lacquer
screens, pointing to the japanese taste for beautifully painted screens
on light backgroundé. He also saw the work of some Japanese‘who had been
taught Western painting by an Italian at Kioto and found it poor and
feeble compared to their work in their own native style.,

Only the master, Ky&sai, was exempt from the charge that he lowered
the standards for the European market, Menpes thought all the artists
he met had a style in common with the master, He spent a day with him
at the house of Captain Brinbkley, an important collector of Japanese
art for whom Kyosai had péinted some screens, In his 1888 article he 13
gives a long description of Kyosai's working methods and his opinions,
Kyosai thought that most European paintings looked alike, and Menpes was
able to confirm this impression from his own experience as a member of
the hanging committee of the British Artists during Whistler's presi-
dency. Menpes goes further and claims that Japanese works are more
original and individual, thus fiying in the face of current Western
opinion.

Kyosai dismisséd the notions of plein air painting and immediate
recording of poses from naturej

It is a hindrance to have the modél before me when
I have a mental note of the pose. Wiat I do is
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a painting from memory, and it is a true impression,
I have filled hundreds of sketch-books, of different
sorts of birds and fishes and other things, and have
at last got a facility and have trained my memory .to
such an extent that by observing the rapid action of
a bird I can nearly always retain and reproduce it,

I have discussed the importance of Menpes' beliefs for Whistler's

attitude to Japanese art earlier in this section. However it is necessary

to give here a brief account of Méﬁpes' beliefs abcut Japarese art to
point to the relationship between them and his art, The case of llenpes
parallels that of Stevens, iﬁ fhat Menpes expresseé the current critical
assessment of Japanése art and does so in a manner which shows that he
understands it and its implicafions for cdntemporary art, However his
art takes a form very different from that of Whistler who expressed many
similar ideas, As‘with Stevens' relation to the modernité of Manet,
Menpes presents us with the problem of an alternative response to Japan-
ese art associated with the same assessment of the Far Fastern example
that led to radical innovation in Whistler's art.

As with Stévens,‘thefe is a paradox in Menpes' work, I shall show
that he understood fully the implicationé of what he saw in Japan and
yet remained limited in his own art té a treatment of Japan as a genre
subject. It is also necessary to revalue the historical significance
of this genre treatment, which is intimately related to the role of
Japanese imagery in Whistler's work in the 1870's and 1880's.

Menpes stresses in hisbwritings that Japanese art is "natural",
but as we have seen he takes the view fhat the natural is identifiable
with tﬁe typical as arrived at by observation of nature then reconstruc-
ted in the studio. |

He compafes the Western énd Eastern methods of training and stigma-
tises the drawing of a bright white plaster cast with black chalk as an

absurdity, since it is a dénial of "its exceeding whiteness" which is its
first and predominant impression,

Western life drawing was condemned as firmly. Menpes gives the

14
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example of an Atlanta represented by a model “strapped up" in the studio,
which students are expected to reconstruct, beginning with a drawing of

her skeleton.

Then, when all is completed, the poor dear lady is
expected to run her immortal race. Of course by
this time there is no action in the figure at all...
Would it not be far better that these students should
go out into the street, after the method of the Japs
and watch some girl as she runs and jumps in the
sunshine, with a soft wind blowing her hair about
her head and her gown about her limbs, and then

come back, and, with a memory of the beautiful
inspiring scene still fresh in their minds commit
their impressions "hot and hot'" upon the canvas
before them., ‘

Menpes thus saw Japanese art as liberating and natural, in contrast
to Western academic art, and his proposal echoes the ideas of Lecog
Boisbaudran which pointed the way to the first appreciation of Japanese
art over 25 years before and which run through subsequent "realist"
criticism and art.

Menpes also believed Japan to be a "nation of artists" and on
several occasions points to the universality of good taste in Japan and
draws the analogy with Greece which has been shown to run through
appreciation of Japanese art throughout the period of this thesisj

What an educated-artistic Japanese would think of
some of our so-called "Japanese rooms" I shudder

to imagine, But let me ask - and this is much

more to the purpose - what would an uneducated
Japanese think? And let me give my own answer.

He would be as much surprised by any bad taste or
bad art as his educated superior would be, This

is the burden of my argument - that art in Japan

is universal and instinctive, and therefore

living; not an artificial production of a special
class, and therefore not living. Art was certainly
a living thing in the best days of Athens. 76

The importance of decoration as part of the concerns of the artist
is often raised by Japanese art and Menpes would obviously have been
impressed with its importance by Whistler, Menpes eventually created

his own Japanese house in London,

Menpes pursues his claim that Jépan is & "living artistic society"
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by giving numerous examples of the taste of Japanese craftsmen who
worked for him, When fér instance he designed special frames for his
Japanesevpaintings. these Qorkmen showed great interest in making them
and in their aesthetic function which was unknown in Japan, The most
important aspect of the Japanese aesthetic for Menpes was what he called
"placing", which ié a term,for a generaliéed attitude to "composition",

Menpes claimed théi evefy aspect of the Japanese.environment;
flower arrangements, shop windows, costume and even the landscape itself
was é result of careful plaqing. Wbiks of art were the natural expres-
sion of a society in which man imposed harmony on all aspects of his
experience. Menpes tells the story of his failed attempt to arrange
a collection of fané in his house in Japan and how a Japanese artist
was persuaded to arrange them to his own taste,

The task took him about two hours, playing, arranging,

adjusting and when he had finished the result was

gimply beautiful, That wall was a perfect pictures

every fan holder seemed to be exactly in its right

place and it looked as if the alternation of a single

one would affect and disintegrate the whole scheme, 11

The relation of the concept of placing to Whistler's method is
clear, it raises the qﬁestion as to how far Menpes saw Japan through
whistler's eyes, at least on his first visit. I believe this is not so.
The consistency and originality of Menpes' account of Japanese art
puggests on the contrary that he independently rediscovered the source
of much of Whistler's aesthetic and that it was for this crime that he
was banished from the Mastgr's circle,

There is no need t§ repeat Menpes' account of Kyosai's method which
we discussed in relation to Whistler and elsewhere. However it is
essential to stress Menpes' description of the incisive directness of
Kyosai's technique,in particﬁlar the value that the Japanese placed on
unbroken flat tones. |

‘When he ﬁegan there was no fishing for tones, as on

the average pallette., No accident. All was sure =~
a scientific certainty from the beginning to the end.
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The picture was a portrait of a woman., It displayed
enormous facility and great knowledge, but altogether
it pleased me less, No attempt was made at what is
called broken colour, A black dress would be one
beautiful tone of black and flesh one clean tone of

flesh, shadows growing out of the mass and forming
part of the whole, © 178
Here Menpes can be seen to rejecﬁ one essential aspect of Oriental
technique = the direct use o} a liquid medium, without washes or breaks,
This furnishes a clug as to the limitations of hié own technique which
seems a compromise between Japanese and European approaches, conditioned
by the use of Buropean media.
Menpes' exhibition of "Paiﬁtings, Drawings and etchings of Japan"
was shown at Dowdeswells in 1888, Unfortunately the catalogue does
not indicate which of the paintings were oil and which watercolour. :
This makes it difficﬁlt'to rely on the reproductions in his 1901 book |
when reconstructing the exhibition as these apbear to be mainly water-
colour and may be copiés from éils, or even different works with the
same title, However I have identified several works as being undoubted-
ly in thé 1888 exhibition, One of these was No, 82 in that exhibvition, 79
"The Giant Lantern", described thus; 1(100
'Exterior of a temple., The beautiful check design
on the inner surface of the dovecote - shaped
awning of the lantern is a marked and peculiar
feature of ornamentation of Japan, It occurs
everywhere.
This work is typical of many city views in the exhibition and its
flat, occasionally gketchy technique, is typical of those works by
Menpes which I have seen. »
The dominance of the work by the large lantern with its red design
is typical of Menpes' borrowing of a Japanese device., The lantern, the
check canopy, the temple notice board to the left and the wooden beams
around the temple entrance form a strong graphic structure. Its flat

pattern covers a considerable surface area of the painting and it thus

acquires a dramatio‘relation‘to the scale of the people beneath the
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lantern. Similar large scale graphic designs can be found in Japaneae
prints - on ship sails, lanterns aﬁd most notable of all, on the c¢lothes
and banners of the leading protaganists in the Chufningura. In the
prints they function in the same manner as the lantern in Menpes!
painting, producing a dramatic effect by means of a ¢ravhie one,
Menpes does not however follow through this eraphic quality into
his depiction of the temple, visitors and the tree in front of the
temple. Here he relies on tonal distinctions and line drawing of the
Western variety. These tonal qualities derive partly from Whistler's
teachings about Oriental art and partly from the lknglish tradition of
tonal landscape painting which began with Cox and continued through the
nineteenth century in a line of small masters, mainly water colorists,
Similar graphic devices can be found in many other paintings from 80
the 1888 exhibition. For instance, No, 75, "The Red Curtain", shows a  1(101
preat red curtain across the entrance of a shop with a large moon on it, |
tilted down to the right. The curtain is extended by a similar canopy
ahove if. In front of this slender tree trunks cast shadows on the
peometric design and produce a subtly balanced design. Once apain the
landscape around this basic design is in a tonal manner and ig not so
successful, The general composition of this work is an excellent
example of the practical application of Menpes' idea of "placing"
derived from Japanese art.

Some of Mecnpes' paintings approach Japanese subject matter more

closely; for instance, No, 18 "Daughters of the Sun, Dancing-girls in I(10?>

grogeous crepe dresses, waiting in the sunlight to be driven to som:
entertainment", This shows seven girls in brightly coloured and 81
patterned kimonos standing, some in shadow, some in bright sunlight,

in the courtyard of a building, The design is further assisted by

the paper umbrellas which they carry. Menpes' painting is almost

entirely in tones, with very little detail drawing even in the patterns,

although the poses of the girls clearly derive to some extent from
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Japanese prints. The painting is a very successful reconciliation of
colour, tone and pose. Menpes makes considerable use of the density of
colour and brushmark obtainable with 0il colours in works such as this, |
It has been suggested that Menpes relied greatly on photographs in
all his work from Japan.'Aaron Schagaf notes that George Moore casti-
gated Menpes for his misuse of photographs in "Modern Painhﬁmj" pub-
lished in 1898, and asserted that the painter farely drew from nature.
S;harf also cites a letter from Sickert to the periodical "Whirlwind"
written in 1890 in which Sickert pointed out the importance of
"instantaneous photography" in Menpes' sketches of Japan. 82
Professor Scha#%f accepted the form of Menpes' art as indisputable
evidence of dependence on photography to the extent of copying. He '
does not however offef a comparison of Menpes' work with a photograph.
I have argued above that Menpes' composition and technique were greatly
influenced by the Far Eastern example and that the form of his paintings
can be largely explained in these terms, Sickert's observation was not,
I think, intended to suggest that Menpes made coloured transcriptions of
photographs, rather to point to the visual accuracy of Menpes' work, to
strengthen which the artist made use of photographs as references,
In fairness to Professor Schafrf it must be said that I have found
a photographic precedent for the pose of one of Menpes' paintings, 83
"The Child and the Umbrella", No., 68 in the 1888 exhibition, 1(103)
A photograph taken by Hugues Krafft and reproduced as the frontis- 84
piece of his book "Souvenirs de Notre Tour du Monde" in 1885, shows a I(104)
girl with an umbrella open over her shoulder as in Menpes' paintings.
The graphic impact of the spokes and circle of the umbrella is the same
i{n each but the costume, expression of the girl and the background of
the phdtograpﬁ are totally unlike the painting by Menpes,
In fact this pose is found in many early photbgraphs of Japan,

jncluding Beato's album of the 1860's, and in my opinion derives from
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the use of the umbrella as a graphic device in prints, and, more
importantly, as an expressive device in the Japanese Kabuki theatre,
It is clear that many early phdtographs of Japan feature actors. More=- "
over we know that Menpes hired the troupe of a small theatre for a day
for three dollars during his 1887 visit to Japan. The traupe presented
him with a series of tableaux which he sketched and reported them to !
be "just like a Japanese picture book", : ' 85
Indeed for;Menpes, the theatre became the paradigm of Japanese
arts and he wrote a great deal about its visual basis, noting that a
theatre manager planned his performance in a series of sketches,
Menpes' belief that the whole Japanese environment was harmonised
through placing was extended to photographs by the Japanese,
You never by any chance see a photograph by a
Japanese looking in the least like a European.
If they photograph a group they will be sure to
place that group near a great bough that juts
just across the picturej they cannot help it -
seems to be in the blood of the Japanese to be .
decorative. , 86
Clearly Menpes' use of photographs was not a depariure from his
basic view of art and of the value he placed on Japanese art, More=-

over, at least in his 1888 exhibition his works were based on studies

direct from their subjects, As is usual the role of photography in the
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formation of an artist's style 1s inseparable from other influences
and from his aesthetic,

A large element in ﬁenpea' work was designed to appeal to popular
taste for the anecdotal and sentimental. Amofist the titles in the 1888
exhibition are No; 130, "Dignity and Impudence", and No, 131 "Bubbles",
I have unfortunately bgeﬁ unable to find pidtures of these Japanese
versions of famous works by Landseer and Millais. The same is true of 3
literary paintings, No. 134 "The Woman in White" and No., 137 "The 0ld
Curiosity Shop".

In another case he drew on a more popular success, Painting No.26
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was entitled as "Threé dancing-girls in their gorgeous dresses attended
by their duenna"., The girls' mouths are painted scarlet. Japanese
dancing and singing women always colour their lips, sometimes an intense i
red, sometimes a dark bronze., These dancing girls are in a tbom at
night with light strong upon them. ° ,
This work was engraved, rather badly, for the Magazine of Art by
0, Lacoir, ‘ : 86
Menpes' choice of subjects in these works was clearly dictated by
current fashionable taste in England, however this does not necessarily
detract from the value of his work., Indeed in the case of the borrowing
from/yhe Mikador Menpes' response was to a taste for Japanese subjects.
Moreover as we have‘seen, Menpeg' style did retain some integrity and
was in many ways dependent on the Far Eastern example.
One further, popular, aspect of his paintings must be mentionedj
that is the number of works whose subject was children., These consti=-
tuted about an eighth of the exhibition. Menpes believed that "It is é
in the children that the national, artistic and poetic nature of the :
Japanese people most assuredly finds expression", Japanese children 87

had become famous in the ﬁopular mind for their natural innocence and

good graces. Menpes contributed to this with works such as No.34,
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np Jap in Plum Colour" or No, 117 "News", described as "Three Japanese
children, two girls and a béy, have gbt hold of a Japanese newspaper
and are reading it as they run. The vivid scarlet lanterns form as '
usual, a characteristic feature of the street", I(105)?
It may be said that Meﬁpes was simply exploiting popular taste
in these paintings, éspecially since he later produced a book '"World
Pictures of Children". However I believe he sought the genuinely

characteristic subject matter of Japan, and children were part of this,

The two portfolios of etchings and drypoints that Menpes showed

with his paintings in 1888 are not very impressive, Menpes followed the
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example of Whistler in the use of a criss~cross pattern of faint lines
and in the printing of all the plates himself so as Lo assure, as he
said in the catalogue, the "necessary tenderness and sympathy of work- /
manship". The plates were etched in Ingland and are reriderings of
paintings, mainly watercolours which he did not exhibit,

Print No,13 "Baby and Baby" for instance; is a reversal of a I(106)
painting later used as an illustration in Menpes} book "Japan, a Record
in Colour". Anothei of the more successful prints is No.16, "My Lady
Chrysanthemum"., On the whole however the Whistlerian print technique
is illsuited to Menpes® éubject and the‘prints are not satisfying.

Menpes' second visit to Japan, in 1896, also produced a g:eat many
paintings and an exhibition at Dowdeswell's in 1897, It is unnecessary
however to repeat my discussion of his work in respect of this, since
his style remained the same though perhaps more influenced by European !
academic ideals and by the compositional possibilities suggested by g
photography. This is clearly seen in a work such as "Procession of 1(107) ;
Archers" which was made inv1896. George Moore's charge of misuse of g8 i
photography is more appropriate to these later works Sut even in these
it is not fully Justified.

Menpes published two illustrated letters from Japan in the new art

magazine "The Studio", whose editor Charles Holme was a Japanese enthus-

iast. One was on the Japanese affection for flowers, the other on

Japanese river scenery, They repeat Menpes! view of Japan as a land of &9

universal harmony and are oinamented with a great many of his drawings, I(108)
Menpes' second visit to Japan had as its primary purpose the commi-

ssioning of decorati?e work for his newly built house, 25 Cadogan Gardens,

designed by A. H. Mackmurdo, : ‘ 90
Working through a Japanese merchant, who he nicknamed Inchie, Menpes

was able to get woodwoik, métalﬁork, scréens, embroidery, paintings and

carvings made tb the specific dimensions of his new house, He commissioned

a hundred individually ﬁade bronze electric light fittings, all varying
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slightly in désign, and all his doors were individually lacquered, He
even worked in a Japanese pottery himself, painting a group of flasks
for use in the decoration of his home. | | 1(109)

The prize amongst all these works was a piece of wood 9' x 3°',
carved with a chrysanthemum pattern which Menpes fixed in his hall,

When Menpes returned to Eurqpe he Spent over two years super-
vising the workmen who assembled all his goods,

Menpes'! house was cléarly intended as a sucéessor or rival to the
White House, Chelsea, He even repeated Whistler's experience with
painters who persisted in adding ffill" to their wall paint despite his
instructions. A full discussion of Menpes' house would be out of place
in this thesis, However 1 give-some illustrations,‘taken from an arti- 91 ,
cle on the house in "The Studio", I(110)§

These make it clear that Menpes carefully adapted the Japanese |
aesthetic to the demands 6f an Inglish house and more particularly
aimed at a blend between it and the developing architectural style of
Mackmurdo, Voysey and the "Arts and Crafts" movement, The result was
highly successful and it ié probable that Menpes activity had a great

influence on the new architecture.

It is clear that Menpes was far more than an unsuccessful follower

@

of Whistler and his role in the development of the English cultural

image of Japan and as a transmitter of Japanese influence is considerable.
Like Stevéns, Menpes' career points to one of the main arguments

of‘this thesis, that nineteenth century art was a complex organic whole.

Stevens is not in any sense an inferior Manet, but he does create iméges

of "modernite" in a sympathetic relation to Manet's art., DMenpes is not

a pale imitation of Whistler but he does create images of Japan which

relate sympathetically to Whistler's arte In both cases the artists

avow aesthetic beliefs apparently similar to their "great" associates,

yet in both cases their art has individual strengths. I have attempted

to explore these relationships in this chapter and to broaden the
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problem fo include other "minor" artists who were interested in Japan,

A final point must be made. The artists in this chapter are more
typical of the developing artistic tastes of the 1870's and the 1880's
than any others studied in this section of the thesie.‘ In placing their
activities closer to those of the "major" artists of this period (as
we judge them now), I hope to establish that the major artists were far
more involved in the_generalvaesthetic concerns of their time than has

been realised.

o s e

I
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The Japanese Contribution to Western Visual Fantasy and Fairytales,

A Brief Discussion of the Work of Crane,‘Rops, Redon, * and

others, and of Huysmans' writings on Fantasy,

Throughout this thesis I have drawn attention to the high value
placed on Japanese images of ghosts, spirits, monsters, and chivalric
1egends’ae they were.depieted in Japanese art, From earliest writings
of Alcock aed Dresser to’'the critical eieborations of Huysmans, the
Japanese genius for the creation of convinclng fantasy images was highly
valued, as an aesthetic activity. Creation, rather than arbitrary
invention was the keynote to this recognition. Japanese fantasy was
praised for its visual cohesion, The fantasy wo:ld was complete and
Japanese monsters had a’cohereﬁt organic vitality whether in bronze or
on paper. We have noted that Chesneau emphasised the contrast of vital 1
Japaneée monsters with the iifeless dragons of Ingres., In general,
sympathetic critics regefded'the Japanese ability to fantasise as
evidence of‘tremendous vitality; on a par with the ability to observe
and represent nature with great accuracy. This perception of the
Japanese fantasy.world may be interpreted as the appreciation of the

strengths of a‘stable culture by a dynamic culture., The advance of

"modernite" had; perhaps unintentionally, robbed Western fantasy

images of their cultural significance, Howeverbit remained possible to
admire the Vitalify inlthe fantaey art of other more integrated cultures.
Another interpretation of the importance of Japanese fantasy art is

more appropriate to nineteenth century Ingland than to France. It is

clear that moral pressures on English life at that time forced many

people to expressrtheir m§nd'e diversity in fantasy tales where they

were free of irrelevant questioning, Ruekin also wrote fairy tales,

This need for fantasy may have created a ready appreciation of the

role of fantasy in Japanese art, - 2

Moreover there was a great interest in Japanese fairy tales and

ghost imagery am°n86tWéstern writers. Andrew Lang the famous collector



and writer of fairytales, wrote an article called "Some Japanese Bogies"
for the Magazine of Art, in which he declaredj

Our ghosts are to the spectres of Japan as moon-
light is to sunlight or as water unto whisky.

He illustrates many "Japanese bogies", including a "chink and
crevice bogie" and a "Storm fiend" from contemporafy Japanese prints,
The "Storm fien@" was clearly the model for fhe illustration of the
wind in R. Hugﬁes' "At the Back of the North Wind", later reprinted by
walter Crane as an'example of good book design. This is an early
example of the direct absorp?ion of a Japanese fantasy image in Western
fairy tales. | |

For whatever feasons from the 1870's there was a general interest
in the revival of the crea?ion of fantasy images in kurope. The work
of Moreau and qf Burne Jones may stand as examples of this, It must
be stressed that this activity was regarded as aesthetic in itself, not
as an excuse to make art. In the twentieth century artists have either
forgotten fantasy or created a theoretical basis for it which has
changed its nature to th#t of a philosophical exercise, an excuse for
art rather than an acceptable end. Nonetheless fantasy as an aesthetic
end has continued in the popular arts, The outstanding example is the
animated cartoon and the work of Walt Disney in particular. This is an
interesting case of the continuity of Japanese influence on Western
fantasy in a public, commercial context. Scenes like the controversial
"wWitch Scene" in "Sno; White' depended to a large extent on the Far
Eastern example for their design and dramatic effect,

I mention this to show that this ch#pter is not an extended foot-
note but rather a sketch. The Japanese example had an enormous effect
on the content and formé of Western fantasy art both private and popu-~
lar, commercial varieties., By its very nature this contribution is

generally much less accessible than other aspects of Japanese influence.

The Japgnese example offered an entirely unknown mythology, pre-
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sented with a total conviction throughout every form of Japanese art,
Moreover mid—nineteehth century Japanese art in particular, con-
cerned itself with making monsters in bronze and lacquer and with images
of heroic deeds in prints, One only has to think of the work of Kuni=-
yoshi for a multitude of spectfes and ghosts to appear in the mind's
eye. o
The impact of such exampleswon Western criticiém was enormoﬁs, as
we have seen. The séme was also true of Western artists, Once again
we may trace their interest back to the influence of Baudelaire. For
Béudelaire despised the positivistic view of nature;
To these doctrihaifes who were so completely
satisfied by Nature a man of imagination would
certainly have had the right to reply -
"I consider it useless and tedious to represent
what exists because nothing that exists satisfies
me. Nature is ugly and I prefer the monsters :
of my own fancy to that which is trivial," 5 ¥
I have arguea above that this spirit was present to some extent 3
even in some of the most naturalistic ventures of Impressionism, It
certainly sustained Mofeau and many others, Its most influeﬁtial
representative amongst the critics durihg the 1870's and 1880's was
Huysmans, | {
Huysmans not only recognised the legitimate role of fantasy as i
art, he also placed stresé on the Japanese contribution to it. In his :
essay "lLe Mongtre" he attempted to explain that "Le monstre en art
n'existe régllement pas ou plutot n'existe plus a l'heure qu'il est 6
pour nous". Modern chimeras, he observed, seemed to lack the will to
live. He discusses the monsters of Assyria, Egypt and Greece. The
Middle Ages he represents with "Notre Dame" on which "s'erige 1'une des
plus merveilleuses theories de monstres", 7

Of recent work, only Goya's "Caprichos" and "Proverbes" receive
his approbation. After a passing appreciation of Ingres' "Angelique",

Hysmans turns to Japanese arts
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depuis lors les Jaggnais sont les seuls qui tentecd
peht-de procréer reellement des monstres, Certaines
figures d'Hokusai des femmes surtout, semblables a des
fées pendues dans la brume, avec des cheveux tombant
en saule-pleureur sur des faces diminuces et pales,
ont des aspets des fant6hes, realisent des apparitions
de spectres, mais elles ne constituent pas, a propre-
ment parler, des monstres et d'autre part, les
chimeres\daponaises, en terre bariolée, avec leurs
leVvres a retroussis; leurs yeux projetés tels que
ceux des lemaies au bout de pedoncules, leurs queues
en toits pagodes, ‘ ‘
Japanese monsters were thus of necessity an important factor in the
development of fantasy in the West,

Besides the problem of the organic vitality of individual Japanese
monsters Japan also offered the example of a consistent fantasy world,
paralleling the world of nature. This could be seen in individual
prints but also in the decorative consistency between different objects.
In my opinion this type of consistency is the result of the establish-
ment of a visual language - a restricted descriptive system which can
be evolved to encompass experiences other than the immediately object-
ive. Descriptive naturalism tended to destroy or challenge the validity
of such codes. It thus prevented visual fantasy from acquiring convict-
ion, that is to say from appearing to be part of the "reality" of any given
style. The discovery of Non-European art and Japanese art restored
the notion of discrete visual languages as the basis of art and thus
-opened the way once more to fantasy, )

The earliest manifestations of this were in knglish fairytale
illustration, in particular in the work of Walter Crane. Crane was born
in 1845 in Liverpool. In 1857 the family moved to London and Crane /9
attracted the interest of Ruskin who was shown some of his coloured
drawings by a friend of his father. Ruskin arranged for him to be
apprenticed to W. J. Linton the engraver and illustrator in 1859, and \
he studied with him until 1862, As we have seen, it was during this

time that Linton worked on illustrations for some of the earliest tmvel

books to deal-with Japan, Crane however was chiefly influenced by the
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Pre-Raphaelites and their admirafion for the Middle Ages, His first
painting was exhibited in the Royal Academy in 1862 when he left Linton,
it was a "Lady of Shalot", He continued to paint all his life in a
style heavily dependent on Pre-Raphaelitism and other English painters
of sentiment, Crane's career was essentialiy that of a decorative
designer, typographer and illustrator in the traéition of William Morris.
In phe 1890's he even became a Morrisonién socialist and preached the
sacred nature of craft using the Japanese artist aé an example,

During the 1860's he engraved many illustrations, including some

from the work of Wirgman, The frontispiece for Mark Lemon's "Wait for I(111)

the End" published in 1865 is typical of his work at this timesy drama-

tic engraving using strong lighting and many lines and textures, strongly

influenced by Pre-Raphaelitism,

Iﬁ 1865 Edmund Evans began to employ Crane to illustrate his famous
yellow backed children's books. Evans had begun publishing these books
in 1863 and was the first Luropean printer to establish an accurate means
of registering coloured prints from wood blocks, Before this time
almost all illustrations had been hand coloured, as was the case with
the plates in Osborn's "Japanese Fragments"., I have noted above that
Evans had worked as an engraver on the illustrations of one of the early
books on Japan., It is tempting to assume that the emergence of coloured
wood block illustrations depended on the Japanese example and the dates
coincide perfectly with this, However Evans does not acknowledge
Japanese influence in his ﬁReminiscences". |

Crane's work fbr Evans was highly eclectic, He once claimed to
have drawn on "The pretty bits of Birket Foster - the romantic style of
John Gibbert and the heat drawings of John Tenniel, G, Dodgson and
S, Reid, for old houses and‘scenery, E. Duncan for sea and ships and
sometimes a stray Millais or Madox 3Brown to give the whole thing a
daéh of piquant Pre-Raphaelite flavour",

To this we could add‘many more sources for individual images.

10

1

hdi
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However it is clear that the basic visual language into which these
influences were fitted was provided by the Japanese print as Crane
. himself acknowledged. |
It was, however, the influence of some Jépanese
printed pictures given to me by a lieutenant in
the navy, who had brought them home from there
as curiosities, which I'believe, though I drew
inspiration from many sources, gave the real
impulse of that treatment in strong outlines and
flat tints and solid blacks, which I adopted
with variations from that time (about 1870) onwards., 12
The date of Crane's first contact with Japanese art is contro~-
versial., Konody, who knew him, tells the story of the gift of Japanese
prints, butbplaces the event in a Cheshire country house and dates it
1865. However Crane himself gives another date, 1869, in his
"Reminiscences" and claims that.the event occurred at Rode Hall in 13
Cheshire. He also mentions that during his journey ih Italy (from
1871-1873) he met a Cgptain bilsbee who was an enthusiast for Japanese 14
art, in Rome in 1873, " As we have seen, interest in Japanese art in
Italy‘was stimulated at that time by the arrival in Turin of the
exhibits'for ihe Vienna exhibition. Moreover Crane's painting "Almond
Trees from lMonet fincio" which was made on this journey, was cited by
critics as an example of Japanese influence during its exhibition in
‘Paris in 1878, It would seem reasonable»to assume that Crane was exposed
to some influence from Japaﬁese ért from'1865 but that this intensified
after the 1867 exhibition and that he was constantly influenced by it
during the creation of his "Toy Book" illustrations.
Crane'sAillustrations may be conveniently divided into three per-
jods, those made for Edﬁuhd Evans and published by Routledge before
nis Italian journey, those made for Lvans up to 1876 in a similar style,
and those made‘later and'pﬁblighed chiefly by Marcus Ward & Co. Japanese
influenée was strdngestvin fhe first two groups which included more than

forty-four separate books, 15

The Fairy Ship of 1869 is a good example from the early period. 1(112
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The use of flat colours bounded by black liﬁes is clearly seen in the
scene of the loading of the ship., So too'is the giaphic simplification
of form and the use of asymmetrical composition to create space for -
instance in the loosé Jit with furléd sailsi;ﬁich hangs across the upper
left corner of the illustrétions or the appearance of the jib if the
crane with its large ball, form the edge of fhe framé. The raised
viewpbint permitting a "panoramic" presentation of the quay is also
 Japanese.

‘These devices are all to be fcund in Hiroshige. The use of sails
and masts as compositional devices can be found in No, 57 of "The
Sixty 0dd Provinces" and the heightened viewpoint is frequent in "The
100 Views of Yedo" - both these series had reached Zurope by 1869.

Héwever one méy go further than to observe that these devices
ﬁelped to create a cénvincing ambience fqr fantasy. The ship's crew
and the dobkers An the quay are all anthropomorphic mice, dressed iﬁ
contemporary Europeaﬁ clothing. Among the prints collected by Burges
in i862 was a print by Kunisato showing anthropomorphic mice, acting
out scenes in a narrative, presumably based on a traditional Japanese
stofy. There were also pages of grotesques by Yoshikazu and Kunisato
and a pége of anthropomorphic cats by Yoshitora.

‘ AnthropomorpﬁiC~hice also occur in the Mahgwa. In Vol.10 Hokusai 16113)
showed mice representing a merchant and his labourers., The facialy
charactéristicé of Hokusai's mice are very close to those used by Crane,

Mice wefe a favourite subject for anthropomorphism in Japan, where
there is a legend of a mouse kingdom "Kakunesato'., However grasshoppers,
foxes, cats, monkeys and many other creatures all appear in human guise
in Japanese paintings, prints, carving, lacquer and bther arts, )

It is élear that Crane borrowed the anthropomorphic énimals in the
Fairy Ghip from Japancse art.

However the influence of the Japinese example was much broader,
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It seems reasonable to assert that anthropomorphic illustration in the
work of Kate Greenaway, Ralph Caldecott, Tenniel and Beatrix Potter
depended on this original Japanese revelation. The objection to this
is that Imglish medieval art also ppovided examples of anthropomorphic
animals, for instance in the bas dg'pége iliustrations of the kast
School of Illum;nation and in Cathedral Sculpture, Medieval art was

a subject of sérioué_interest to therPre-Raphaelites and so could have
suggested C?%ne's animals to him, Unfortunately there is no evidence
of this., One must conclude that the Far Bastern example was responsi-
ble.,

| The incorporation of the text within the image was also a device
borrowed from Japanese prints, asvwas the "crane" seal in the lower
left—hand corner,

. Anthropomorphism is not very common in Crane's later work, save in
special cases, The begk in "ﬁeauty and the Beast" (1875) is built on
Far Lastern principles, having the head of a wild boar and an elephant's
trunk in place of a snout like an Indian Elephant God.

Another source of anthropomorphism is Mitford's "Tales oéjggpan" in
which several anthropomorphic tales occur. In one, the "Battle of the
Ape and the Crab", the crab, fhe ape, an egg, a mortar and pestle and
a wasp are all given anthopomorphic form and illustrated. In "la
Princesse Belle Etoile" Crane gave the Witch a crab's body, it may be

that he derived the idea from a Japancse source; perheps this very

book.

In general, however, Crane continued to draw on the Far Eastern
example for his compositions and motifs., In this respect the illus-
trations for Aladdin which he made in 1875 are of particular interest,
For they also make use of the Far Easfern motifs to set the "tone" of
" the work, Moreover fhe impact of the Far East on Western fantasy is
illustrated strikingly by the transplantation of Aladdin from the

Bagdhad of the Arabian Nights to the Far Eastern location compounded
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mainly from China, but with much-Japanese imagery, ‘This change took
place some time in the nineteenth century and was generally accepted as
can be seen in the now traditional pantbmime plot with the "Widow
Twankee", the Chinese laundry and Aladdin's inevitable coolie hat.

This hat first appeared in illustrations such as those by Crane,

Crane choée ?o avoid depicting the appearance and achievement of the
Genii and insteéd congentrateﬁ 6n Aladdin's advéntures with the magician,
In the first scene Aladdin is a poor boy approached by a magician in a
street whose architecture is recognisably Chinese. However a woman on
the street wears a kimono apd cérrieslan'umbrella, and a Geisha leans
out from an upper window. In the second,Aladdin in an elaborate Japan-
ese yellow silk robe, extracts the lamp from a niche in a treasure-
house whose variegated tiled decorations suggest a mixture of the
Leighton house and the Alhambra. There is even an original arch. Yet
the whole setting is creafed in the "Japanese Print" manner that Crane
described to prbduce a marvellous decorative creation., Paper lanterns,
bronze, and blue and white china vases appear to remind one of tle Far
Eéstern context, However the overall effect is not invinecibly Far
Bastern. The image has a unity achieved through the blending of current
decorative tastes by means of the Japanese pictorial style.

The next scene howeverlis‘decidedly Japanese in appearance. On 1(114)
the right, Aladdin, waering his coolie hat and a patterned robe, peeps
between the jamb and an elaborate carved door to see the Princess enter
her palace. She is attended by two ladies in Japanese costume, Japanese
coiffeurs, one of whom bows, gesturing with a fan., She herself wears
an elaborate kimono-like gown, However her gesture and profile is from
Greek vase painting, even though she holds a closed fan, Crane adopts
two fypical Japanese compositional devices in this image. One is the
use of areas of pattern to add interest to the design, The.other is

a large flowering branch in the lower right-hand corner,



m

The setting with one figure watching behind a partition is also
borrowed directly from Japanese prints,

The next scene showing Aladdin leading his slaves with the wealth
for the Princess' wedding presents shows no dependence on Japanese
motifs. However in the "New Lamps for 014" scene the Frincess is shown
with a Geisha hairstyle leaning out from another upper window with an
open fén. The shp@teg of the window appears to be modelled on a
lacquered scréen panel, Further down the street another Geisha leans
out with a lamp for the magician., The architecture in this scene also
apéears to be Chinese. However it may well be that Crane's image of
_the Geisha was drawn from photographs of the Yoshiwara. In which case
they would have shown brick buildings similar to those in this scene
and the first, 1(115)

In the final‘image the wizard lies dead §n a couch to the right.
The couch is covered with material in an elaborate Japanese pattern which
Crane uses to good effect to emphasise its recession in space. To the
left of the Prineess, in an elaborate Japanese costume, clings to Ala-
ddin, who is now dressed as a Mandarin., In the background a large
paintgd sliding screen shows bird and flower motifs taken from Japanese
prints., One promingnt motif has a Chinese source. The bird devouring
the snake is a symbol of good triumphing over evil, On either side of
this screen we may glimpse a ferrace with palms and coloured lanterns,
It3s spatial function'suggests that Crane borrowed it from karly
Renaissance art and indeed in some of his other boocks the debt is made
clear by the Botticelli-like costumes of the protoganists.

In Aladdin, Crane can be seen to borrow many motifs and composi-
tional devices from Japanese art, He also made use of pictorial
technique derived from Japanese prints, However the ultimate quality
df his work is not Japanesé sinée he has been influenced by other

sources as well, Crane used Japanese pictorial devices in the same
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manner in which contemporary decoratoré used Japanese art objects, The
result is fascinatihg; it has a strange integrity of taste despite its
eclecticism but it is purely European in overall sentiment,

It remains to mention thé Far Lastern qualities of other boocks by
Crane,

The "Yellow Dwarf', also of 1875, contains several imagcs with
Japanese qualities. The moiifs of the illustrations arc closely modelled
on Early Renaisaance pa;ntings. In the illustration in which the evil
dwarf confroﬁts the Princess, the background shows a lion in a rocky
desert, straight from a Bellini or Mantegna, the Princess' dress and
the tree she stands under is from Botticelli., However the evil pro-
taganists in the story are Japanese, The dwarf with his beaked simian
face and many panelled coétume is clearly drawn from illustrations of
the birdlike agents of mischief in Japan, the "Tengu"., The final
illustration shows a conflict between the dwarf and the hero of the
story who is dressed in armour, based on a Roman pattern with helmet,
sword énd shield. Their conflict is set in a tiled Renaissance hall,
.Wwith a banquet taking place on a columned balcony in the background.

But the compositional dynamism of the conflict is taken from the pict-
ures of Japanese heroes contending with monsters, Such images occur
frequently in the work of Hokusai, for instance in "Yehon Sakigaki",

the book of warriors published in 1835 which W, Rossetti described in
"The Reader" in 1863, They also occur frequently in the work of Kuni-
yoshi. Moreover the author faces the hero mounted on a giant black

cat which is a witch transformed. Such a cat witch features in Japanese
legends and is occasionally illustrated by Hokusai., The double page
format of this work is also taken from Japanese books where combat is
often represented in this way, with a combatant on each page.

Crane produced eight fairytale books in 1875, the peak of his pro- 17
duction and as we have seen the high point of the imports of Japanese

art, Bach provides similar evidence of the Japanese contribution to



the vocabulary of fantasy, This evidence is of more general importance
than Créne's use of the Japanese print style to hold his borrowings
together, which was a personal choice and was forsaken even by Crane
after 1875, Indeed Crane later rejected Japanese illustrative tech-
nique under the influence of Morris, as "apart from their naturalism,
grotesquerie, and ﬁumour ~ they do not furnish fine examples of page
decoration as a rule",
| In 1880 Hachette introduced Crane's books and those of Kate

Greenaway into France, Huysmans was so impressed by them that he set
aside his review of the official Salon to discuss them;

Comme les albums anglais sont, avec les albums du

Japon, les seuls oceuvres d'art qu'il reste a

contempler, en France, lorsque 1l'Exposition des

Indépendants se ferme, la pardnthese que j'ouvre

me semble avoir sa raison d'étre,

He praised Crane's compositions for their consistence "Chacun de
ses feuillets est'un tableautin", which was far above the standards of
current French painting.

Huysmans recognised the source of this consistency in Japanese
prints. He described the "Fairy Ship" drawings as "un tour d'addresse
tel qu'il faut, pour en trouver un aussi expressif et aussi agile,
recourir aux albums japonais d'Hokku et d'Okou~-Sai", MHuysmans compares
Crane's fantasies to thoée of Dore and also to a new artist, Odilon
Redon. Thus it is clear that it is correct to use Crane's work as evi-
dence of a more general relation between European fantasy and the Japan-
ese example. Many other illustrated fairytales appeared in the 1870's,
with various degrees of debt to Japanesevart, forinatance Marcus Ward
published "Marcus Ward's Japanese Picture Stories". These were
noriental tales told in brilliant pictures conceived in the true Lastern
spirit and with all the forcible drawing and effectiye colouring of the

Japanese by native talent, with new versions of the stories in Fnglish

Rhyme. Each book has seven large pictures, one Double Page, mounted in

Japanese Screen, Panorama, Fashion",
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The stories sold for one shilling each and there were four, all
from the Arabian nights, Aladdin, Abou-Hassan or Caliph for a day, All
Baba and the forty thieves and finbad. The "native" artists were
Furopean, not Japanese, as is’made clear by their pastiche of Japanese
style (the same artists also pastiched medieval art in another series of
faiiyéales of Marcus Ward),

The Marcus Ward‘pasticﬁe isvmuch more directly copied from Japan-
ese art than Walter Crane's work. Aladdin makes a useful comparison.
The landscape seen in the background of each scene is modelled directly
on Hiroshige, even to use of a red tint in the sky on the horizon and a
deep blue stripe at thevtop of the sky, both of which fade into a large
central area of white in which lay Hiroshige's cranes., Accurate images
of Japanese wooden architecture appears in each plate, used in the
correct "Japanese pript" manner to create a setting., In the first plate
a ragged Aladdin plays in a street of wooden shops with traditional
blue and white curtains at their entrances, In another scene Aladdin
spies the Princess and her companions through the slats in a wooden
door. Aladdin retains his coolie hat, but he wears a Japanese robe
and a sword. However, the Princess and her four companions are in full
Japanese costume, | 1(116)

The figure drawing is also loosely modelled on Japanese style
both in the depiction of costume and in the drawings of Aladdin and his
ragamuffin friends in the first scene, which resemble the drawing in
the Mangwa. The same may be sald of the figures in the ecene in which
the Magician sells lamps in the street, In this scene Japanese archi-
tecture is used to create a very subtle space, 1(117)

The double page showing Aladdin taking his riches to the palace
also contains many figures borrowed from the Mangwa and elsewhere, set
in a street modelled on those in Hokusai and Hiroshige's prints of Yedo.

Japanese monsters are also repreéented ih Aladdin, by the genii who is I(116)

modelled closely on the "Ohi"‘the wicked Japanese devils which appear in
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many stories,.

The humorous drawing of the cat in flight is also modelled on
Japanese drawings, such as those by Kuniyoshi, Its humour is echoed in
the use of Japanese cartouches to label all the characters in the scene,
including the cat, in a pseudo-Orientai acript.

The outer covers of the books contained the first and final scenes
of the story in large pseudo-orieﬁtal decorative borders. MThe back
cover shows the poisoned: wizard lying out at the feet of the Princess I(117)
who is dressed in a marvellous red kimono., Aladdin enters with a
drawn Japanese sword, 1nto a perfect Japanese interior. The illustrations
are accompanied with 42 verses, of which the following refers to the
~ last scenes

What time you sup present this cup

And when you see him stagger

Give me the sign - I'll hasten up,

And slay him with my dagger!
The tone of this doggerel indicates the popular market at which this
work was aimed. It shows that by this time there was fairly detailed
popular knowledge of Japan.
| The remaining stories in the book are also complete pastiches in
form., For instance when Ali Baba sets out with his three asses to get
firewood, he does so along a section of the Tokaido road as seen by
Hiroshige. Even the device of using tree trunks running from top to
bottom of the picture to create space. However the characters in Ali
Baba remain Arabian, They do not wear Japanese costume. In Sinbad,
on the contrary, Chinese and Japanese costumes abound, Sinbad's wife
is buried in Japanese costuﬁe and her father dresses like an old
Chinese mandarin.

Other books made use of illustrations made by Japanese artists for
Japanese tales, wbrk by Diékins and Regamey has already been discussed.
Others produced similar Qork in 188&. w, E. Griffis produced "The

Japanese Fairy Worlds 34 stories from the wonderlore of Japan with 12



776

full page illustrations by Ozawa" in New York. In 1885 the Tokyo
publishing house Kobunsha produced "Kobunsha's Japanese Fairy Tales" -

/
a series of Japanese childrens' tales translated by B.H.Chamberlain _J\[Q \>

ar"
and others, printed on Japanese crepe paper and illustrated in coloursjgguq>
o\_"(,
by native artists; twenty titles are known to have been published, 23

Many other similar works were publisbed from the late 1870's, ensuring
a widespread familiarity with the imagery of Japanese fantasy and
enabling iF to occupy a position in the Western consciousness without
‘difficulty. There can be no doubt that this imagefy permanently affected
the style and subjecf matter of Western fantasy and indeed in cases like
Aladdin changed that fantasy itself, It is not possible to follow this
process in detail in the coﬁtext of this thesis,

It remains to discuss another aspect of the pursuit of the
monster of fantasy which is less accessible to such direct analysis, the
pursuit of "Le Monstre" by "decadent" artists in Dngland and France.
There is no equivalent in English for this term. It covers work by
Redon, Rops and others whose imagery makes concrete the ironies and
horror of human consciqusness. The genesis of the "decadent" view of
experience is bey§nd the scope of this thesis, One can do no more than
observe that a group of artists were attracted to Japanese art for com-
mon reasons and that they have in common a rejection of any close
stylistic borrowing from Japan and seem rather to have been inspired
by the freedom of Japanese fantasy and its conviction to create an
- equally free language for themselves,
| I have been unable for instance to find a single direct quotation
from Japanese art in the prinfs of Rops and yet Huysmans could only
find a comparison for it in the frank humour of Rowlandson and more
particularly in the savage directness of Japanese erotic prints,
| In his essay on Rbps, Huysmans identified a kind of erotic fan=-

tasy as aesthetic in nature, as a means of escaping the flesh and not
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of sinking into it, This was "L'kasprit de Luxure, des idees erotiques
isoléés, sans correspondance maté%ielle, san3 besoin d'une suite

animale qui les apaise", 24

Pursuing this "catholic" line of thought, Huysmans defines this
eroticism as a special state of the soul and therefore profound and
capable of being used to make great art,

En art, cette hysté;ie mentale ou cette deélect-
ation morose devait forcément se traduire en des
oeuvres fixer legﬁimages qu'elle s'etait crées,
Elle trouvait, la, en effet, son exutoire spiri-
tuel, le seul qui fut possible, car un exytoire
spirituel est comme je 1l'ai deja rapporte, le
destructeur le plus certain de l'art,

-~
Q'est donc & cet atat special de 1'ame que 1'on
peut attribuer les herrissements charnels,
écrits ou peints des vrais artistes, 25
Huysmans then discusses Rowlandson's erotic images which he regards
as examples of healthy animality, Rowlandson's woman is more "la
\
machine a forniquer, la bete sanitaire et solide" than the "terrible 26
. faunesse de la Luxure",
In Japanese erotic albums however, Huysmans sees the true spirit-
ual sadness of "L'Esprit de Luxure". He notes that Japanese erotic
images have a strongly depressive effect, speaking of the participants;
Enchevetrg;, dans 4' impossibles poses, tous
gisent semblables 8 des cadavres dont de
puissantes estrapades ont brise les os,
He then describes the best and most terrifying erotic print he
has seeng
C'est une Japonaise couverte par une pieuvreg de
ses tentacules, 1l'horrible bete pompe la pointe
des seins, et fouille la bouche, tandis que la
tete meme bolt les parties basses, L'expression
presque surhumaine d'angoisse et de douleur qui
convulse cette longue figure de plerrot au nez_
busque et la Jole hysterique qui filtre en meme
‘temps de ce front, de ces yeux fermés de morte,
sont admirables, 27
This may be identified as a print made by Hokusai in 1820, 1(120)
Hysmans goes on to speak of the Japanese rehabilitation of "Luxure"

through suffering and implies that it is Japanese erotic albums which



178

awake fhe interest of Rops and others in the possibilities for pro-
found art in the erotic., His analysis of erotic imagery in terms of a
still point between death and ecstasy is advanced at great length in
his discussion of Rops' work, He goes fuéther and he argues that
Rops has rescued'"Luxure" from the anecdote and thevincidental and
replaced_it "dans ie cadre infernal ou eile se‘meut et, par cela méﬁe,
il n'a paé créé des Qeuvreé obscsies et positives, mais gien des
oeuvres catholiques".

Huysmans' reading of Japanese erotic work is not accurate in terms
of Japanese culture, for it had a much more celebratory role than he

the Japanese

would allow and/did not concern themselves with the problem in any
Christian sensé. Nonetheléss his treatment shows how Japanese fantasies,
if sﬁch they may be called, could have influenced the sense of what was
possible in the West, It may well be that the strange corseted skele- I(121)
ton with fully fleshed buttocks which holds aloft a head in Rops'* 1(122)
"Initiation Sentimentale" owes écmething of its strange form to Japan-
ese example, The same hay be true of many other assemblages in Rops' 28
oeuvre., However Rops' style is in no senselJapanese and the Japanese
example must have operated in a manner such as that described by
Huysmans, as a liberator of the artist's fantasy,

A similar problem arises in the case of Odilon Redon. It has
recently been suggested that Redonfs fantasies were inspired to some
extent by Japanese art, In his book on Reaon first published in 1964, 29
Klaus Berger claims that Redon's work was undoubtedly influenced by the
Japanese example from about 1880 onwards., He cites the coincidence of
fhe album "Les Origines" and the 1883 Japanese exhibition at George
petité; which he inaccuiately calls a print exhibition, Berger illus-
tratés‘a Hokusal print of a ghost. without a comparison to indicate‘the
type of source he has in mind,

Siegfried wichmann continued this suggestion in the Munich Olympic

catalogue, where he aréued'that 1t was Hokusai who provided the crucial
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means.of expression, He links Hokusai's use of "spectres" to that of
Kubin, He makes specific comparisons, Plate five from the 1888 series
of prints, "Tentation de Saint Antoine" based on Flaubert, which has
the title "Ensuite parait un etre singulier ayant un téte d'homme sur
un corps de poisson", is compared;to a figure of a ghost haunting a
relative from the Mangwa,
Wichmgnﬁ>also compares the "Cyclops" print from "Les Origines"
with a Hokusal print "The Lantern Spirit of the O-Iwa" of 1830, The
1900 "Cyclops" painting is also compared to a Hokusai spectre, '"The
Murdered Kasane appearing’before her Husband" from Vol.10 of the Mangwa.
Many other similar comparisons were made in the exhibition,
Unfortunately Redon never made any direct comment on the signifi-

cancé of Far Eastern art for his work. If it had been central tb it
one would have expected some mention of his contact with it in "A Soi-
meme", thevjournal which he kept from 1867 - 1915, but there is none,
Furthermore Huysmans, in his essay "Le Monstre" makes no direct
connection between Redon's art and the Japanese example. In particular
he stresses the dependence of "La Tentation de Saint Antoine" on the
forms of micro-organisms, and on the theories of Darwin which Redon
knew from his friendship with the botanist, Armand Clavaud. For Huys-
mans, Japanese art had achieved its revelatory effect before Redon
began his visionary work with "Les Origines",

| It may be argued that Redon's original vision is exemplified in a
plate like "Vision" of 1879, which shows a spherical eyeball floating
in the darkness bctween two massive classical columns andrdominating a
couple walking beneath it. In this case the embodiment of this con-
cern in the image of Cyclops would be natural and the form could well
have come from micro-organisms, None of Wichmann's Japanese compari-

gons stress "vision" either in having one eye or in having large eyes.
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Moreover Redon's use of black in his prints and his consequent use of
the symbolism of black and white, light and dark, and of marvellous
dense but melting blacks in his prints cannot be found in Japanese
prints,

In order td‘"justify" comparisons of the type méde by Wichmann it
would be necessary to demonstirate a high degree of parallelism between
the develo;;ent of Redon's artistic intentions and the critical attitudes
to Japanese art.in the 1880's and 1890's. This is beyond the scope of
this thesis, However it is important to address one or two comments to
the problem,

Firstly }t is possible to find closer sources for some of Redon's
monsters in Japanese art. A glance at the. illustration of the page of
grotesques collected by Burges in 1862 will show two Cyclops figures; 32
Redon may well have seen late prints of this kind, A similar "cyclops"
may be found in Mitford's "Tales of 0ld Japan " in the illustration
"FPunakoshl Jiugemon and the Gcblina"‘which suggests that the image was
widely known in Burope during the 1870's, A similar comment may be 32b
made about Redon's use of various degrees of black, The Japanese ink
painting style "Sumi-yee” was well=known in France from the 1870's,

Moreover the aesthetic vélue given to different densities of black in
this style was appreciéted. It may be that Redon knew of this prece-
dent for his own use of blacks,

It would perhaps be possible to find many other models for Redon's
fantasy images, but they would be subject to the same objection that
Redon's employment of the Japanese motif has no direct explanation in
his artistic intention. Nor can we reach forward in Redon's career
to refer to his involvement with Far Kastern form and subject matter
in the 1890's and 1900's,

Redon's paintings of the Buddha, for instance, take the Buddha as 33

a subject and an example. Redon is treating thz Buddha and his image
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as an element in his own cglture,notasaa mysterious cultural protagonist
from without. The work of the Musée Guimet in popularising Buddhism
in France during the 1890's liés behind these works, This work and
indeed the period of the later 1880°'s opwards lies outside the scope

of this thesis precisely because this change in the relation of
Buropean and Eastern ért may bé said to have occurred at that‘time.
From that time onward Far Eastern art was embodied in the Western
viéual tradition, not alien to it. It is not therefore intended to
follow the general development of Redon's art in regard to its relation
to Far‘Eastern art, This chapter concerns solely the role of Japanese
art in developing fantasy 1@ages in the wesf.

Both Redon and Rops produced work which has some "Japanese"
qualities, though it is difficult to point to direct derivation of
images or method in either case. The case of Redon is particularly
controversial, | M&reover both artists were working during the period
when Japanese art was fully absorbed into the w;stern visual tradition,
and this makes it very difficult to be precise range of sources avail=-
able to them;

Despite these problems we ﬁay say that Japanese art acted as a
vital catalyst to the creation of Western art that was concerned with
fantasy as an aesthetic end, We may date this influence from around
1869 ~ with Crane's first work and Chesneau's lecture. .It lasted until
the end of the century through artists sﬁch as Beardsley.

It is interesting that the influence of the fantastic aspect of
Japanese art came later - that of its naturalistic aspects, For the
major weight of "fantastic" borrowings came after the mid-1870's, One
would have expected that it would have been easier to take the more
literal interpretation of Japanes; art that fantasy required,

Moreover the emergence‘of J.K. Huysmans es a central figure in

the championship of fantasy as a necessary artistic activity and his
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constant referencés to Japanese fantasy in relation to Western art
serve to show what formal analogies could not, that Japsnese art had
fofmed an archetype in his mind and in that of others which could bve
used to define an aesthetic objective. Thét objective was the
creation of a consistent, convincing fantasy.

As I indic;ted, this chaptef is no more than a sketch, a pointer
towards an enormous unexplored areakbf imagery in which the influence
of Japanese 'a.rt can scaf_cely be traced without documentation which is

beyond the scope of this thesis.
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The culmination of the initial influence of the Japanese example in the

West in the work of Vincent Van Gogh,

In the summer of 1888, Vincent Van Gogh wrote from Arles to his
brother Theo;
In a way my work is founded on Japanese arteeee
Japanese art, decadent in its own country takes
root again among the French Impressionist artists.
It is its practical value for artists that
naturally interests me more than the trade in
Japanese things, ‘ 1

Théo had just informed him that he was thinking of breakin~ the
brothers' relationship with S, Bing, the dealer in Japanese works of
art, that the brothers had both known in Paris, because of a dispute
over payment for part of their joint collection of Japanese prints.

He was anxious that this should not happen.,

Vincent's letters as a whole attest to his interest in and art-
istic involvement with Japanese art, It is clear from them that his
artistic development sums up and transcends all that has previously
been written in this thesis., In a few years Van Gogh experienced and
resolved the contraditions in‘nineteenth century aesthetic attitudes and
artistic traditions which the Japanese example had laid bare over the
previous twenty-five years, He did this by drawing not only on the
Japanese art available to him but also on current criticism of that
art, on the myths about Japan current in Europe and on Western artistic
images of Japan, To do full justiceto his feat would require an entire
thesis, since his letters provide an unparalleled documentation of an
artist's development. This essay will concentrate on Van Gogh's relation
to the current knowledge of Japanese a;t in the mid-1880's and on his
achievements at Arles and this discussion will be limited to central
aspects of his work, It will show that Van Gogh's perception of the
Western tradition was completely changed by the Japanese example and
that all his major innovations depended on it. In other words that

Japanese art had a major role in creating one of the major examples
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used by "modern" artists,

Paradoxically it is Van Gogh's place in the critical canon of the
founders of Modernism which led to the underestimation of the role of
the Far Eastern example in his developﬁent. The early defenders of
Modernism were essentially concerned to assert the importance of the
"revolutionary" forms of the new art and played down or ignored its
roots in the nineteenth century. Since Van Gogh's use of the Japanese
example was largely‘prompted, as we shall see, by the acceptance it had
gained in the West by the mid-1880's and by its apparent aesthetic
relations to earlier nineteenth century BEuropean art at that time, the
Japanese contribution to Van Gogh's art was largely overlooked.

Roger Fry was one of the first critics to do this. In Trans-
formations, he treats Van Gogh as a man searching for spiritual values 2
who became a painter by accident, He is unable to account for the
'visually flawless' quality of the later paintings, 'the only explana-
tion being Vincent's soul'. He denies that Vincent slowly perfected
his art, contrasting him with Cé;anne. This contrast is based on the
way the individual art object was formed and ignores the repeated
struggles with the same theme throughout Vincent's art, 1888 is
treated as an 'annus mirabilis', the work without any precedent in
art history. The‘only reference to oriental influences is a suggestion
that the range of yellows in the 'Sunflower' paintings may have been
influenced by eighteenth century Chinese art, and that it may have
stimulated his interest in contour. Finally, he relates Van Gogh to
the Fauves and the early years of the Modern Movement., This abstract
formal link having been established, he sees him as an unsophisticated
painter, a blatant anarchist whose importanée is diminishing, like that
of the Faug;és and for the same reason, '

This opinibn of Van Gogh was the model for much that followed.

Rewald's treatment is not so tendentious for his is a factual

history. Unfortunately this leads to a dissociation of each aspect of
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Van Gogh's 1life from his art, Japanese art has its place, but it
is only an incident which 'contributed greatly to his new artistic
vocabular&'. The differences between Van Gogh's copies of Japanese 3
prints and their originals are explained by 'greater frecedom of expres—

sion and insistence on what was essential to him'. They are not

‘

examined in detail and the 'essential' is never defined. Rewald com=
pares Van Gogh's éailigréphic brushwork and dréwings of the Arles
period to oriental drawiﬁgs and concludes that they do not have an
‘oriental flavour's. This is defined by the terms 'elegant, fluid or
deft'. Like Fry, Rewald cannot get beyond the 'morphological! aspect
"of art history and so he dismisses the oriental influence as unimportant,
The idea that Vincent absorbed an Oriental art form into his own style
while retaining its essence is impossible for him to accept.

Meyer Schapiro recognises that Japanese art played an important
part in the change of style during the Paris period, but treat}“/'e; ‘TI .
only as an example which 'encouraged him to a radicél break with the 4
past'.  He contrasts Van Gogh's art with Impressionism, ignoring
Vincent's use of the term to refer t6 all modern artists, including
himself., Schapiro is wrong when he says that Vincent copied prints by
 Hokusai; there is no evidence of this. He recognises that Japanese
prints may have influenced cﬁoice of subject in the Arles period, for
instance in the paintings of dréwbridges. But his discussion is based
on the 'morphological! account pf Van Gogh's art in which a reaction
to impressionism led Vinéent to admire 'the precise silhouettes and
flat pure colours in strong contrasts' of Japanese prints.
Mark Roskill has recently maée a more detailed discussion 6f the problem.
However he is committed to a formal viewpoint and to treating all 5
post-Impressioniste as identical in development. He ascerts that they
all 'passed through Impressionism', as if this abstraction was a signi-

ficant constant for each artist, In fact, as we have seen, it was a
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a different phenomenoﬁ for each artist involved and in Van Gogh's case
scarcely influential at all, A similar forced parallelism is used to
show that Vincent's theoretical development was the same as Seurat's.
This argument falls because Seurat did not begin with the poetic aim
of Van Gogh but with phenomenonological attitudes., The similarity in
their deveiopment is épurious, the structure of Van Gogh's paintings
is totally alien to Seurat's architectonic forms. They could not
possibly be by men whose artistic aims were closely related. In his
treatment of Japanese art Roskill uses the contemporary terms 'Japon-
isme' and 'Japonaiserie' to which he attaches arbitrary meanings,
*Japonaiserie' is defined as the fascination with the external exotic
elements and assoclations of Japanese art, It was closely allied with
popular taste and‘fashion. This led to the incorporation of Japanese
objects into paintings or to painting which used Japanese subject matter
for its own sake, |

'Japonisme! is the incorporation of elements of Japanese style
into Western art. The notion of 'Western Art' is an abstraction which
Roskill never attempts to explain., In fact contemporary critics tended
to synthesise East and Weét as we have seen, Roskill avoids dealing 6
with works like Manet's portrait of Zola in which both his "Japonisme"
and his "Japonaiserie" can be seen.

Roskill uses the distinétion to deny the central importance of
Japanese art for Van Gogh's development by dismissing all examples
before late 1888 as "Japonaiserie" and therefore peripheral to the
changing form of Van Gogh's art. This is only a disguised‘form of the
idealised 'morphological! éccount of Vincent's development proposed by
Pry. Roskill even ignores the Japanese element in 'Boats at Saintes
lariey as it is unhelpful to his theory, fitting neither Japonisme nor

Japonaiserie,
Nor is there room in his theory for the idea that Vincent used
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Japanese art as the basis of a new fomal and poetic synthesis., He
dismisses Vincent's discussions of Japanese art as unoriginal by com-
paring them with‘texts from contemporary critics. He ignores Vincent's 7
power to use other men's writings to express himself, or to identify
with other men so completely that his art was influenced by their ideas.
Vincent was in the habit of quoting from‘his reaaing throughout his
letters, but his use of the quotation is always original,

I disagree with Roskill's detailed discussion as well as his gener-
al view'that Vincent was not greatly influenced by Japanese art, but I
will deal with this ih the body of my éesay. Like the other studies, I
have mentioned Roskill is concerned to fit Van Gogh's development into
an overall morphological description of post impressionism and in doing
go distorts the significanéé of his art.

Finally I would like to mention H,R, Graetz's book The Symbolic

Language of Vincent Van Gogh. Graetz, being concerned only with 8

Symbolism, avoids making an artificial break based on formal develop-~
ments during the Paris period. The priority of theme over form in
Van Gogh's work is cléarly emphasised and his development is seen as
continuous., Formal transfdrmationa are seen as no more than an
attenpt to express themes more clearly.

Graetz's treatment of Van Gogh's letters, notably in connection
with the 'Self—portréit as Bonze' points.to the significance of Japan-
ese art to Vincent.

To sum up, Van Gogh has nearly always been seen as a 'post Impres-
sionist!, an artist whose work was a reaction to Impressionism and a
founder of modern art. This view was baged on a formal criticism of
his work which prevented the understanding of influences that were
more complex‘than simple borrowings of form or motif. His art was
. primarily defined as 'nmot impressionist" and 'proto expressionist',

My view of Van Gogh is the reverse, He was a traditional nineteenth

century artist who made use of the discoveries of the Impressionists
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and their successors to .express fully the themes of Delacroix, Millet,
Courbet, etc. At the heart of his art lies the dreaﬁ of an earthly
paradise in which imagination and reality become one through art.

This dream is alien to 'modern' art. In Japanese art he found the dream,
apparently realised, and his commitment‘to it was absolute,

A full investigation of his relatiénship to Japanese art will
therefore tell us a gréat’deal about Van Gogh's own work,

Van Gogh first mentions having seen eastern art in a letter written
to his friend Furnéé, the land surveyor, with whom he had undertaken
painting expeditions at Drenthe. The letter was written early in 1884
before January 20, Fﬁrﬁée was soon leaving for the Indies., Vincent
mentioned that he has seen Chinese and Jagﬁgése art linking it to the
art of Algeria and Egypt, which had fascinated the Romantics:

Many French painters and others have felt the advan-
- tage of going to Algeria or Egypt and I have the

impression that the Indies will present similar effects
to a certain extent.

Similarly, some painters went to China and Japan and
I have seen excellent things from these countries, 9

He had therefore seen original eastern art before he arrived at
Nuenen in December 1883, In my opinion he first saw it sometime before,
perhaps in England in 1873-4 or more likely in Paris while he was
working there for Goupils between May 1875 and April 1876, and the
Japanese craze was at its height.

It is possible to relate some of his earlier work to certain
models. Several aspédts of the drawing "Sorrow" may be related to the
image of the poetess'Ko-Mati, reproduced in Felix Regamey, published
in L'Art in an article by Burty in 1876, which Vincent probadbly saw. 10

Byvfhe time that he arrived in Antﬁerp in late November 1885 he
already owned Japanese prints. He wrote to Theo that he had pinned
them on his studio-wall, and deécribes them;

little women's figures in gardens or on the beach,
horsemen, flowers, knotty thorn branches, 100
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He was to pin up Japanese prints in his "studios" in Paris and
Arles also, |

Although we know that the Japanese example was influencing Vincent
before his period in Pafis in the mid-1880's, ‘this influence remains
problematibal and it is‘only in 1886, when he returned there, that we
can be sure of the influence of Japanese ait’on his work, He stayed
in Paris until 1888 and thé period is crucial, The crest of the initial
wave of enthusiasm for Japanese art in Paris had just broken after the
exhibition of‘Petit in 1883. Van Gogh arrived at the last possible
time at which he could have picked up the strands of opinion and trad-
ition which constitutéd this enthusiasm and which have been discussed
at length in the body of this thesis., Unfortunately there is little
correspondence during Vincent's two years in Paris, since he was living
with his‘brother. IHowever‘it is reasonable to assume that he absorbed
the "realist" critical attitudes to Japanese art and the overestimation
of Hokusai and nineteenth century Japanese artists in geﬁeral. Indeed
as we shall see, Van Gogh's borrowings from Japan can be completely
accounted for by such artists, Japan was in the air,

Within two months of VIncent's arrival in Paris, the popular

/ .
magazine Paris Illustre devoted a whole issue to Japan and included

{1lustrations of Japanese_art. Vincent copied part of the cover of
this magazine and the‘whoie issue was found among his property at his
death.

The problem of the Paris years is to describe as accurately as
possible the place of Japanese art in the influences which Vincent met,
To do this the place of tbe idea of Impressionism and the post-Impres-
sionism of Seurgt must be re-examined. Vincent wrote in late 1886 to
his painter friend Lievens:

Since I saw the Impressionists I assure you that

neither your colour theory nor mine, as it is
developing, is exactly the same as their theories. 11
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In the same letter he describes his paintings of flowers in which he
vtried to 'harmonise brutal extremes. Trying to render grey colours and
not a harmony'. ‘Vihcent's ideas on colour were not Impressionist, and
it was not Impressionism’that gave him the impulse to lighten his
palette, which may be traced back to Antwerp, The other inspiration
for 'intense colour' available to him at that time wa§ the Japanese -
print, theréyoohe 6ou1d find models for the landscapes 'frankly green,
frankly blue' which he mentions. As for post-Impressiénism, Vincent
only met Seuraf once, just before he left for Arles and though he
often thought of his method 'did not follow it at all',

Neither diﬁisioniém nor Impressionism could have provided Van Gogh
with the language of design which he needed fo create an imaginative
' synthesis from nature. They were both theories of optical naturalism;
when Van Gogh mentions them he contrasts them with his “own painting.

According to his friend Signa;:it was easier to make a cat into a race=-

horse than to make Vincent into a neo-Impressionist, )

‘"It has been suggested that Van Gogh's brushwork was liberated by
his experience of the Impressionist brushstroke and the divisionist
dots The control of the brush by a disciplined 'microstructure' may
nave been influenced by Impressionism, but I will argue that the
'microstructure' arose as a response to‘fhe discipline of an ove¥a11
synthetic design, and was considerably influenceé by Japanese prints,
Van Gogh's later sfyle was first of all a re-interpretation of Japanese
pfints in terms of oil tecﬁnique.

It would be foolish to deny the influence of Impressionism and its
successors on Van Gogh,‘but it is justifiable to question its central
importance. ‘ | ‘

Moreover, I héve shown above that; in practice "Impressionists"

used many devices drawn from Far Eastern art. They did not work solely

from the optical theory and aesthetic ideal which Vincent would have

12
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come across in the 1880's, Vincent's admiration was reserved for the
elements in their work which led to a synthetic rather than an optical
aesthetic and these were, in general, derived from the Far East,
Vincent's personal contacts in Faris included several people who
could have communicated current appreciation of Japanese art to him.
Amongst these was the critic Felix Féneon who was thinking of
writing a book on Japanese prints in 1887 which was never finished,
A drawing by Lucien Pissarro shows Feneon and Van Cogh sitting together
as in gerious discussion, | 13
In an article on the Impressionists in the weekly magazine Vorue
in 1886, Féﬁéﬁn confused Impreésioniam with the aesthetic of Japancse

art:

These reactions of visions, sudden perceptions of
complementaries, this Japanese vision could not be
expressed by means of the tenebrous sauces which
were concocted on the palette, 14
This fallacy led Féﬁégn to substitute 'perception of complement=-
aries' for the highly subtle colour systems of the Impressionists.
This abstract simplification of colour also affected Van Gogh, Vhen
he was 'seeking oppositions of blue with orange, red and grecen,yellow
and violet' in his flower paintings of the winter of 1886-7, he was

seeking the 'Japanese vision' of Feneon,

In March 1888 in Fé;éGn's publication lLa kewue Ind5;endante.E.

Dujardin wrote about the influence of Japonisme on the new art., For

him representation was a chimera, symbolic conception was the point of

departure in making a work of art. There was no need for a thousand

details, one must fix the intimate reglity by means of a minimum of

lines and colours, The artist searched for the essential in the

object which gsprang from his relation to it, 15
Dujardin gives Japanese art and the cheap peasant prints of

Epinal as examples of an art in which this process of simplification

to what is essential in an object, produced good results,
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His description might be a manifesto for Van Corh's attitude to
artistic creation., 'To secize the essential feature and reproduce, or
even better, produce it' was Van Gogh's aim in all his later painting
and like Dujardin he always thought of this essence as a quality of
nature revealed in its relationship to man, not as a universal truth
upheld against nature.by man's w;ll. This is made clear by the letter
in which he discusseé the paintings of a portrait head, in which to
fully express his model he becomes an arbitrary colorist, having begun
with observation from nature,

Fénéon and his colleagues saw in Japanese prints the linking of
nature and the creative symbolic imagination. They must have convinced
Van Gogh of this opinion. Another acquaintance in Paris was S, Bing,
the dealer in oriental art and the proprietor offBing's Ggllery.\ The
brothers collected and sold Japanese prints as a joint venture, taking
them from Bing's stock under a special business arrangement, In March
1088 when he had just left Paris, Vincent wrote to his sister that they
had hundreds in their possession. These are now in the Vincent Van
Gogh Foundation's possession. Unfortunately 1 have been unable to
inspect them, However I have been able to examine a small group of
prints from the collection Dr. GCachet was given by Vincent and sub-
sequently left to the Musee Guimet., They are all later nineteenth
century prints of figure subjects, by Toyokuni, Kunichika and Yoshikazy.

Theo also kept original Japanese paintings, drawingss and objets
d'art from Bing. Vincent spent a lot of time in the attic and cellar
of 'Bing's House', where there were 'millions of prints piled up,
landscapes and figures and old prints', He particularly admired what
he called the 'three hundred views of Fuji' by Hokusai which he later
asked Theo to get for him. The Bing stock gave him a chance to look at
a lot of Japanese work long and composedly.,

Contrary to popular belief, Vincent examined and admired kastern
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art of all periods. Bing's connoisseurship aliowed him to encourage
Vincent to examine 'the excessively synthetic drawings of another
period' which he was to be interested in later, Bing was not a critic
capable of theorising about the aesthetic relevance of Japanese art for
the Moderns so it is unlikely that his ideas had much direct influence
on Vincent, When he wrote about Japanese art in the first isgsue of his

publication Le Japon Artistique) Vincent rejected his text as 'a

little dry'.

Others also benefited from Bing's shop, including Bernard and
Anquetin two of Vincent's acquaintances., Vincent 'made Anquetin and
Bernard! learn there. They were not in a position to teach him much
about Japanese prints.

One painter, A. S. Hartrick, recorded his memory of a conversation
with Van Gogh and a description of the flat where he lived with Thcos
I have been to the flat where he was living with

his brother Theodore, 54, Rue Lepice, It was
quite a comfortable one, even rather cluttered

up with all kinds of furniture and works of art.
On an easel was a yellow picture called “lomans
Parisiens', the first of a series of yellow
pictures. There he drew my attentionespecially

to a number of what he called crepes, i.e. Japancse
prints printed on crinkled paper like crepe. It
was clear they interested him greatly and I was
convinced from the way he talked that what he was
aiming at in his own painting was to get a similar

effect of little cast shadows in oil from roughness
of surface, and this he finally achieved,

Hartrick's account shows that Vincent was conscioualy using Japan-
ese prints as an example for his own work and that he resnrded their
tpractical value for artists' as central to his own work, Vincent was
not interested in their value as curiosities,

Hartrick also indicates that Vincent was in no sense attempting to
t{imitate' the form of the Japanese print but sought a similar effect
while using the full possibilities of oil paint's roughness of surface.

Hartrick's account is a flat contradition of those who admit Japanese

influence in Vincent's work only when they see flat areas of paint.
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The elimination of cast shadow is a common factor in all Van Gogh's -
post-I'aris painting; Hartrick's account shows that Japanese prints
provided the inspiration for this,

Van Gogh used Japanese art to transform his own., kven in his
copies of Japanese works in oils, -alterations and experiments are
always present.. During his time in Paris he printed three 'copies'
of Japaﬁege prints and several paintings‘in which Japanese art }igures
are in the background, From thefe we can reconstruct their influence

on him,

AN

A picture of a woman in a cafe can be identified as a portrait 1(123)

of La Segatori, the owner of the cafe 'lLe També%in'. It was painted
earlier than the summer of 1887, In the background Japanese works of 22
art are sketched in on the wall,
Van Gogh organised an exhibition of Japanese prints at "Le També%in"
which this painting records, ' 23
The painting is often compared to paintings of cafe scenes by
Degas or Lautrec, but neither are helpful in explaining it., Degas may
have supplied the subject matter but his paintings show a unity of
figure and space that is not present in the Van Gogh. Lautrec's paint-
ings are later, around 1890, and tfiey depend on Japanese prints, which
gave Van Gogh's pgrtrait its visual image.
La Segowggqg the table she is leaning on, and the two stools to
either side of it form a surface pattern against the background, to
which they are entirely unrelated. This duality of surface pattern and
background is clear in'the chairs to her left., The seats of these
chairs are bright yellow and contribute to the rhythm of the surface
pattern. The rest of the chairs are simply outlined against the grey of
the background, thelir contour records their existence as a pattern,
but does not assert their indapendent three-dimensional substance which

would interfere with the flat pattern of the painting. Vincent has



also suppressed the transition from floor to wall completely, to avoid
challenging the flatness of the overall composition, These devices
are all taken from those Japanese prints which completely scparate
figure and ground to achieve a total unity in design. La Gegatori is
completely isolated from the background. In some places Van Gogh
actually uses a contour line, for instance in her right arm and hand,
to further flatten the design, .
Some pointilliste dots can be seen on the painting but basically
the brush strokes are determined by the design, They follow the rhythms
imposed by the overall flat patfern, although not so freely as in later
paintings.
Two paintings of the colour dealer and picture seller Fere Tanguy
in front of a wall of Japaﬁese prints were also made in early 1887, 24
According to Bernard, Vincent painted the first version in his
presence, at Tanguy's/where they may have met. It was finished in a
day. Vincent then repainted the portrait a little later in his studio
_because Tanguy wished to keep it., It has always been asasumed that the
version in the Rodin museum which Rodin bought from Tanpuy's daughter
is the original and the version in the Niarchos collection is the one I(12
painter later, but I believe the reverse to be true. | 24
The Niarchos version is much more sketchy, as one would expect
from a painting finished in a day} its composition is also much looser.

1t shows a framed picture in the background as it should if painted

<
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at the picture dealer's house. The Rodin version gives the impression I(1gﬁ)

of a carefully calculated work, much better posed and finished., A

study for this version survivesj; such a study would have been unnec- 1(126)

essary if the painting‘had been done in a day, The background of the
painting includes a version of the Oiran by Keisai Yeisen (see below)
which Vincent had copied independently from a magazine cover. Its

inclusion here must have been inspired by the sight of the independent



copy in his studio, of which it is a simplified replica (see Key to
Rodin illustration No.7). Vincent must have given Tanguy the copy.

None of the Japanese prints in the background are accurate coples
of prints, neither are they attempts to imitate the material form of
Japanese prints in oil paint; rather they are imaginative translations
of the Japanege aesthetic into oils,

They were more important to Van Gogh for themselves than for their
value as attribufes of Tanguy, the 'petty tradesman living close to
nature? that he mentions in his later letters, They are exercises in
understanding a foreign aesthetic, of value for their own sake., In
both versions Pere Tanguy is completely ierolated from the background by
a clear contour which is the logical development of the composition of
the portrait of 'La Segatori at Le Tamb&gin'. Tanguy has no mediating
chair or table, only his flat patterned figure is seen a;rainst the
background,.

In the Niarchos version the pody is rather large for the picture
s;rface, Van Gogh has used separate contour lines all round the body
in an attempt to give it great emphasis, He is clearly struggling to
transform the image of a model before him into Japanese terms. Tanguy's
jacket and trousers still-show strong sculpturesque modelling., 'The
broad stroke still has a lot in common with Antwerp painting,

In the Rodin version Pere Tanguy is well related to the picture
plane; the problem of the contour has been solved without the use of
arbitrary lines. His clothes are no longer strongly modelled, the
brush strokes are disciplined into a flat pattern, which 1links them
with the prints in the background., The aesthetic of the Japanese print
has been fully transforméd into oila, For Vincent the centre of this
aesthetic was not the use of flat planes of colour with clearly de-
1imited contours, but the identity of the medium with the represented

image. Japanese prints show a tremendous range of graphic effects,

796

25

26



great variation in line and area is possible, This can be clearly
appreciated by examining the designs of Hokusai which are often based
not on contour but on the interactions of various graphic forms., The
process of printing forced the designers of the prints to give immed-
iate significance to each form and automatically identified colour
exactly with each form, 1In séme cases, the graphic form described a
single object exactly - whether cloud, leaf, petal, flower or face.
Like earlier artists, Van Gogh took this aesthetic of print and trans-
ferred it to the brush stroke of his 0il technique but he made it inde-
pendent of an illusory function such as modelling or lighting. His
stroke relates only to the autonomous, two-dimensional structure of the
picture plane and 'represents' objects only in its own terms, He wrote
later than a painting was successful when the representation of an
object and the means of representing it are identical,

The prints in the background of the Niarchos version show the
first impact of the new aesthetic on Van Gogh's art., The broad brush
strokes liberated from the need to imitate modelling and light, become
expressive entities, identical with the images they make up., ‘The
flowers on the lower left show the identity of the form of the flower
with the coloured mark made by the brush, The landscape in the middle
right shows a similar quality, Some attempt to unify the prints is
made by including the red of Tanguy's contour in each one., In general
however the Niarchos version still shows Vincent struggling to under-
stand the significance of the Japanese print for his own art,

In the Rodin version the print and oil aesthetics are much closer,
particularly in the landscape in the upper right hand corner which would
almost be a painting of the Arles period. Individual trush strokes
~ are clearly visible within the forms of the landscape. They follow the
shapes of the bank but without losing their independence of form and

colour. The painting of the background of the second version of the
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Tanguy portrait was used by Vincent to come to a full unierstanding of
Japanese art in terms of his own painting,

In doing so he discovered the possibility of art independent of
the need to imitate the visual qualities of nature and yet disciplined
to it. He discovered that colour and form could be used with refercnce
only to the picture plane and the medium in which they were embodied
without the loss of commiy{;ent to nature. Indeed by making design an
internal quality of the art object the poetic expression of man's
relation to nature was made easier., Van Gogh's development has much in
common with Ce;anne's; in some ways he is much closer to Cezanne than
he is to Cauguin. While Cé;;nne made his discovery by constant work
and intellectualisation of his experiences, Van Gogh's was suggested to
him by Japanese prints and his art in consequence is much closer to
natural forms, While Cézanne sought harmony parallel to nature, Van
Gogh attempted to fuse nature and art into one magic crcation. It was
only with the help of the disciplined languape of design of the Japancse 28
print that this attempt was successful. Van Gogh constantly refers to
his difficulty in separating nature and art and to his desire that his
paintings should live. Japanese art provided him with the mcans to unite 29
them without yielding to chaos,

Van Gogh made three free coples of Japanese prints durins his time
in Paris.

A bridge in the rain with men crossing it is a fairly exact copy

of a Hiroshige print. However, Van Gogh has created round it an 30

inverted frame of green with red characters, to which he has banished 1(127)

the cartouche, leaving the print as a visual unity in the western

tradition. The water and sky show modulated brushstrokes not derived
from the original print. The unnatural linc of the horizon, the bridge
and its occupants are exact copies of the original, Van Gogh's intense

interest in the exact manner of the depiction of the figures is import-
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ant for his later representation of figures in landscapes., They are
seen as human entities, not as vague impressions indistinet from nature,
Their humanity alone gives reality to the bridge and the rain, For

the Japanese and for Van Gogh there is "always something of a figure"
in landscape. Despite its close relation to its original, the copy is
of personal significance to Van Gogh,

A painting of a flowering plum tree is a copy of a Hiroshige, In 1(128)
this case the tracing with which the copy was made survives and the 3
Japanese inscriptions in the frame can sometimes be read, Yet the
picture still has personal significance.

Van Gogh emphasises the blossom by the use of a carefully modulated
impact. He intensifies their preciosity. He knew they were symbolic
of a new life, of fertility, from the article in L'Art of 1885 on the
poetess Ko-Mati by Ph. Burty or a similar source. 7This is probably
what attracted him to the print, The people walking along the fence in
the distance are also a pe;aonalyinterpretation. Their bright yellow
clothes emphasise thelr presence in a manner unlike the original print.
They are of human interest, like the strollers in western bou}evards.
One identifies with thelr action of walking along under trees and in
doing so one enters the landscape.

The presentation of space by means of a network of overlapping
patterns in this case of trees, is often found in Van Gopgh's later
paintings, as is the explicit emphasis of contour and outlines in
vegetation, The process of tracing may have been suggested to Van
Gogh by contemporary descriptions of how Japanese prints were trans-
ferred from the master's drawing to the block engravers, such as that

by Louis Gonse in L'Art Japonais. He used it again in a third 'copy', 1(129)

the centre of which was copied from a magazine cover, by means of 1(130)
tracing which was then enlarged by being squared over. 32

As in the FPere Tanguy paintings Vincent simplifies the form of the

+y
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print to fit the oil technique. The pattern of the collar is simply
enlarged but the drapery of the torso is turned into a pattern of
freely placed brush strokes, This copy has the quality of free inter-
pretations that we see in the background pnintings of the Pere Tansuy
nortraits where it appears once again in the Rodin version. From the
description given Ey Lé Faille their colours are the same, I am
inclined to date the Oiran with the Tanguy portraits in the first half
of 1887, The-magazine cover is basically a black engraving with some
coloured tints in blue, green, red and yellow, Van Gogh has ignored
this and treated the form directly in bright colours,
Even in these three copies Van Gogh has reacted to Japanese grt
in his own terms, learning from ift how to create his own style, They
were all made in early 1887, at the same time as the other works which
show his interest in Japanese prints, ’ 33
In 1688 Vincent painted .a self-portralt with a Japanese actor 1(131)
print in the upper right hand corner. It is in a very broad style. 34
The face itself shows a characteristic Japanese effect; the eyes
appear as if from a full frontal position while the other features are
given a three-quarter profile, Olines are used round the nose rnd
eyes and the dome of the head is exaggerated as in Japanecse prints,
The painting corroborates Pernard's description of the oriental
decorations in Van Gogh's flat. Since every element in a Van Gosh
portrait has a symbolic meaning, we must assume that Japanese prints
had as great an importance for Vincent at the end of the Paris period

as at the beginning. For he associates himself with no other art in

this way. '

The direct evidence of Vincent's contact with Japanese art sugeests
that he went through a period of intense interest in it in late 1886
and early 1887 and that for the remainder of his time in Paris he was

more concerned with realizing its importance for his own art. The
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paintings he did during this period show considerable Japanese influence.

However, impressionism had taken elements of its design from Japan=-
ese art andall Van Gogh's contemporaries were interested in it. It is
therefore essential to show that he was directly influenced by Japanese
prints and did‘nét simply absorb features of Japanese design from the
styles he saw around him. No‘othef post-Imfressionist copied Japanese
prints, nor venerated the Japanese in the manner of Van Gogh, So we
have good reason to assuﬁe direct interest in the prints themselves.

We also have his testimony that he made Bernard and Anquetin look at
the prints in Bing's,

During 1886-7 Van Gogh painted a series of flower paintings. He
wrote to his sister in the autumn of 18873

Last year I painted a long series of flowers in

order to get accustomed to using a scale of

colours other than grey - namely pink, soft and

vivid green, light blue, violet, yellow, oranse,

rich red. 35

He compared one of them with 'Japanese lacquer inlaid with mother-
of-pearl', they were 'lilies white, pink, green against black', 36

This particular painting is unidentifiable; however Van Gogh's
remark shows that he was using eastern art to help with his 'gymnastics'
in rendering a harmony of intense colour,

There are interpretations of Japanese flower prints in the back=-
grounds of the portraits of Péke Tanguy, which show Vincent's interest
in Japanese flower prints, They are handled in simple bright colours,
such as he declared to be his aim in the letters.

The two Paris period flower paintings which can be identified
from the letters show the influence of Japanese prints, 37

The painting of "orange tiger 1lilies" is often related to
pointillist techniques. In fact the pointillism is restricted to the
blue backgrounds it is used to enliven the blue, by patterp and by

contrast, not by optical mixture, It does not create an atmosphere 1(132)
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The flowers themselves are seen as objects identical with the brush-
strokes that make them up, just as the impression of the Japanese wood
block is identical with the form of the flower it represents. Even their
stamens have been carefully obtserved and given individual brushstrokes
for each form. The effect is of a heightened perception achieved through
contemplation, not the generalised reconstruction of a phenomecnon of
1ight through which that deception was achieved.

As in many of the floﬁer paintings the vase seems slipghtly out of
place. The two flowers on the left have only a decorative relationship
with it. They exist as patterns of paint on the picture plane, their
scroll like stalks were not made to support them,

Vases hardly ever appear in Japanese flower prints; their design-
ers preferred to spread their flowgrs in a decorative arrangement across

the surface of the print, often suggesting that they were still growing.

Hokusai's flower prints provide good examples of this, and they were 33

widely known at the time, _ 1(133)
In another flower painting the vase has shrunk ridiculously and 1(134)

enormous white, pink and red flowers float before a green background. 28

Vincent's friend, Van Bonger, remonstrated with him for painting
these "flat" flower pictures but was unable to get him to agree to his
error. The flatness was not perceived by Vincent because he was in a
period of transition from the academic, western technique of his earlier
work to the work of the Arles period which was to be dominated by the
Far Eastern example. His struggle to reconcile the threce-dimensional
vase and 1ts automatic central point of vision with the independence of
the individual flowers on the picture plane is evidence of this,
Fventually Vincent did achieve a satisfactory two dimensional synthesis
in one flower painting, which may be compared with part of the background
from the Rodin version of the Portréit of Pere Tanguy. It anticipates 1(135)

the paintings of sunflowers made at Arles, 41
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The subject of flowers was aimost certainly suggested to Vincent

by Japanese prints. Other subjects, like a painting showing prawns 1(136)

swimming among weed, may also have been suggested in this way. The

convention of representing the prawns as actually in the sea comes from

Japanese prints such as Hiroshige's famous 'Prawn and Horse Mackerel?,

A drawing of a prawn was used as a margin decoration on the page of

Paris Illustréé, from which Vincenﬁtook the bamboo motif for the frame

of the Oiran, 42
The Paris "landscape" paintings also contain many Japanese elements,
In a 'View of Monmartre', in Chicago, the balance of the repeated shapes I(137) 1
of the lamps on the left against the solid mass of the ruddy orange 43
observation platform parallel to the picture plane on the right is de-
rived from a Japanese approach to space, The two elements are related
across the flat greenish white of the picture plane., The sky is identi-
cal in hue and tone to the foreground of the roads this isolates the
pictorial elements as in a Japanese print where the picture plane ie
neutral, representing nothing but itself, Objects and motifs relate
through this neutral plane, The use of recessional angle, without ref- 44
erence to any fixed pictorial centre, is common in Japanese prints,
The recessional in this painting is used in the Japanese manner. ;
Similar "Japanese" qualities can be seen in "A Corner of Mont- |
martre''. Road and sky seem made of the same neutral stuff, The 45
patterned two-dimensional recession of the road is very like Hiroshige's
Tokaido road prints. Contour lines are also used and the figures have
the appearance of figures in Japanese prints., They are symbols of
human 1life and activity., The girl and small child on the right show a
close human relationship in a gesture that neo-impressionism could never
have presented. They even have outlines like Japanese figures,
Brushwork in Van Gogh's landscapes is a special problem, In land=-

gcape the brushstroke cannot be identical with the individual forms
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that are perceived, for the forms are too numerous, Instcad, Van Gogh's
brushstroke takes on an expressive quality which makes up by its inde-
pendent formal strength for the inability to totally represent man's
experience of nature,

The transition comes in paintings such as 'The Wheatfield' in 1(138) .
which the brushstrokes which indicate the green wheat and yellow
stubble form a pattern like iron filings in the poles of a magnet, 46
Their expressive power is still coincident with the identity each stroke
has with the image of a stalk of wheat or stubble or a poppy-flower, In
the background of the Rodin version of Pere Tanguy, in the landscape in
the upper right-hand corner, some brush strokes can be seren independent
of a particular form, Instead they follow the rhythm of the composition
made by the landscape., Thelr expressive quality comes from their
attempt to conform to the design on the plcture plane, é

This brushstroke can be seen in the series of the views of Paris,

Even in such paintings as"The Restaurant de la Sirene' the brush strokes
are arranged in conformity with the tensions created on the picture

plane by the design. The end wall of the restaurant's upper storey 47
shows strong green and brown horizontal strokes, which relate to the
suggested mass of the building and to the contour of the wall, At the i
same time the strokes refuse to be identified with the bricks on the '
wall,

The stroke becomes even more independent of the individual forms I(139)
in other views of Paris, In the painting 'Fields at Montmartre', that 48 |
ig 1llustrated, the composition depends on the pattern of independent
brush strokes for its unity., They link trees, fences and buildings
with a consistent expression of common energy. Their role in the fore-
ground is especially striking, They exist in an area of blank canvas
and represent reality by an unconscious inductive process., Like the

1ines in Cezanne's late water colours, their interrelationship parallels
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reality, Hokusai's landscape prints use graphic marks in a similar way.

In *Fuji from Umedawa in the Soshu Frovince', from the thirty-six 1(140)
views of Fuji, the hills have on them a seriers of dots which may rep- 49
resent vegetation, or stone, or nothing at all, They function as mod-
ulators of the forms of the hills, which they affect by their relative
sixe and distance in relation to each other and the contours of the
hills. A two-dimensional pattern in a three-dimensional space, but
without illusion, ‘These dots are the equivalent of Van Gogh's free
brush mark in their ambiguity and their modulation of space., He was
clearly influenced by Japanese prints in adopting this form of brush
stroke.

Bing's attitude to Hokusai may have influenced Vincent in his
simplification of form in landscape. Lecturing on the "36 Views of
Fuji', he stated -

His dream is a lurid one, a vision that results

in the transfiguration, not the travesty of Nature,

He brings out all that is characteristic and

significant of her various moods, The eternal truth

and beauty of Creation are made clear by simpli-

ficationy all petty detail is suppressed and only

the essence glorifiedsy the essence that is, as he

conceives at the time, Such is the high conception

of the landscape painter's art which inspires

Hokusai in his worke. 50

Digcussing Hokusai's use of colour, Bing declared -

In the Fu-gaku colour is likewise an important
feature., But neither colour nor drawing is used
to slavishly copy the superficial aspect of
things. More strongly still then drawing is
colour applied to accentuate the characteristica
that are to be expressedy Yyet while the differ=-
ent shades of blue, russet, green, rose or
brilliant red are freely used and oftentimes pre=-
vail, the tints are always in perfect keeping and
harmoniously effective. The warmih is intense

or subdued according as the colour clothes the
slopes of the mountain at noonday or in the
mysterious twilight hour, with its tender vib-
rationsy according as the impression sought to
be rendered is mournful or bright it is always in
keeping with the atmosphere or rcason, . p)

Both these passages closely parallel Van Gogh's artistic aims and
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procedures as he described them in the letters from Arles, Also they
relate very closely to the works just discussed, Bing's ideas about
Japanese art clearly influenced Van Gogh's conception of his own art.

A view of the street shows that the two types of brush stroke which 52
we may call the 'image identified' and the 'graphic inductive' can be I(141)
used together in one painting, just as the two functionz are combined
in Japanese prints. The strokes on the buildings and casks are image
identified, while those in the road and sky are graphic inductive. The
gstrokes unify the whole picture plane, of themselves, by presenting a
coherent sub-structure despite their separate functions., In his essay
'The Reaction against Impressionism' Novoiny sees impressionism as the
tgeedbed for a breakthrough into pure form'. lie argues that the pattem 53
of brush strokes found in impressionism was used by both Van Gogh and  I1(142)
Cezanne and incorporated into a composition tased on larpe areas of
canvas with precise silhouettes. He adds that Van Gogh's colour is
derived from divisionism, This does not help to explain the unique
forms of Van Gogh's aft, g0 different from Gauguin's for instance. The
importance of the idea of impressionism for Van Gogh has been exarrerated,
Both elements of Novotny's dual reaction to impressionism can be derived
from Japanese prints,

For Van Gogh the way of 'constructing with small units' was a mecans
through which to achieve the unity of form and content that he found in
Japanese prints. The large surface areas and distinct contours in his
work are also derived from Japanese prints, but their role is lecs
gignificant than Novotny suggests. There is considerable evidence of
Van Cogh's intense interest in Japanese prints and 1ittle for his direct
jnterest in impressionism., Van Gogh never copied an impressionist
painting although they must always have been available to him in I'aris,
from Theo who dealt in them at Goupil's; As we have seen, coniemporary

criticism emphasised the variety and painterly qualities of the Japanese

i
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print and may have helped Vincent in his transformation of its aesthetic
into oil paints. Louis Gonse, for instance, wrote;

Le graveur Japonais arrive par des moyens tfés

simples, presque primitif, mais ou la tour de

la gain conserve toute'§a valeur, a des tons

laves degrades, estpmpes, rompus, a des chatoie-~

ments et des gaietes de coloris que le coup de

) pinceau semble seul pouvoir exprimer. 54

The idea that Japanese prints were no more than flat plains of
colour with de;orative outlines had not yet become fixed in criticism,

Japanese influences can also be identified in Van Gogh's portraits
made in Paris, Essentially they show a change from an anatomically
based account of the features to a "character" based portrait using
arbitrary contour and fres brushstrokes.

In 1888, just before he left Paris, Vincent painted a self-portrait
before the easel, in which 511 the "Japanese”devicea which he had 1(21)
learned were applied. The exaggerated contour of the head is extremely
important to the composition. The ear locks as if it 5elongs to a pro-
file portrait, while the nostrils and eyes are seen face on. The 'cut-
off' views of the palette and easel are placed on the picture plane in
the manner of clothes and accessories in the prints of portrait heads
such as those in the background of the portraits of Pere Tanguy.

During his stay in Paris, particularly in the winter of 1886-87,
it is clear that Vincent was deeply involved in studying the Far
Bastern example and Western ideas about it.

From these he learnt that a work of art is in itself a part of
nature as well as a symbol or‘rerlection of man's experience of nature
as a whole, This discovery is the motivation behind all the formal
1Anovations that I have discussed, I hope to show in a later section
that it offered the solution to the artistic problems that Van Gogh was
involved in before he came to Paris and which he inherited from the

earlier nineteenth century masters, Millet and Delacroix may be taken
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as examples of the two poles which Van Gogh united in his art.

Millet's attempt to make a poetic statement through an illusion-
istic style fails to work as a whole, The 'Angelus' for instance,
appears as an uncomfortable setpiece, an idealised proposition about
peasant life rather than an attempt to enter into it throush the
imagination. The 'spiritual' is treated as an external idea, it clashes
with illusion in the painting,

In Delacroix, on the other hand, the spirit overcomes {llusion,

But in doing so the link between the imagination and 'reality' is almost
severed. Only the afrength of his will saves the 'Death of Sardana=
pqlus' from becoming a pantomime fantasy, extravagant beyond the means
or requirements of human experience, In both Millet and Delacroix there
is an attempt to make the westerm pictorial illusionism carry a 'spirit-
ual' meaning. As we have seen, the Far Eastern example was accepted by
Western artists in the 1860's as a key to the resolution of the impasse
in Western tradition. The problems of Millet and Delacroix were a
major part and are indicative of the growing division between 'reality'
and 'the imagination' in art in the later ninetecnth century. It was
their apparent ability to reconcile these two aspects of a work of art
in a harmonious whole which attracted Van Gogh to Japanese prints,

As we have seen, this was a major theme of nearly all enthusiastic
critics of Japanese art in the 1870's, In particular this was true of
Duret, Duranty, Burty and other critics associated with the realist

and naturalist cause.

Before examining Van Gogh's use of Japanese art at Arles I intend
to discuss his theoretical and critical attitudes to it and his sources
of information about it. The letters contain much gcneral discussion
of this question. They show clearly how the build up of information and

attitudes to Japanese art over the previous twenty years contributed to

his development,
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%ﬂ—" ~ source that he indisputably read was the special iusue

/
of Paris Tllustre of May 1st, 1886, entitlcd 'lLe Japon' with many

illustrations of Japanese art and a text by Tadamasa layashi, one of
the leading connoisseurs of Japanese art in Paris, which included a
brief note on art.

Hayashi sees Japanese art as much closer to nature than Chinese

Y
art from which it originated, 'charmant et plein de verve'. lowever,
far from imitating nature i1t relates it to poetic fantasy and this
relationship is expressed in the mysterious universal languagze of art.

He recommends making a collection of Japanese prints as the best
way of studying Japanese art., As we have seen, Vincent took his advice
at once and bought a great deal from Bing.

His most important remark is;

. La peinture Japonais, qualque ayant une methodo
incomplete, a su revivre.....a 1a fois nature
et 1'imagination,

To revive nature and the imagination simultancously had been Van
Cogh's aim for some time. He had written to Theo from Nuenen, advising
his brother to give up his job at Goupil's and become a painter, com-
paring his brother's position with his own, years before, when he was
at Goupil's:

There were days when I could not see anything in
the most beautiful landscape, just because I did
not feel myself part of it, It is the street and
the office and the care of the nerves that make it
so, Do not be angry with me when I say that at
the moment your soul is sick - it is true you know.
It is not right for you not to feel yourself a
part of nature, I think the most important thing
is to restore that,

VYincent's réstorative was the remedy which he himself had takens

Try to redress if you cannot do it at once the
relation between yourself and nature and people,

and if it cannot be done any other way than by
your becoming a painter, well then do so, 57

As Van Gogh become a painter himself to redress the balance between

nature and people it is certain that he would be deeply interested in
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an art which the critics claimed achieved this by means of the imagina-
tion,
Hayashi was not alone in his estimation of Japancse art, As early

as 1880, E., Vernon in a revue of Promenades Japonaises - Tokio Nikko,

had writtgn that the Japanese were 'pantheiste et gai' and that their

art was saved from all error by the reserve and respect given to it by

their adoration of nature, At the same time every Japanese work of

art was 'a hieroglyph full of symbolism', not consciously added to it

but contained within nature, 58
Hayashi recommends the reader to Gonse's book L'Art Japonais if he

wished to gain greated knowledge on Japanese art and in tﬁéé also we

find the idea that Japanese art was both poetic and realistic,
For instance, writing about the painter Ippo de Kioto, Gonsc saysj

Son réalisme est celui des gens comme il faut, il
est assalsonné de sentiment et de poesie, 99

L, Blanc du Vernet wrote thatj
L'artfjaponais! qui a in rpreté'avec serenité la
beath que\revet la vie®huretd de la nature n'a
rien a/demeler, comme on le croit communement avec
ses creations terrifiantens, 60
The 'terrifying creations' were the wdrka of the impressionistsa,
thile accepting the similarity of their use of colour, Du Vernet wrote
of impressionism - 'le pinceau s'arrete au moment ou la difficulté/
commence', Thié moment was the time when spiritual values entered into
the painting. Only in Japanese art was'1'impressioﬂksmﬁvibrante et
spirituelle' to be found, it was imaginative and methodic, having escaped
the servile imitation of nature found in Chinese art. As we have seen
Du Vernet is not an isolated reactionary. For although in 1880 Japanese
art was the 'prop of impressioniesm' and critics, following Duranty, had

almost assimilated the two, by 1888 when Féhéan wrote in the Ré;he

Indé;endéﬂte he gave Japanese prints as an example of Symbolism and

denounced the representation of nature,
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Van Gogh's letters are confusing on this point,‘for he constantly
identifies the impressionists with the Japanese, However, he clearly
means painters of his own generation, for he refers to one of his self-
portraits as a portrait of 'an impressionist in general'. He saw con-
temporary artists as. carrying on the work of Japanese art which was
decadent in its own'cduntry.
In a létéer of September 1888 to his sister we meet the theory
that Japanese art was basically a matter of looking at nature, as
Duranty had suggestedj
For my part I don't need Japanese pictures here,
for I am always telling myself that here I am in
Japan, Which means that I only have to open my
eyes and paint what is right in front of me if I
think it effective, 61
But at the same time he considered the spiritual content of Japan-
ese art important; the Japanese taught a 'true religion' they lived in
nature 'as though they were flowers!, Van Gogh accepted both critical 62
aspects of Japanese art - the naturalist and the symbolist, because his
own art was a resolution of the conflict between the two, a simultaneous
revival of the imagination and nature, 63
The two remaining sources that are definitely linked to him are

recorded in the letters from Arles,

The first is the magazine, Le Japon Artistique, published by S,

Bing from 1888-1891, His friend Milliet brought back the early issues
from Paris after his visit there in mid-August, 1858, Milliet pre- 64
sumably returned south early in September. He received all four issucs
published to that date,

The magazine consisted of a single text each week by an authority
on a particular aspect of Japanese art, with black and white margin
illustrations and a series of colour plates bound at the end of each
issue, These were intended to be treated as fine art prints; Vincent
did so, detaching them from it, Bing wrote the text to the first issue

and notes to the plates of issues One and Two.
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Van Gogh was dissatisfied with the text by Bing, He wrote that it
was 'rather dry and leaves something to be desired, he says there is
a great individual art, but though he gives a few scraps of it he gives
no real impression of the character of that art,'

Bing, like others, was reducing his earlier high esteem of nine=
teenth century prints which he now saw as mere shadows of the earlier
great masters of Japanese art, But for Van Gogh the 'prints at five sous'
were admirable 'for the same reason as Rubens and Veronese who had also
been considered in bad taste'.

One passage in Bing's article drew an important statement from
Van Gogh. It is about the minute attention to detail of the Japanese
artist which is seen in balance with the attitude of 'an enthusiastic
poet moved by the spectacle of nature'. According to Bing for the
Japanese artists

Nothing exists in the universe, be it only a btblade

of grass, that is not worthy of a place in the

loftiest conception of art, 65

Vincent synthesised this passage with his current rcading of
Tolstoy's My Religion to assert that Tolstoy's inner spiritual revolution
would be possible in art by a return to nature through a study of the
Japanese aesthetic.

Like Tolstoy's religion with no name this study would accomplish the
salvation of man from his alienated state, would 'make life possible'.

Vincent wrotes

In the end we shall have had enough of cynicism and
scepticism and humbug, and we shall want to live

more musically, How will that come about, and what
will we really £find? It would be more interesting to
prophesy, but it is even better to be able to feel
that kind of foreshadowing, instead of seeing absol-
utely nothing in the future beyond the disasters that
are all the same bound to strike the modern world and
civilisation like terrible lightning, through a revo-
lution or a war, or the bankruptcy of worm-eaten
states. If we study Japanese art we see a man who is

undoubtedly wise, philosophic and intelligent who
spends his time doing what? 1In studying the distance



between the earth and tho moon? No, In studying

Bismark's policy? No, He studies a single blade
of grass,

But this blade of grass leads him to draw every
plant and then the seasons, the wide aspects of
the countryside then, animals, then the human
figure, So he passes his life and life is too
short to do the whole,

Come now, isn't it almost a true religion which
these simple Japanese teach us, who live in
nature as though they themselves were flowers,

As you cannot study Japanease art it seems to me,
without becoming much happier and gayer, and we
must return to nature in spite of our education
and our way of work in a world of convention,

This passage is much more than a 'borrowed formulation', It is a
unique s&nthesis, expressing precisely the importance of nature to the
spiritual power of a work of art, The blade of grass became a symbol of
the poetic intimacy with nature by which Vincent hoped to 'make life
possible', It appears in several pictures and he had it with him when
he was at Sainte Remy, Other illustrations from the mapgnzine had n

direct effect on Vincent's painting; these will be discussed below.

The other source is the novel Madame Chryaanthame by Plerre loti,

which Van Gogh read in the illustrated version published in 18¢8 with

illustrations in drawing and water colour by artists Rossi and Myrbach.
The novel belonged to Milliet, his friend, who later exchanged it with
Gauguin for a drawing. Van Gogh read it in Junec 1888, It tells the

story of a European traveller who spends a season in Japan, acquires a

mistress and takes part in Japanese life. Its descriptions are the liter-

ary equivalent of Japanese prints and incorporate much of contemporary
opinion on Japanese life and culture, Watteau is cited as the artist
most capable of portraying Japanese 1ife (following the Concourts).
There is much stress on genre scenes, such as the drawings of birds by
M. Sucre., The novel confirmed Vincent in his opinion of the Japanese as
a nation in which art and nature had not lost their relevance, But he

took only specific pleces of information from it,

813

66

67

68



He wrotes
It gave me the impression that the real Japancse
have nothing on their walls, that description of
the cloister or pagoda where there was nothing
(the drawings and curiosities all being hidden
away in the drawers),
This description influenced his indoor working method so that he
worked in 'a bare room, four white walls and red paved floor' and
recommended that Theo should look at his work in the same conditions,

including a window open to the views of nature, as those described in

\N -
Madame Chrysanthem2_. This was a radical departure from his usual

practice of pinning a clutter of prints on his studio walls and was
not permanent, but it indicates that he was concerned to identify
personally as closely as possible with Japanese artists. Other forms
of identification were more permanent, IHe tried to see¢ his subject
matter as a Japanese. He refers to a portrait of a younyg girl as 'a
mousme' and to a self-portrait as a 'bonze', a worshipper of the eternal
buddha,

A description of the shorthand drawing method of M, Suere may have
influenced his ideas about drawing. He combined it with ling's remark
about the neatness of Japanese drawing and descriptions such as that

made by Gonse in L'Art Japonais:

I envy the Japanese the extreme clearness which
everything has in their work. It is never tedious
and never seems to be done too hurriedly; their
work is as simple as breathing and they do a figure
in a few sure strokes,.,..what I am after is that in
a few strokes the figure of a man, a woman, a child,
a horse, a dog, shall have a head, a body, legs, all
in the right proportion,

This graphic shorthand became an aim both in his pictures and in
his drawings and it went hand-in-hand with the two types of free brush
strokes discussed in the previous section, though particularly with the
‘image identified' variety,

One of the mdst important abstract ideas that Van Gogh used was the

thesis that harmony in life and art is btuilt on simple contrasts which
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complement each other,

He seized on a description of Japanese food in Madame Chrlganth>me

to help him expound this prinecipal in relation to the hanering of hin
paintings of sunflowers 'in the Japanese manner',

He wrote}

You know that the Japanese instinctively seek
contrasts - sweetened spices, salted candy, fried
ices and iced fried thinga, So it follows according
to the same system that in a big room there should
be very small pictures and in a very little room
one should hang very large ones,

The theory of 'contrast' as Vincent used it applied to all aspects
of a work of art - its form, symbolism, and colour. It is beyond the
scope of this essay to discuss its importance aé a theory., However, it
is important to realise that he always turned to Japanese art in support
of it., He admitted black and white as a simultancous colour contrast
and offered as Jjustification its use in Japanese art, Vincent first T4
used it in this way in his description of the docks at Antwerp in 1806,
vhere 'Japonaisgrie' means a scene with many contrasts,

From Van Gogh's treatment of source material on Jaranese art it is
clear that he made use only of those ideas which were of help in clari-
fying his own artistic problems.

However these problems were closely related to the contemporary
critical view of Japanese art, having as their basis the relationship of
nature and the imagination within the work of art.

Van Gogh's letters from Arles also show several si;nificant themes
for which there is no specific source but which clearly derive from
contemporary criticism,

Vincent left Paris for Arles because he thought that it would be
more like Japan, being more sunny and further south, Hc sought a 15
country in which nature coincided, by accident, with the workings of the

imagination. In a letter to Gauguin he recalled looking from the train

to see 'whether it was like Japan yet'. 'Japan' for Vincent meant 76



Japanese art. VYhen he first arrived in Arles he noted that the winter
landscapes looked just like Japanese paintinga, *fat, old boy, you
know, I feel as though I were in Japan - and I say no more than that',
he wrote to Theo. As we have seen, the notion that the climate of Japan
influenced the sight of Japanese artists and allowed their clear per-
ception of nature is derived from the critical assimilation of Jaranese
art and impressionism in the seventies, earlier expressed by Duranty.
In 1880 Blanc du Vernet, while taking the opposite view of Japanese
art to Duranty also offered the climatic thesis for its form:
Bien avant nos i@pressioq4s§p, ils ont cOnstate que
le soleil refletg par lea objeta lent a forcé de
clarte, a les ramener a cette unitg'que fond les
sept rayons prismatiques en un seul état incolorse
qui est la lumiere,
Van Gogh knew this idea and felt that somchow a bripht sunny
climate would help him attain his deal, as it had helped the Japanc:se,.
But for him it was not the change in external stimuli making nnssi-
ble the rendering of 'clear flat tones' that was {mportant, For him
there must be a new climate for the artist's soul as well as his eyes.
During his visit to SainteSMaries in the summer of 1808, he wrote;
About this staying on in the south, even if it is
more expensive, considery we like Japanese painting,
we have felt its influence, all the impressionists
have that in commonj then why not go to Japan, that
is to say the equivalent of Japan, the south., Only

it's bad policy to stay here alone, when two or three
could help each other to live cheaply.

I wish you could spend more time here, you would
feel it after a while, one's sight changes, you see
things with an eye more Japanese, you feel colour
differently. The Japanese draw more quickly, like
lightning, because their nerves are finer, their
feeling simpler,

I am convinced that I shall set my individuality
free by staying here.

The move to the south was much more than a search for 'clear flat
tones', it was a search for 'the painter's paradise, absolute Japan'.
Vincent strove to identify himself, his surroundings, and his art as

closely as possible with what he knew of Japan, It was a spiritual
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change which he sought, a new religion almost, not an unnatural formal
vocabulary but a harmony between nature and the imagination:

Here my life will bLecome more and niore like a

Japanese painter's, living close to nature like a

petty tradesman., And that you well know is a less

lugubrious affair than the decadents' way, 81

The idea of Japanese artists as simple artisans was common in crit-

iciam of the time. Duret, in his essay L'Art Japonais, describes the 82

Japanese artist as a humble artisan, indistinguishable from the ordinary
worker and states that they earned little money. Van Cogh found it ecasy

to identify with such a description,

]

He also found an echo of his own idea of an artist's co-operative
in the life of Japanese artistsjy he wrote -

" For a long time I have thought it touching that
Japanese artists used to exchange works among them-
selves very often, It certainly proved they liked
and upheld each other, and that there reigned a
certain harmony among them and that they were living
in a fraternal community quite naturally and not in
intrigues. The more we are like them the better it
will be for us. It also appears that the Japancse
earned very little money and lived like simple
workmen, 83

He had dreamed of a such a relationship himself, in particular with

van Rappard and his brother before Paris, and with Gauguin at Arles

where he hoped a school of artists would develop. The dream was ful- 84 i
filled in Japan. Not only were the Japanese reconciled to nature, but
also to each other, just as Vincent had written to Theo f{rom Nuenen:
Try to redress,if you cannot do it at once, the
relationship between yourself and nature and
people.
In imitation of the Japanese system of exchanging paintings between
artists he exchanged works with Gauguin, Bernard and laval amongst others. 85
Behind these comments lies a radical change in the idea of the
artist. Van Gogh is the first great artist in the west 1o treat himself

as an anonymous part of the creative whole, of naturé and society., This

break is as important in its own way for the future of art as his renun-
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ciation of perspective and three~dimensional illusion. 1Indeed it is an G?
inevitable corollary of it., Van Gogh has often been misrepresentnd as a
londly genius strugeling against society to express his own ego, much
like Michelangelo, 'Nothing could be further from the truth, Japanese
art led him to a negation of self that is almost Buddhist:
I have a terrible lucidity at moments, these ;b
days, when nature is so beautiful, I am not ‘
conscious of myself anymore and the picture
comes to me as in a dream,
The escape into paradise inevitably involves the loss of the self
of western man and the restoration of the unity of his imagination with
nature.
Nothing is known of how much Van Gogh knew of Puddhism but since
he knew the Japanese work of Felix Regamey it is likely that he knew éf
something of it. » !
In 1883'hé mentioned having seen "reproductions" of Japanese Art
by Felix Regamey, presumably referring to the illustrations for ih.
Burty's articles in L'Art in 1875. Regamey's work may have had an

important role in forming Van Gogh's conception of Japan,

Van Gogh often identified Japanese art with western artists whom he

thought important. He sought the same qualities in both, Stimulated

by the descriptions of bare rooms in Madame Chrysanthghdﬁ, he came to %;
appreciate the early 'excessively synthetic' Japanese drawings, as ‘
standing in the same relationship to nineteenth century prints as lillet
to Monticelll, He argued that it was time that this 'sobyl' quality
be recognised, : | 86

In a letter to Theo he comparedaDelacroix to a Hokusais

When Paul Mantz saw at the exhibition the violent and

inspired sketch that we saw at the Champs Elysees, the
'Bark of Christ', he turned away from it, exclaiming Y
'I did not know that one could be so terrible with a I1(142°
little blue and green', .

Hokusai wrings the same cry from you, but he does it i
by his line, by his drawing, just as you say in your 1(143,
letter, the waves are claws and the ship is caught in .
them, you feel it, ' : 87 5
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In both works Van Gogh looked for the 'ecmotion of ardent tempera-
ment'., The emphasis often given to the distinction he makes betwcen
line and colour is entirely unjustified, Both means were equally valid
to him, and elsewhere he claims that Japanese art is the key to 'paint-
ing in bright colours', As we have seen the comparison of the art of
east and west was sanctioned by contemporary history and criticiesm, In

Critique d'avant Garde, Duret argued that Greek and Buddhist art had a

common origin, 88
Gonse treats Hokusal as '; la fois le Rembrandt, le Callot, 1le
Goya, et le Daumier de Japon', 89
There is therefore nothing fantastic about Van Gogh's linkin;; the
two traditions when he says such things ass
Japanese art is a little like the Primitives, like
the Greeks, like our old Dutchmen, Rembrandt, Potter,
Hals, Van der Meer, Ostade, Ruysdael. They never
pass away. 90
But neither are his remarks derivative since he sincerely saw
eastern and western traditions as compatible wher;aa many, if not all,
critics saw Japanese art through exclusively western eyes, and were thus
led to overemphasise the western aspects of it and to venerate lokusal
beyond all others because of his appeal to a western mind, Van Gorh
arranged reproductions of Daumier, Delacroix and Gericault with Japanese
works on his studio wall, making no distinction betweeh one and the
other, 2
In this discussion of Van Cogh's relation to contemporary views of
Japanese art I have tried to show that his own statements about it are
neither fantasies, irrelevant to the historical development of his Q?t,
nor 8imply quotations arbitrarily used fo support his creative activity
and his theories,
The statements he makes, 1ike/his paintings, are creative synthesesj

through them he expanded his understanding of art and formulated his

intentions more clearly,

/



Contemporary criticism of Japanese art was very much involved with
the modern movements in Paris from Impressionism onwards, It helped him
to appreciate the problems of western art more clearly and at the same
time gave him an example of their solution, in Japanese art, It was
nuite natural for him to turn to Japanese art for inspiration and for
him to make its methods central to his own work,

That he was able to do so.with such immediacy and with no sernse of
arbitrary adaptation of alien ideals testifies eloquently to the absorp-
tion of Far Eastern aesthetic principles and the Far Eastern example
which has been the central theme of this thesis,

Van Gogh arrived at Arles a day or two before the 21st February,
1888, The short time until the new year was the most productive of
his life, It is also the time in which he shows deepest interest in
Japan and its art, feferring to it with great frequency in his letters,

It is usual to make a division between this work and that which
followed, on a formal basis., The change in form is often attributed to
the disability placed on Van Gogh by his mental problems, I take the
view that the late works are a consequence of Van Gogh's struggle to
achieve a total empathy with nature and are thercfore a natural develoj=-
ment of the Arles painting. I shall treat the work of the period after
Paris as a unity in which the basic themea of Van Gogh's art, which he
had formulated before he came to Paris, were expressed with increasing
clarity. In this way I will show the continuing importance of the
Japanese aesthetic for his work., The painting of St. Remy and Auvers
represents a final summary of Van Gogh's art; it is akin to the 'later
- period' found in many 0ld masters, One wonders if he could have
achieved such sublimity before the age of thirty-eight if he had not had
the art of the East to guide him,

From the beginning at Arles he rejected the theoretical ideas which

he had been unable to avoid in Paris and returned to the central tradi-
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tion of nineteenth century art, which he knew before he went there:
It is only that what I learned in Paris is leaving
me and I am returning to the ideas I hid in the
country before 1 knew the impressionists, And T
should not be surprised if the impressionists find
fault with my new way of working, for it has bteen
fertilised by Delacroix's ideas rather than by
theirs. : : 92
He wish 'to paint things that could be understood by the generation
before impressionism' by which he meant nineteenth century artists from
Delacroix to Courbet, 93
The fundamental struggle to unite nature and the imagination scen
in this tradition was to occupy Van Gogh throughout his remaining years.
He applied the lessons he had learnt from the Japanese to themes taken
from this tradition., All his themes are Western but their resolution
into form is made possible only by the East,
Van Gogh héd brought Japanese prints from Paris and he continued
his habit of pinning them on his studio wall, first in the hotel and

then in the Yellow House, 94

He used them to control his perception of nature, to enable him to

fully express himself, even when facing his subject matter out of doors,

He had two basic methods of working. Either he would work directly
from nature in oils or he would make sketches from natﬁre which he then
reworked in the studio and then he produced a painting from the reworked
drawing, These methods were naturally interchangeable; sometimes a
plein air painting would be be finished in the studio., Always the 95
1magination‘playéd a part, even when his canvases were 'quickly executed!
before nature they were the result of 'complicated célculations' accom=-
plished 'long beforehand' in which he strove to 'disentangle' the
essence of what he found in nature, to express it. Thua he wrote;

The imagination is certainly a faculty which we must 3
develop, one which alone can lead us to the creation i

of a more exalting and consoling nature than the
single brief glance at reality, 96

But nature was never excludedj
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I won't say that I don't turn my back on nature
ruthlessly in order to turn a study into a ;
picture, arranging the colours, enlarging, simpli- -
fying, but in the matter of form I am atraid of -
departing from the possible and true. 97
Japanese art formed the basis of the 'complicated calculation:'
which he made to'turn a study into a picture', lle believed that K~ was 98
looking at a country like Jépan and tried to render it in ‘Japaneso! .
terms. In rearranging nature in this way he broke down another constant
problem of nineteenth centufy art, the discrepancy between the vital
sketches from life and the dead finished paintings of so many nineteenth
century masters, Nature and art were one and shared the same life.
He began work in Arles with a great number of landscapes in which
he hoped to set an example to others to do for the Arles countryside what gl
the Japanese had done for theirs, 99
Two early landscapes which he discusses in relation to Japancce art

are identifiable from the letters,

The first, 'a little landscape with a hovel, white, red and green 1(23)
l¢e

and a cypress beside it', was done indoors in May 18883 the drawing for

it was done in March, soon after he arrived,

He wrote to Theo about the paintings:

This will show you that if you like, I can make g
little pictures like the Japanese prints of all
these drawings. 100
He tried to parallel the Japanese process of workins from drawing
to colour print in his own work. It was not meant to look like a
Japanese print, but like an oil painting which used the Japanese aes-
thetic to express nature,
The composition is typical of the effect of Japanese prints on Van
Gogh's landscape. It shows an open foreground with details relesnted to

to the middle and distance, so that although there is no consistent

point of recession a space is suggested, The row of fence poles to the

e w4 N i M A 3

left of the road creates a rhythmic recession but it is tied to the
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picture plane because the tips of the fence poles are on a horizontal
line parallel to the horizon. This type of recession with no central
vanishing point is often found in the compositions of Hokusai and liiro-
shige, such as the Hiroshige snowscépe that Van Gosh copied in the upper
left hand corner of the Rodin version of the portrait of Pere Tansnuy.
Contour and outline are freely used in the house and the horizon line,
The colours are bright and flat.,

The brush stroke is basically 'image identified', the drawing has
been copied exactly. Strokes of the pen, aiso image identified, have
been'replaced by strokes of the brush, Even in such a minor painting
as this, it is possible to see how Japanese prints led Van Goch to
replace central perspective and naturalistic illusion in landscapc with
a symbolically represented space in which nature and the imagination
could meet,

This can clearly be seen if the landscape is compared to a wiater-

colour drawing of 1882, in which Vincent attempted to express the 101

I
b
i

emotions of a lonely signal man on the Rhine railway looking out over :[/yQCrii

the landscape,

The watercolour attempts an imitative rendering of reality, from
the texture of the tree trunk to the 'correct' perspective of the road.
However these elements are never unified, There is no way in this tradi-
tion for Vincent to fulfil his desire to involve the emotions of man, (in
this case the Rhine railway signalman) directly in the landascape. He
relies on the typical nineteenth century device of a figure walking in
the landscape to achieve this, The viewer is invited to identify with
the figure he sees, but this fails because the naturalistic convention
can never resoive the divorce betyeen nature and the imagsination, it can
only heighten it, making the figure appear isolated and estranged.

In the early painting Van Gogh expresses man's alienation. In the

work at Arles he solves this problem by abandoning the naturalistic
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convention in favour of an art based on Japanese prints.

Although there is no-one in sight, nature is hospitable and alive, %.
Vincent's later intgrpretation of nature is immediately intelligible to 3
the emotion and needs no little figure,

The second landscapg related difectly to Japancsé art is8 'A View ;
of Arles done in May'. Vincent described.it as 'a 1ittle town surrounded I(146 
by fields, all covered with yellow and purple flowers, exactly - can't |
you see it? - like a Japanese dreanm’', 102

As in the landscape with hovel there is an open foreground with a
complicated series of forms in the distance.

Also in the foreground of the painting a series of irises are
rendered in great detall, as in Japanese drawings. The detail is
greater in the finished painting than in the sketch which indicates that
the painting was synthesised in the studio, The iris is often drawn by
the Japanese, particularly Hokusai, and Vincent's use of contour on these
flowers suggests that he was thinking of these drawings when he painted
this landscape. This commitment to details is extremely important for
the development of his landscape,

The overall composition is in the Japanese spirit, it is the first
in a series of flowering landscapes in which bright, image identified,

strokes of paint are arranged to represent flowers in a magical, formally

induced space which he likened to:

Des tapis velus
De fleurs et de verdures tissus, 103

They are all 'Japanese dreams', making man comfortable in nature once
more.

Almost as soon as he arrived in Arles Van Gogh startcd to paint a
geries of blossoms and blossoming orchards. He knew of the significance L
of blossoms as a symbol of renewal in Japanese art, In December 1885 he

wrote to Theo about this symbols
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Such a man who finally produces something as poignant
as the blossom of a hard and difficult 1life is a
wonder like the black hawthorn or better still the
gnarled old apple tree, which at a certain moment
bears blossoms which are among the most delicate

and most virginal things under the sun,

When a rough man bears blossoms like a flowering
plant, yes, that is beautiful to see, but before
that time he has had to stand a great deal of winter
cold, more than those who sympathise with him know.

The artist's 1life and what it is, all very curious,
how deep it is, how infinitely deep.

Vincent was the 'rough man' and in Arles he himself blossomed under
the influence of Japanese art and the south.,

Before Paris he had done scenes of orchards or groups of fruit
trees but with one exception they are wintry scenes with bare branches,
in strict central perspective,

The exception is a watercolour associated with a letter that he
sent to Theo in August 1684, about the time he must have seen Japanecsge
prints. It makes no use of central perspective and does not atterpt to
indicate details, The tree trunks form a screen of verticals which imply
space behind and between them. The blossom is indicated by an overall
wash, with a distinct contour. The form clearly owes a jreat deal to the
Japanese print, In the foreground stand two lovers whose harmony is
symbolised by the blossom., Once again the Japancse aesthetic helped
Van Gogh to make nature a ;ehicle for the emotions,

The subject of the blossoming tree was particularly popular in
Japan, where to this day great ceremonies are held when the cherry trees
blossom. Van Gogh 'copied' one blossoming tree in the background to
the portrait of Pere Tanguy now in the Rodin Muscum, in which the char-
acteristic hard contour of the blossom as a whole is preserved, and
also a Hiroshige print. While the snow was still on the ground at Arles
he painted two pictures of blossoming almond twigs,

The paintwork and coloration of these blossoms should be compared

to the twig of blossom on the special issue of Paris Tllustre for 1886,
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from which Vincent had copied the dancer. The use of broken contnurs
round the petals and the occasional tinge of yellow and pink on the
white is very similar to it., The ﬁse of impasto to exprecs the prec-
iousness of blossoms had‘already appeared in the copy of Hiroshige made
in Paris. The Japanesé'éu;tom 6f arranging only onyrflowering brinch in
a vase was well=known at the time,

The structure of the paintings is also Japanese despite the tiree~
dimensional glass, The striking red line across the centre ensures that
we see the blossoms as flat decorative patterns on the picture plane,
not three dimensional forms,

Scherjon and de Gruyter have identified twelve finished paintings
and three oil studies of blossoming orchards from this period. ‘They
ali show some relation to the 'copy' of a Hiroshige print of blossoming

fruit trees made in Paris, 1(147)€

A view of a single blossoming peach tree is especially close 3ince ﬁ
it shows a single tree, treated as a flat pattern stretched acrosz the ;
picture plane. The basic shape of the tree is the same as in the 109

Hiroshige copt, although it is much more complex and elegant. Thr indi-

visual blossoms are modelled in great detail as in the liroshige, but in
impasto, outline is used on the branches,

In the background a corner of an orchard is painted but it is
treated as a flat pattern behind the tree; The lines of the cornecr are
not an attempt to indicate a uniform recession of space, but only a
general indication that the tree is in an orchard,

The painting's symbolic intention has been pointed out by Graetz,
who has shown that there is a contrast between the fruitless withered

stump on the right and the full flowering tree. It is an allegory of

the life of the artist in nature, and a symbol of the relation of the
two brothers. Japanese art gave Vincent the means to ignore represent-

ational conventions in order to make his symbolism clear,
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Vincent dedicated the best of the blossom paintings to the memory
of his former friend and teacher Mauve, he sipned ity 'Vincent and Theo,
Souvenir de Mauve', and on writing to Theo about it, quoteds

Oh never think the dead are dcad
So long as there are men alive
The dead will live, the dead will live.
Once more Japanese art provided the key to his symbolic expression.

Like the'blossoming peach tree! the painting is still basicaily a
design on the picture plane., The central tree occupies the same area
in the picture plane as in the Hiroshige copy.

The preliminary drawings that he made of orchards show that his

response to them was first of all in the preconceived terms of Japanese

prints,

LA

A drawing which he sent to Bernard in April 1688, shows a blossom- I1(148)

ing fruit tree drawn as an overall contour with circles inside it to

indicate blossom, This graphic device is unmistakably Japanese, 110

i
i,

Vincent had 'copied' such a tree in the background to the Rodin portrait I(149)ﬁ

of Pere Tanguy.

A description of his working method when painting the fruit trees
shows that the freedom of his brush stroke was only possible bechuse
he thought of the canvas as a flat plane in which large areas were
balanced in a decorative de;ign.

This way of seeing came naturally to one who saw the country aro:nd
him as the Japan portrayed in Japanese printss

At the moment I am absorbed in blossoming fruit
trees, pink peach trees, yellow white pear trces.
My brush stroke has no system at all, I hit the
canvas with irregular touches of the brushj

which I leave as they are, patches of thick laid
colour, spots of canvas left uncovered, repetitions,
savageriesS.cess

Working directly on the spot all the time, I try

to grasp what is essential in the drawing - later

I 111 in the spaces which are bounded by the
contours, either expresses or not, but in any case
felt, with tones which are also simplified, by
which I mean that all that is going to be soil will
show the same violet like tone, that the whole sky
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will have a blue tint, that the green vegetation will %
be either green blue or green yellow, purposefully
exaggerating the yellow and blues in this case. 1
Vincent thought of his painting in areas of simplified consistent
colour and contours, that is to say in terms of Japanese prints. This
contour was often 'felt rather than expressed' as in the Uouvenir de
Mauve, where it merges with the immediate impact of nature and the
brushstroke., But this painting is no less a product of Van Gogh's
Japanese vision because it does not look immediately like a Japanese
print,.
The blossom theme had its consummation in one of his greatest
paintings, the pictures of 'Almond branches in blossom', against an I(150)§’
ethereal blue sky which he painted in St, Remy asylum az a gift to Theo '
on the birth of his baby son Vincent in February, 1890. 112
The spirit of this painting is entirely Japanese, Flowering
branches are spread across the picture plane without any refererce to
organised western space, They rely on their poetical juxtaposition
against the blue background to provide the means for them to express their
message of new 1life, These are the white blossoms breakins forth from
old, dark, gnarled wood that Van Gogh had written of at luenen.

The forms of the blossom are clearly related to thone on the cover

of Paris Illustré’for May 1886, and flowering boupghs are illustrated in

the margins of the inside pages of this magazine, 13
There are several flower prints by Hokusal which show white blossom

tinged with pink and yellow against a brilliant blue background, similar

to Vincent's painting. 114
Vincent himself thbught this 'perhaps‘the best, moat patiently |
worked thing!' that'he had done, ;
According to Graetz, the painting celebrates not only the birth of
Theo's son but also Vincent's successful struggle against mental illness,

for it was finished during his last attack, before he went to Paris and
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on to Auvers:

The motif of the blossoming branches was his inner

choice. The broken wood does not merely mcan his

own broken existence, and the young bloasoms are

not only symbolic of the new life in Theo's child.

For the o0ld wood and the new buds belong to each

other, and thus, as one inseparable whole, portray

Vincent himself in his inner condition of hope

arising from despair, of rebirth from death - as

young grows old, morning rises from night. 115

Vincent had so completely absorbed Japanese imagery and vision that
his inner choice of a symbol of his own salvation is purely Japanese in
origin.

From its first use in 'Sorrow' in 1882 to its use in this painting
of 1890 the symbolism and form of the blossom motif in Van Gogh's work
was always dependent on Japanese art, It is the finest example of the
importance of Japanese art to his private world of expression,

The paintings of the Arles orchards show that Van Gogh was greatly
influenced in his choice of subject and his mannrr of seeing it by
Japanese art, But their form is no imitation of the Japanese print in
oils such as Bernard and the cloisonnists were soon to attempt, but a
genuine imaginative response to nature. Japancse art provided the
framework, the guide, through which this response was made., A response
to nature is given form by means of the Japanese aesthetic, which is
then eliminated from any obvious presence in the finished work of art.
The difference is that at Arles the whole process is accomplished on one
canvas, or even partly in Van Gogh's head, so that we have very fcv
records of it,

By 1890 Van Gogh had achieved his goal of becoming like the Jipanese
so thoroughly that there is no means of establishing Japanese influence
in his work by fommal analysis, We only have the result, the intoxi-
cating feeling of being totally at one with nature,

During the summer of 1888 he painted views of the l'ont de 1l'Anglois

and other bridges which are closely related to the 'Hovel with Cypresses'
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in style. They show a bridge motif whose trecatment is very like that
in Japanese prints such as 'Ohashi bridge in the rain', by Hiroshi/e,
which Vincent copied in Paris, The works date roughly from March 18:8
to the end of June 1888, 116
In relation to these studies Vincent remarked to Bernard that:
If the Japanese are not making any progress in their
own country, still it cannot be doubted that their
art is being continued in France, 117

In late May or early June 1£88, Vincent made a 50 kilometre journey
to see the Mediterranean at the fishing village of Saintes Maries. He
spent a week making paintings and drawings, 117b .

He made two paintings of the see and a view of the town which are
quite naturalistic in their appearance, He also made drawings of the 117¢ ;
fishing boats being launched and at sea, and one drawing of them on the
shore, early in the morning before he left for Arles,and drawings of the
local houses,

But the most famous paintingsof Saintes Maries were painted [rom
these drawings from the imagination after the return to Arles,

The original sketch for the two famous paintings of fishing bnats
on the shore was the one that Vincent made just bLefore he left for Arles. 118 ;
This sketch was then worked up in the studio into the two versions of
the famous painting 'Boats at Saintes Maries', He wrotcj

I made the sketch of the boats just as I was going
to start in the morning very early and I am working
over it, a size 30 canvas with some more sea and
sky on the right,
The drawing most closely related to these paintings is labelled

15ouvenir de Saintes Maries' and has careful colour notes, in the manner
of a drawing made for a Japanese print.

Vincent was conscious of seeing things with ‘an eyc more Japanese!
during his visit, as he wrote to his brother soon afterwards. 119

The imaginative recreation of his experiences on canvas made use of

Japanese forms and motifs,
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The boats' hulls in the preparatory drawings and in the finished  I1(151) %
paintings are reshaped after the fashion of boats in Japanese prints, I(152) -
Boats in a drawing madé at the village from life show o much more
western shape., Most puzzling is the appearance of two crossed bamboo 120
poles leaning against the mast of the front boat. They scem to hnve no
function as part ofkthe rigging, since only one lLoat has them There is
no reason why boats in the Mediterranean fishing village should usr. bam=
boo, an alien material, Vincent has introduced these poles from J:panese
art where they are often seen crossed as supports for a {ishing net, 121
Japanese influence on the two paintings of boats has always bLeen
recognised because they are the only works in which Van Gogh attempted
to duplicate the material form of the Japanese print.
He made a watercolour drawing for them, one of the ‘pen drawings
to be washed afterwards in flat tints like Japanecse prints', which he 122
spoke of when writing to Theo to ask him for some watercolours. It
follows the colour notes of his drawing exactly. Van Gogh was trying
to recreate the creative process of the Japanese print makers in a
western technique. In doing so he came close to the form of the Jnpancse
print, but this form is still only part of a synthesis based on his own
experiences beforé nature at Saintes Maries, 123
The,theme of fishing boata on the beach had been uced by Van Gogh
as early as the summer of 1882, He was then inapired by the work of
Maris and Jongkind, and his drawings show Jongkind's influence, The 124

theme of the lonely fisherman also had a symbolic meanins for him, his

re?ding of loti's Pecheur d'Isfgnd'/suggeeted the loneliness to him, and
he remarks in a letter to Theo thét the fishing boats at Saintes liaries
were only big enough to hold one man, The boats on the beach are in

groups of two, they are symbols of friendship - 'Amitie' is the nume on

the prow of one of the boats,

The transformation of the nineteenth century theme of boats on the
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shore 3o as to express its full symbolic importance was achieved tnroush
the Japanece aesthetic, 1In the ninetecnth century the theme had »nlways
implied loneliness, the alienation of man from niature represented by the
threatening sea. Van Gogh offers the answer to this, friendship, noct-
ically expressed through the unity of nature and the imagination in Art,
- This is far more important than the external corrcspondence of flat
tone, contour and optline to similar forms in Japanese urinta.
Vincent also made at least three drawings of the local 'hoveln' at I(153)
Saintes lMaries. When he returned to Arles he did paintinsms and drawings
from the, Two paintings show forms derived from Japanese art} so do 125
the drawings for them which were also done after the return to Arles, 126
There is a copy of a Japanese print showing a street of thateched
cottages, in the backgrqund'of the Niarchos version of the portrait of
Pere Tanguy., A draving dqno at Saintes Maries shows a normal iuroncan |
buildins with a wall sixkor séven feet hiph, but'in the two pnintingab
this is transformed into a lower skirting wall supporting an cnormous
thatched roof such as one sees in Japanese prints, The extrémuly apen
perspcctivé of the road, unlike the sketches from 1life is also derived
from Japanese art, The free exbréésive‘bfushatroke and pen-stroke, tfﬁ 121
forms of the plants by the roadside and the rhythmicélly stressed QQn-
tours of the roofs all indicate that these paintinim are attqmpts to sea
nature with Japanesé eyeé. | , ’
In early July 1888, Van Cogh made two pen drawings of the Crau .1(1543
plain seen from Mdﬁt Majour;‘ Hg wrote about‘them to his brother and |
to Bernard and described oﬁé; |
An immense stretch of flat country, a bird's eyek
view of it seen from the top of a hill, vineyards
and fields of newly reaped wheat, all this multi-
plied in endless repetitions stretchins away
towards the horizon, like the surface of the sea,
bordered by the little hills of the Crau, It does
not have a Japanese look and yet it is the most
Japanese thing that I have done, a microscopic

figure of a labourer, a little train running acroas
a wheatfield. L o A _ ‘ C 128
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Vincent relates the story of the rejections of this view'by a ' 3
painter friend of his who oalled 1t boring. He then tells how he dis- o !
cussed it with a soldier friend (Milliet’); ‘ R

I said to him, 'Does it amaze- you that I think
this as beautiful as the sea'. Now this fellow
knew the sea, 'No, it doesn't amaze me that you

think this as beautiful as the sea,but I think

it more beautiful than the ocean becau e lt is
inhabited.' - , ‘

Van Gogh must hawe'been especially impressed by this conversation because
’hé repeated it to Bermard and Theo. " . | :
The view of a flat landscape from a high point is often found in '
Japanese‘prints, many ofjthem show the sea surroundedkby a low range of
hills; there is often a bridge or road across such a landscape along
which onevor'two figures are walking. Bing publishe@ one such print I(155)

by Hiroshige in the first issue of Japon Artistique 'a view of Lake Riva',

Vincent could not yet have seen the reproduction, but it is very likely

~ that he saw the original an Bing's premises in Paris, I also show a

AT I A ST (O

a view of the 'Bridge of Bosts at Sano'. by Hokussi, to show the motif I(156)

of the man walking,

o e P bR 0

Van Gogh saw the view through Japanese eyes. The overall structure
of graphic devices such as the dots in the fields is derived from Japan-

ese prints. Vincent enphasises the human beings moving in the land-

e e A

scape to such an extent that they are greatly enlarged; the same goes ’3

for the cart. Guided by Japanese prints he creates a paradise in which
a man can live harmoniously in nature, and even such a mechanical beins ;
as a steam-engine does not challenge the harmony but is accepted as part
of it. |

The drawing does not look Japanese because it was taken from nature §
“directly, so it is more complicated, but the spirit of it is completely . %

eastern. The soldier's observation that the 1andecape was inhabited

f}

must have especially pleased Van Gogh, whose constant aim had been to

bring figure and 1andscape into one, since he began painting., 'There
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has always been something cf'the iignre in my ]endscape' he had written
to Theo fron Nuenen., Vincent asked Theo to look at these drawings in a
‘bare room, perhaps with'e'bamboo frame, in the way he thought one should ;
look athapanese art, becense'he nished Theo to have 'A true idea of the ‘}
simplicity of nature here'
" The 'strong fa501nation' which the huge plains of the Crau had for
Vincent led him to paint sereral important paintings which‘use the same
high viewpoint and pictoriai structure as these drawinps.
Among them 1s the 'Harvest in the Crau' done in the summer of 1888.
The four preparatory drawings for it all show the same epatial Btructure 129 }
as the drawing o£ the Crau valley with the railway train, and the same
grephic devices. The painting shows‘them too, Golden fields contain
minute figures mowing the hervest, their actions never lost in the fabric %
of'brushstrokes. The vision of men working‘without suffering, even
enjojing’their tesks comes from’Japanese prints, In particular, the

use of the 'image identified' brush stroke helps to harmonise the men

into their surroundings. "Colour harmonies also blay a part, these are
"simplified as in Japanese prints. For instance the reality of the ladder

i

and the haystack on the left is their reality as it is known and folt by I(156)
man at work, not an illusionistic reality. At the same time the presen-

‘tation of this image acknowledpes absolute existence in its most inmed=-

iate form to the spectator,‘that of the canvas, '

 Vincent thought of his»own art as labour, the equivalent of the ?

ideal 1life of work he saw before hims
But during the harvest my work was not any easier
- than what the peasants were doing. Far from
complaining of i1t, it-is Jjust at these times in
artistic life, even though it is not the real
one, that I feel almost as happy as I could be :
in the ideal. in tnat real life, | ’ .
'The real and the ideal' life become one.in these paintings. Van
Gogh s narvest ehould be compered to the riceplanters in 'Oyama seen from
’_ OnO' from the series of”fFamous viewe of more than sixty provinces' by 130

Hiroshige.
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‘Van Gogh's earlier paintings of working men were set in a bleak b
reality born of the desire toidigﬂify human labour and escape alien- i

ation by monumentalising it or expre sing its he“oic aqpect. 1

- But- in paradlse there is no alienation and therefore
no need for dignity, only hanpiness. Japanese art enabled Vincent to

go beyond the working class heroism of Millet to a vision of human

labour as a joyful part of life,

Last in the group s a view of 'Peach trees in blossom on the Crau! I(157)"

painted just before \ﬁncent entered the asylum at St, Remy in March- ' 131

April 1889, It combines the blossom theme with the motif of the Crau

plain, He wrotej

The big one is a poor landscape with little cottages, e
blue skyline of the Alpine hills, sky white and blue,
The foreground patches of land surrounded by cane
hedges where small peach trees are in blossom =
everything is small there, the gardens, the fields,
the orchards, and the trees, even the mountains, as
in certain Japanese prints, which is why the subject ‘ ¢
: attracted me.

A Tl

PRt

The diminutive quality of the landscape attracted him by its rescm=-
blance to Japanese prints and because of its anti-monumental, anti-

heroic qualities. This is a nature in which one feels at home.

The main lines of this composition are very similar to the 'View of , g

Lake Biva' by Hiroshige published by Bing in‘Japon Artistique, The
fencevandkvefge at the ffont.corfesnond to the bridge across Lake Biva.
The cottages float above the piain like the sails of boats on the lake.‘
The sketch of the painting that Vincent sent to Signac even preserves

the external form of Japaneseﬁart. The blossoming'trees in the sketch

have an overall contour beth 'seen and felt' such as we see in Hokusai's

prints of orchards. .
The pseudo-pointillist quality in this landscape, particularly in i
the sky, is an imitation °f the graphic devices often used by Hokusai,

for instance in 'Fudi in clear weather' . ' , , 132
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Van Gogh's vision of dignifiéd‘labour was not réstricted to the
'‘pastoral! of the harvest at Crau., Indusirial labour also attracted

him, as he had seen it depicted in Japanese prints, In early August

1888 Vincent saw a coal-boat being unloaded on the Hhone and described

ity | S | 133

Seen from above it was all shining and wet with a
shower, the water was yellowish white and clouded
pearl grey; the sky lilac with a yellow streak
in the west, the town violet. On the boat some
poor workmen in dirty blue and white came and went
carrying the cargo. It was pure Hokusai, but it
was too late to paint it.

He said he would try to paint it in the future.
Vincent clearly had Hokusai's woodcuts,of porters and'working men
in mind when he saw this view, His description of the colours is also

based on the Japanese prints; <they are simple overall tints.

Soon afterwards Vincent saw men unloading two barges of sand in 1(158)
the same place, He made a drawing and a painting of the scene and 1(159)
wrote to Theo enclosing a sketch of the painting. ‘ ' L 13y

The harbour wall and bridge encloses the horizon right at the top
of the painting, Jjust as mountains enclose the sea in Japanese prints.
Other formal eclements in the painting are also derived from them. The
flat green background formed by the water alone stresses the picture
plane, aided by the sandy bar at the»top of the painting and the deliberate
omission of the sky.v The boats and the quay are composed of flat planes
of colour with stresséd contoors,‘often without 1inés; The brushstroke
is identiiied with the inago it representé, colours are‘simplified. |

The drawing showa more eleménts taken from naturo than the painting,
the simplification of thch‘is inspired by Japanese art. However,
Vincent has introduced more‘men into the painting ;'nekoriginally saw
only one man unloading sand. | |

The disposition of the figures amongst the planks and the woodwork

of the sand barges, and the forms of the woodwork itaelf, sugcest a

AR BT W
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"close relationship with .the ;tihoef'yard, Tatekaﬁa, Honjo'; one of I(160£
Hokusai's set of thirtf-six views of Fuji, 135
it had always been Van Gogh's aim to interpret in ert the dignity
~of labour, In the eariy.1880's working class and peasant life h7d been
his constant theme, but hisjbainfings never show workers in harmony with
their labours, they are either heroic\or defeated, In 1882 he had
written; o
Beihg a lebourer, I feel at home in lebouring
class and more and more I will try to live and .
take root there. 136
But only Japaneselart showed him that to be a 'labourer! was not
necessarily to be involved in en endless tragedy. In doing so it con-
firmed his belief‘fhat a11 vork should, like art, be spiritually re-
warding, and this is what he tried to ehow in his later paintings of man
at work. |
AAt Arles he was not Just a 'labourer' but 'a simple Japanese trades-
man' - a dweller in the 'peinter's peradise', es we see him in ;The
Road to Tarascon'
He d4id two more paintings of boats being unlocaded in which the
composition and presentation of the image of work is close to Japanese
prinfs. At St. Rémy he painted a series of harvesters in an olive ‘ 137
orchard, whioh are an intensified treatment of the theme of the harvést
;t Crau,'again with a Jap;nesé baeis. kThe forms of the trees are like
”those in the Hiroshige print which he copied in Paris,
The most important example of Japanese influence on a depiction of
work is the transformation of the theme of the 'sower' in the two painte
ings done in October 1888. ‘ | 138
He derived the subject from Millet's print 'The Sower' vhich he
‘first copied soon after he bad begun to paint, 1n‘Augus§ 1880; at the 139 f
time’he Qas‘inteiesfed in peinfihg the-workingvclass a la Millet and it

" was one of many such‘peintingsvthat he copied or produced as originals,
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By tne time ne ﬁad reaehed Nuenen the Sower theme had become a
personal symbol of the artist'e aspirations, Painting was 'a hopeless
_ struggle to'follow neture' and 'the drudging though it may seem futile,
gives an intimacy with nature, a sounder knowledpe of things!', Sowing
seed became a symbol of the painter's struggle with nature, a natural
act itself.-'In paintlng one sometimes sows, though the painter himself
dnever'reaps'. , . : 140
, At'Arles‘Van Gogh‘tfied to express the symbolic'of the Sower as
: fuily as poesible. 'T am still charmed by the magic of a hest of
memories of the past, of a lenging for the infinite, of which the sower,
the sheaf are symbols - just as much as before', he wrote to Bernard in 141
June_1888; and enclosed a sketch of a sower he had juet painted, Al-
| theugh he enlaréed the eun and‘simblified the colour system to a simple
contrast of yellow and vielet this painting is still very cloee to |
Miilet's original, the fignfe Etriding‘on the ploughed field. The sun,
symbol of the infinite aspirations, does not seem to relate directly
' to the sower, | | |

In the versions of October 1888 Vincent has conquered the diffi- 1(161)
culty by abandoning the spatiei setfing of Millet for the compositional
devices of the Japanese pnints. ‘: | N 1(162)

The sower forms a flat silhouette on the picture plane} throwing
the seed:into the Iarée fiat'yelloﬁ disc of‘the sun; To the right is
the silhouette of a blossbﬁing tree taken from Japanese art, such as the
Hiroshigedthat Vineent copied‘in Paris; The tree, symbol of regeneration
of nature and man, is balanced against the sower, symbol of artistic
aspiration to the infinite. |

 Such symboldem vas highl&irap'propriate for the decoration of the

yellow houee, for which the 'Sower! was intended.

Japanese art provided part of the symbolism for this painting as

“well as the means to change the naturalistic convention of Millet into a
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symbolic form in which the full poetic meaning of the theme is realised,

. The flat silhouettes and‘olean contours appear only as a by-product of

" this poetic synthesis of symbols,

These two paintings have‘a verv close reeemblance in form‘to
Japanese prints, because Van Gogh worked from‘his imagination, which
supplied the bare bonee‘of his synthetic language hut could not clothe
the symbolism in references'to nature. The 'Sower'’ provides good evi-

fdence that Van Gogh's creative method wae derived directly from Japanese
’.~’prints.' | |

| The synthesis which produced the 'Sower is in part recorded in a
,letter to Theo written soon after the arrival of Gauguin at Arles, A

painting of a sower and one of a tree-trunk cut off by the frame are

sketched'together in the letter. Van Gogh must have associated the two 1(163)

in his imagination in the painting of the 'oower' " The change in the
form of the tree must have been brought about by Van Gogh‘s memory of'av

Japanese print,

The motif of the out—off tree itself is derived from Japanese prints,

A view of 'Fuji Hama Montagne Sacre du Japon' was published on page 68

:yfof the special issue of Paris Illustre, 'Le Japon' which Vincent had

‘seen in Paris. « The centre of this print is a large vertical tree trunk
similar to that in Van Gogh 8 painting which is recorded in the sketch

'he sent to Theo. v
“Another tree cut-off by the borders of the picture can be seen

ina view from the Series of thirty—six views of Fuji Yama that was

published in the fourth volume of Bing ] magazine Japon Artistique

,which Van Gogh may have seen at Arles, fi‘

The motif of boughs silhouetted in relation to a diso of the sun or o

‘moon is quite oommon in Japanese paintings.: : »:;:,;‘g }‘ ;;‘;_fﬂf

-

g st

Bing owned auch a painting which he publishei in Artistic Japan. jl(lé%@.

“> The motif became a favourite one which he used in many paintings

B iy .
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made at Arles and at St, Rény..

~ Throughout the Arles, St. Remy and Auvers period, Van Gogh pro- | '
duced paintingé’and drawings_of details from nature - a single leafy j
branch, a plant,‘or a‘small animal, treated with great respect for their
natural form.'i Tneee were directly inspired by Japanese art., Inspired
by the reproduction of a Japanese drawing of a blade of grass by =ring,
he had written that an artist who COntemplated tho smallest details of
nature would eventually take in the whole univerqe.

In the summer of 1888 he observed to his brother Theo that he had

seen 'grasshoppers notllike ours at home but like those you see in

Japanese sketchbooks'," He adds that they sing as loudly as frogs,

taking his metaphor from Loti's Mhdame Chrysanthomﬁﬁ, The letter 1(164)

contains a drawing of a 'Cantharide' fly which he also saw there, but 142
the drawing is set in.the text, like drawings of flies in the Illustrated

edition of Medame (hryeanthEmQQ which he had just read, Vincent's

 drawing is clearly based on Japanese art, with its calligraphic rendering
of the fly's legs. Even in the observation of such small creatures
Vincentxwanted to make Ariee into Jepan.

The nature studies in Bingfe Jepon Artistique interested him

'greatli.'?The 'Blade of Grass' appears as an element in several of the 1(165)
field scenes painted at Arlee‘and St. Remy. It is recogniseble by its
~ form, one leaf blade bent sharply away from the stalk, We have already
seen an example of‘the abeorbtion of a detailed Japanese natere study
into Vincent's landscepe in:the painting of Arles as a Japanese dream,
Like the irises,‘the'blede of grass'gave him a piece of unassailable
reality on which he could build his poetic response to nature. 143
In the example that T illustrate, only the blades of corn at the  I(166)
front are4'image identified' ’ They are derived from the print in Bing
and communicate ita essential reality to the whole of ‘the landscape i

behind them; this itself is dependent on the free swirl of the brush



stroke for its expressive qualities.

Vincent had the print hanging on his wall at Arles in 1889. He

’must have taken it to Auvers-with him, where, together with the print
of pinks by Bumpo, it served as the inspiratlon for the painting 'liars
of Wheat'. Two sketches in the unfinished letter to Gaupuin of the
| summer of 1890 help to date the painting. He wrote;
| I am trying to do some studies of wheat like this,

but I cannot draw it - nothing but ears of wheat

with green blue stalks, long leaves like ribbons

of green shot with pink, ears are just turning
~yellow, edged with the pale pink of the dusty

- bloom -~ a pink weed at the bottom, twisted round
a stem,

-« For Van Gogh uheat was atsymbol of human life. closely related to

the symbolism of the Sower and to the symbolism of the Parable of the

Sower. He wrote to his sister from Parisz
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Now as for comparing mankind to grains of corn,
in every man who is healthy and natural there
is a germinating force as in a grain of wheat,
And so natural life is germination. '

What the germinating force is in a grain of wheat,
love is in us, . 7 : 146
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The power of this symbol in his imagination led him to become

'entirely absorbed!’ in the wheat fields around Auvers.

The study of ears of wheat was an attempt to paint the 'germinating

B force'! in wheat as a symbol of human life. But he could not drawvther

¥

wheat he saw accurately, 80 he turned to the Japanese drawing and used it
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‘as a model. Once more'Japanese ert'helped him to express his response to

e e

| nature.l ‘ ‘
| The stalks of wheat show the characteristic bendinp of the leaf §
- away from the main stem and are green in oolour like the Japanese draw- |

,Ving.' The form of one of Bumpo s pinks can be seen: in the upper left

‘hand corner of the painting, so we may deduce that Vincent used both

. studies to achieve his synthesis.: when he describes the painting,

: jVincent mentions that he would like to use this green wheat as a back-

-~ground for a portrait., In a letter of June 30 he sent Theo a sketch of I(169)

T



the finished work, a portrait 'of a peasant woman‘with a background of ' ?E
ears of wheat. The woman }ierself is trcated in a Japsnese manner, 80 147 ;
that the ears of corn merge with the image perfectly., : o
A second portrait was done with the woman standing against the
wheat in a white dress, éhe is even more Japanese when standing. Her I(170)
figure consists of flat planes of colour with dark outlines. This forms
a flat figure egainst a flat backgreund, like a Japanese print,
The 'drawing of grass' enabied Vincent to give form to a series of
poetic echoes that he found in the sightrof growing wheat, Japanese art
enabled him once mere to fully express a nineteenth century theme. In
| placing the symbol behind a peasant woman treated in a Japanese manner,
he expresses the idea tbat she is the ideal of human life, living with
the same 'germinating fercei as nature. The Auvers portraits are tne
solution‘to the nreblem ofvdignifying the peasant woman that he had

attempted et Nuenen, Theyvshould be compared with a drawing from this

earlier time which shows a peasant woman as a monumental figdre isolated

0 - !
and heroic. The transﬁsrmation from one to the other is greatly depen- 1(171)°
dent on the formal and spiritual guide glven to Van Gogh by Japanese art.

About the time that he made these portraits he made drawings from
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 plants which show a debt to Japanese art. They are based on the line 1(172)

illustrations in the msrgins of Japon Artistique. They use the same I(173)§
thick outlines tb describe,the leaf‘forms. One of these drawings, a
:lgtudy of stalks, was used for a painting. ' } 148
There are also studies of moths and other insects made at this time,
| Vincent was especially impressed by a large grey moth that he painted on
May 24, 1889'

It seems that towards the end of his life Vincent was especially
“attracted to these intimate studies of nature.»»He was fascinated by the

’ .attempt to express the vitality of the universe through a tiny fragment

of nature. -
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" An illustration of a print of crabs by Hokusai’(Taito) in Japon 149

L L

s Artistique is often said to have inspired two paintinys showing crabs, 1(174\2

‘But Vincent is likely to have made these paintinps soon after his visit 1(175)5

L
K‘.
[
¥

to Saintes Maries, before he could have seen the illustration. The forms

Sy

v of}the crabs differ completely from those in the liokusai prints. They ‘ 'ﬁ
arepderiwed in part at least from'observation;' Also crabs much closer L
in form vere illustrated.in‘the margins of a special number oflzgzig
T1lustré that Van Goéh keptvwith’him during his travels, | 150 %
But whatever its source; the spirit of the painting is Japancse. ”(75—>?
These nature studies are concrete indications that Van Gogh tried ;
“to enter into the whole world from the contemplation of a single detail. ?
‘he believed that Japanese artists worked in this way. He wrote to Theo
that they encompassed the whole world, beginning with the contemplation
of a blade of grass. , | |
The flower studies’made;at’lrles; St. Remy and Auvers show the same
'charaCteristics that the Paris flower paintings developed under the
influence of Japanese prints;’:‘Thevflatness of design and expressive
brushwork is eSpecially evident in the series of sunflowers that Vinoent
- made to decorate his house at Arles 'in the Japanese manner' , The form 15i

of the sunflowers themselves is depcndent on that of Japancse flower .

' prints such as Hokusai's series of Large and Small flowers. The version 152

at the Tate Gallery shows the Japanese design forms clearly. . | 1(176)5

~later paintings sometimes abandon the western presentation of Z
’flowers in vases altogether.» A painting of irises done at St, Remy 1(177)i
shows them growing straight from the ground, as Bumpo shows his pinks ~ ;

in the illustration in Japon Artistique. The plants geem to hsve been

Ry cut off at ground levelg\'The form of the irises, their etressed outline 153

and internal patterning is’ derived from a Hokusai drawing, such as the

- ‘one reproduced in the margin in issue No.2 of ‘Japon Artistiq‘g. , I(178)

H R. Graetz has shown that the sunflowers are the symbols of Van ’r 154 :%
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Gogh's reiationships with his'friends and of hisbcreatiye development and | ':E
love for many and that his later flower paintings symbolise differcnt‘ |
phases in his 1ife by their arrangement. The formal basis of this i
symbolic expression is undoubtedly Far Eastern. .

| Van Gogh's early drawings are fuzsy and the forms indeterminate,
often built‘from hatchings of’many lines or atmospheric washes, 3 wi

While he was in Paris Van Gogh produced drawings with more concern 7 '%
for the reaiity of indiVidual objectst Drawings of industrial suburbs i
or of a gate show no line or'mark which is not in itself a sign for an 155 &
an object or a‘recognisahle‘part‘of an object., Washes are still used but
they do not suggest directional light and shade. They are completely
under the control of the lines of the drawing, There are two possible
sources for this new discipline in drawing, They are the controlled
brush stroke of the_impressionists, and Japanese art., The impressionist %
brush stroke tended to treak down the identity of the individual object :
‘ and not to reinforce it as Van Gogh did,
We may assume that the greatest influence came from Japanese art,

In it one finds the phenomenon of 'object identity which I discussed
" above. The Paris dravings also show a flat design made by opening out a .
perspective across the picture surface. | |

Vincent must have seen Japanese drawings in Paris, He mentions

books of drawings to Theo in his letters. He even thought of his own

drawings as Japanese.
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o 1In May 1888. he wrote to Theo about them;

You know,what,you must do with these drawings = make
sketch books of six or ten or twelve, like these
original books of Japanese drawings

R AL SR T TR

R

and he enclosed a drawing to show precisely what he meant. The drawings 1(179);
in the book he sketches are r°°°8nisab1e; one is of a drawbridge, 156
another e flowering orchard.-{ '

He had written earlier of his desire to make a great many drawings R
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at Arles,"because I wantvto make some drawings in the manner of b
) Japanese prints' He also wrote that he was trying to make his drawings 157
'more spontaneous, more exaggerated' ~ He was influenced in this by the |
Japanese manner of’drawing of which he wrotei 'the Japanese draw quickly,
very quickly, like a lightning‘ fiash"

Van Gogh's drawings at Arles were mostly made in pen and ink, which

he adopted to allow him the greatest possible precision of gesture and

of individual form. He even made successful experimente with a reed

pen, which produced a very oriental style. e
| There are two basic styles of drawing in the Arles period,

v 7 The first relies on a complicated system of lines and dots care~
iully placed to give a detailed representation of an image. But the o é
lrepresentation is made in terms of the graphic elements themselves, it o

is not illusionistic. ‘The graphic elements are located within the

Vi design by contours which demark separate areas of the picture plane as
the substance of different objects. |
A similar vocabulary is found in Hokusai’s drawings, fcr instance,'

the preparatory drawing for a print illustrating 'The hundred poems I(180)1

explained by the nurse'.; Its_background consists of long rhythmical - 158

" lines which break it'up into zones, .These are espeCially evident on the

~;leit. Then there is a series of lines which partly contour the vege-

‘tation. Other small areas of vegetation are completely described by the

pen stroke. There is also an abstract vocabulary of small lines and

dots within the overall contours. »i":v PP E o b : g
. Another drawing by Hokusai, "Pine on the rocks with goats grazing l(l81)§

below' shows the skilful use of straight lines in grcups, and of simple E

dots.' These are the elements of Van Gogh's graphio vocabulary not

v, present in the first example.,ji

Vincent used the vocabulary he had derived from Japanese drawings

“'in his detailed drawings from nature, such as the drawing of the Crau
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Valley with the railw&y train and in the preparatory drawings for his | I(154§

paintings such as the draning of tne unloading of sand barges for the t

painting at Essen, - | ' o | - ‘ I(1585

 Van Gogh tends to use his pTaphic vocabulary more densely than the
Japanese use theirs. However, the strict separation of each gesture

enables him to achieve an effect of heightened perception as if the

drawing were illuminated from witnin. This ability to identify directly
with the image represented allowed Van Gogh to dispense with shadows as
a means of attaining form, | o
In some drawings the vocebularyvis stretched out, used very sparingly.
A few strokes indnce spece and.form in a whole area of the picture plane. 1593
In this seme wayAthe goats in Hokusai's drawing give reality to 1(181)
the whole plain arcund them, elthough it is only recorded by a few dots h

of ink,

oL

Van Gogh's other draning style at Arles was also derived from
Japanese art, It is best repiesented by the drawings of huts inspired
by his visit to Saintes Maries. They are composed of loose broad strokes 160
of the pen, with no regard for the detail of the image as observed in
nature. This manner is an attempt to imitate the Japanese artist who
could 'indicate a figure in three or four strokes', The two styles of
drawing are not mutually exclﬁsive. To some extent they represent the

two poles of Van Gogh's art, The first is dominated by nature, the

eecond by the imagination., It is significant that the looser, more

g

limaginative style predcminates'in the work done at St. Remy and Mvers,
The dependence of Van Gogh's brush stroke on these two styles of
vdrawinw is obvious. Indeed, the so-called expressionist' brush stroke
depended far more on his attempt to imitate Japanese art than on a
‘,'liberated' form of the 1mpressionist technique.

Van Gogh often used Japanese influences in the portraits that he

) painted at Arles, St. Remy and Auvers.. One of the earliest is a port-
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rait of an Arles girl that he painted in July 1888. | 10182}

Vincent descrlbed her as a 'mousme',’a term which he took from the

novel Madame Chrysanthéﬁ&ﬁ; It signified a girl or young woman, 161

The illustrated edition of Madame Chrysanthem does not show this

s T,

pose, although it doesvspow several drawings Of4mousmés whose faces are i
gimilar to the Arles girl. ‘;= - , ’ , ' 162‘§
. The pose, tﬁevcompléte‘detachment-of the‘figure from the background
and the use of bright colours in flat patterns with clear contours, all
derive from Japanese prlnts. : | S : {
The preparatory drawings for 'la Mousmé' show the manner in which 163 |
Van Gogh imposed his Japaneoe vision on nature, A highly disciplined |
11kéness was made of the head, from 1ife., Then came a reed pen drawing 1(183)‘
of the whole compositlon in the Japanese manner, The forms of the two 1(184) |
'are fused together to’make the finished portrait.
The portrait of 'L'Arlééiehne'.;done in November 1688, shows the I(185)
same development from a sketch‘made'from life to akfiniehed portrait.,
"~ The aketch, in oil'paint, was fslashed on in an hour'. The refined 164
orientalism of the finished portrait was created away from the model,
Roskill compares the graphic qualities of the finished portrait
with those of the Usekomo by 'Kaegetsudo Monorubu" which Bing published »
as a double plate in the second issue of Japon Artistique. The flat . I(186)§
planes of the clothes aod scalloped edges are indeed like those in the

Bing illustration, which may have influenced it, but so may the Actor

prints published in the special issue of Paris Illustré which Van Gogh
had with him, or any originals vhich Theo had sent. "The same contours

" can also be seen in Rossl and Myrbach's watercolour illustrations to

Madame (hrysanthéhdaa~ watercolour naturally suggests flat plahes of 1(187):
colour. The standing pose of 'Usekomo' is totally unlike the seated |

Arleoienne. Vincent only mentions the Bing print later. in June, 1888,

:when he mis-spells the artist as 'Morunuba' - There is thus very little




evidence of Roskill's claim that the"Arlesiennci‘represents the first
true erample of the influence of a Japanese maeter work on Van Gogh,

Van Gogh's self portraits during the Arles period provide evidence
~of his personal identiflcation with the Japanese way of 1ife. In the
'Road to Tarascon' he portrays himself like one of Hokusai's prints of
porters, dressed in blue overalls with a straw sun hat, strldinp through
a Japanese landscape, a flat pattern on the picture plane., The portrait
is a symbol of his desire to live in nature like a simple Japanese
tradesman. The figure Shonld belcomnared with the central figure in a
straw hat moving left in the copy of Hiroshige s 'Ohashi bridge in the
rain' made in Paris,

Just before Gauguin camé_to Arles, Van Gogh made a self=-portrait
to exchange with him. He wrote that in trying to atreee his own
. personality he hed created"not oniy myself but an impressionist in
general', he had conceited’the portrait as 'a bonze, a simple worshipper
of the Eternal Buddhoi. He.deliberately orientalised the features,

'I have made the eyes slightly slanting, like the Japanese', he wrote,

The term 'bonze' is derived from Madame Chrysantﬁ?mi@ and there

are two illustrations in it which show shaven headed monks yith hirh
round skulls as in Vincent 8 portrait. These two illustrations may
"have provided the model for Van Gogh's portrait.
"The link between religion and art had been very close in Van Gogh's
“ own 1life. Art had replaced God for himt As he wrote to Theo, he no
longer needed God but‘scmething just as wonderful, his art. |

Buddhist monks were known to have been the founders of Japanese
art, and to have been amongst the greatest artists. In d letter to
Theo, Vincent likened his own life to that of a monk who went to a
brothel once a week.. |

Thus this portrait represents his total identification with Japan-

ese monk artists who practiced the 'true religion' of contemplation of
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nature, in which they lived like flowers, ' 168
Vincent only refers directly to Buddhism once in his letters, and 5

then only in an aside ‘under the name of optimism we are falling once

more into the tail end of a kiﬁd of Buddhism', which suggests that 169

although he knew of it he was_not}particularly interesfed in its teachings.
Images of Japanese Buddhist monks had appeared in Furope since Beato's

photographs of the 1860's, Héwever‘likely sources for Van Gogh's port-

rait are the drawingé and paintings‘by Regamey, Many other "Japanese"

devices, such as "cut'off"ktreés‘can be found in both Regamey and Van

Gogh and one is tempted to suggest that Vincent knew "Promenades Japon-

aises" itself. A gecdhd version of the self portrait as a bonze,

"Skétch by céndiéiight" shows Vincent wearing a shirt with the design

of a Japanege,warriof drawn on it, This painting's provenance is contro-

versial. However as we have seen Vincent owned Japanese prints showing

warriors and hé may have copied thé design from one of these, if he
painted the work,

- The portrait as a Bonze was a manifestation of Van Gogh's great
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optimism, of his hope to rise to the serenity of Japanese art. But in
a few months his self—confidence was hopelessly undermined by the fail-
ure of his relationship with Gauguin. The end of this relationship

caused him to cut off his right ear at Christmas 1888, Soon afterwards

he painted a portrait which reflects his failure to live up to his

~ great hopes. L o , ‘ ‘ o

R LTy AT

The 'self portrait with bandaged ear' in the Courtauld Institute 1(189)
Galleries shows Vincent's face iﬂ between a blank canvas and a Japan-

ese print. The bandaged ear 1s on the left with the blarnk canfas; a

D

symbol of his artistic impotencé._ The whole>ear is associated with the

Japanese print, with the image of creation fulfilled, and of man's unity
J'with nature. Roskill‘diémisses"thié;aymbolism as no more thén a con- ‘ e

~trast of the worlds of fantasy and reélity,»a conceit superimposed on

¢
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the portrait. He'mieees its central significance for Van Gogh, because
~ he sees only a peripheral role for Japanese art in his work.

The print has been identified as one of two which Van Gogh later
gave to Dr. Gachet at Auvers, 'Geishas in a landscape by Sato Torakiyo.1(190)
CIt is a late nineteenth century print and its attraction for Van Gogh 172
was that it includes all hie favourite motifs, the bridge, Fuji, blossoms
and flowers, and human beings'at‘home in nature, Vincent copied the cranes ‘ ?
on the left as part of the frame of tbe Paris 'copy' of the Oiran by
Kesei Yeissen. bIt ieilikely that he himself brought the print to Arles
from Paris, where it became e eymbolof his artistic aspirations,

He compressed‘the‘composition in the portrait so that although one

only sees half the print, the unity of the imaée is maintained. The

symbolic importance of the composition as a whole made this necessary.
Van Gogh's self portraits show how important 1t was for him to

identify personally with Japanese art and artists,

;
i
i
i
:

i3
1

Cauguin'e influencern Van Gogh's painting was totally'disruptive.
In his remark that Vincent‘peinted like Daumier while he; Geuguin, was
a true Japanese, he reveals how little he understood of his friend's
rart. Gauguin 8 claim to have been Vincent's teacher has been disproved.
‘However, he may have brought Japanese prigteL£3§:Vincent to look at when
he came to Arles, When he later went to M;rtintque*he took with him a

A A Y 2 W A5

book in 'which Japanese sketches, prints of Hokusai, lithographs of
'Daumier, cruel observations of Forain' were gathered together so that

"he could tdemonstrate their bonds of relationship', Perhaps Van Gogh

RS R T Y

suggested this procedure to him.‘

Gauguin's use of Jaoanese art was part of a much broader exoticism
and ie, strictly epeaking, beyond the scope of this thesis, eince a full
account of it would require a study of the attitudes of critics in the
later 1880's and 1890's to Far hastern art and also studies of the later

1

Paris exhibitions.
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‘Thcre,are no innovations made in Van Gogh's art during the St, emy

and Auvers periods, oply developments of his discoveries at Arles. The
same themes derived frem earlier nineteenth centuiy art and from Van Gogh's %2
own work are treated once‘again. He even re-copied the works of Millet ]
and repeated his own early work in a series of views of cottages and

fields which he called 'Memories of the North' in his letters, '§

In the 'Memories' he reworked the theme of the cottages, adding
all that he had learned from Japanese ért. Bright colour and free
design on the picture plane replace the dull brown illusionism of the
paintings of the same subject that he had made at Nuenen,

Van Gogh's late bruéhwork‘and designvare a development from the
Arles peribd. They are much more unified, They depend more on the
internal laws of the picture plane for their effect than the Arles
.paintings which are still closely related to the experience of looking
at nature, | L | h ‘gé

| At St. Remy and Auvers the gap in Van Gogh's art between nature | %;
and fhe imagination, art ahd reality disappeared completely. lle | o
attained the state of fhe orieniallartist‘towards wﬁich he had etruggled
at Arles. Hia‘brush wo:k is immediateiy expressive of his response to - ‘ ;
natnre as well as ef natufe itself. Heving attained this ability he no

longer needed the constant stimulus of Japanese works. He hardly ever

referred to them in his lettefs after he left Arles, Nonetheless, we | :
know that he had Japanese prints with him at Auvers, for he gave Dr.
Gachet two of them. ‘:", : . ‘ E?
The canvas 'A starry‘ﬁight"paihted at‘St. Remy is typical of this I(191) ;

new approaCh in landscape.’ The bruehsirokee form'rhythmie curves which 175 '

express the 1nteractlon of elements of nature 1n the artist's mind to

form a poetic whole. v;* o A  , o 1

writing of this painting, Van Gogh said:'
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It is not a return to rcmantic or religious ideas, no.
Nevertheless, going by the way of lelacroix, more than
is apparent, by colour and a more spontaneous drawing
-than delusive precision, one could express the pure
" nature of the countryside compared with the suburbs
and cabarete of Paris,-
The 'way cf Delacroix' enabledean Cogh to use colour in these free
swirls. But it is Delacroix‘transformed through Japanese art, as we
nay sce by comparing this plate with his painting of 'Christ on Gecnna-
sareth' and the Hokusai print 'The wave', which Van Gogh had compared
with it at Arles., ‘
So much was Van Gogh‘invclwed with his new understanding derived
from Japanese art that he reproduces one of the basic contemplative
signs of oriental mysticism, the Ying and Yang, the symbol of eternal
change in nature to which man‘is bound. * H.R, Graetz firat pointed out . 176'
.this similarity. Van Gogh presumably did not know the eymbol although

it had appeared at Vienna in 1873, but he created it in hie strupple

to 'express the purer nature of the countryside'
It 1is important to understand that what Van Gogh intended was an -

(eXpreeeion of man's relation to nature.‘ It wag not in any sense a

- religious notion of an all pervading life force imminent in nature
which acts on man., This would be the very return to romanticism which

“he specifically denies.'

It ie the very denial of this western attitude which is the
strongest evidence for Van Gogh ] dependence on the Japanese aesthetic -
L in his late work. .Nature and man's thought are well balanced only in
v,eastern'art. o S 'f“ S | e R o

Van Gogh does link one late painting directly with Japanese art,

" a painting of a quarry entrance he did at St. Remy. He compared it
ito 'Japanese drawings of rccks with grase growing on them, here and
there little trees. ‘75~4f:i‘f,*g. ihf 3 i | 1" r‘i_ ; k o

Thie landscape ia no different in style to several other land~ .

| scapes of ravines, and trees amongst rocks.~ The Japanese element is
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the saﬁe in all of them. A free bfush>atroke moving fight across the
picture plane-involvos the wholé landscape in a surging unity not seen
_earlier in his work. Colour is linked directly wifh this line and used
in simple relatiohéhipo not dependént on‘the.colours in nature, just as
it is used in Japanese artf In these landscapes Van Gogh achieves the
same 'realisation' of nature as Cezanne in his lahdscapes ofbthe same
time, such as the 'Quarry at L'Eotaque';. But Van Gogh was helped by |
Jabanese prints;' |

| véh Goghfs 'ngiry' should be compared to Hokusai's drawings 'Pine
and a mountain Goat' and oneﬁof the 'Hundred poems explainod by the
nurse'. A second painting, 'The‘Ravine' should also be comparéd with  I(191) ;
them. Vincent mentions it in the same letter as "The Quarry's The ;
rocks arertreatedAjustAlike the rocks on the left hand side of the
'‘Hundred poems explainéd oy’the‘nuroe'. though with the frecedom of oil
paint, The figuros mo#ing among the rocks are also taken from Japunese
drawings such as this one. o |

The same system of freely curved lines is used in the portraits of
the late period, where it expresses character.
For 1nstance; ina poftrait of Dr, Gachet done at Auvers in 1890, '178

‘ the iine expresses the melancholy nature of Vincent's friend, for whom I(192)£
he made a copy of it. The iines.in Gachet's face, in‘the copy esprc- I(193)}
1ally, resemble those in the woodcut 'Laughing Hannya' by Hokusai, as
‘do the tufts of hair on either side of Gachet's head and the modelling
of his hands. Van Gogh knew such works, for Theo wrote to him of the
'big heads in Japanese crepons when describinr Gauguin's 'Belle
Angelg' which uses the same circular device in its design as the
'nciaughing'Hannya'; ?erhéps Géuguin possessed the Hokusai:as early as
_o ieés or éiternatively'hadlseén»itbo:4a‘simi1ar compositibnlin Vincent's
‘Acollection. | EPE |

However speculation about the precise time of the Japanese influ-
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ence into Van Gogh's oeuvre in his St. Remy paintings is pointless. The

resemblance between 'Dr, Gachet' and the 'Laughing annya' is important
because i1t demonstrates the geueral similarity of Van Gopgh's late work
to'Japanese art.

In viewaof allythe evideuce of his'interest in it during his forma-
tive years and at Arles, it is clear that his latest style depends to
a great extent on what he 1eernt from the East.

Van Gogh's use of Far Eastern art shows‘that far from being a naive
experimentalist open to every prassing influence, he was a well-informed
artist coucerned to resol%}e in his work several of the major problems of
Anineteenth century art. |

All Van Gogh's later painting is a restructuring of nineteenth
century artistic preoccupatione through a "recreation" of a Japanese
aesthetic in terms of oil'painting. Van Gogh's work may be seen as the
- cumulative effect of twenty;five yeers bf Japanese involvement in
Western art, The impasse first experienced by Manet is resolved at last
by Van Gogh and the artistic evolution from one to the other is a

measure of the constant pressure of the Far Eastern example on Western

7 o artists.,

Contemporary>criticisu linked Japanese art with contemporary art and
related it to the hineteeuth century tradition, Popular appreciation of
Japanese art wae eleo founded on an appreciation of a iink. Nature and
‘the imagination; poetry end the real, were seen as the two themes around
| which Japanese art uee'made, Van Gogh was exposed to the popular Japan-
ese cult during his time‘intParis, 1886-88,'and I ﬁave demonstrated that
his study of Japanese art during his time there was one of the most
important reasons for his change'in etyle. The link between Japan and
" the problems ofrtﬁe:nineteenth ceutury as a whole must have been made
very clear tQ'Ven Gogh By hieiexberiencee withteritiee end'friendsvin

Paris.



For the problem went far beyond the sphere of art;‘ The poverty of
‘illusionlsm was only part cf the grand poverty of logic from which Hegel
" tried to rescue existence by creating an imaginative force which filled

the material world and which established a direct 1link between man and
’nature. It is signiflcant that one of the first critics of Van Gogh,
Albert Aurier, chose to discuss his art in Hegelian terms, which are
'at the same time very much like the criticism of Japanese art which Van
Gogh himself had read a few years before, Aurier wrote:

He was, almost always, a symbolist. Not, of course,

a symbolist in the manner of the Italian primitives,
mystics who hardly felt the need to materialise their
dreams, but a symbolist who continually saw the
necessity of translating his ideas into precise,
appreciable and tangible forms, intensely carnal

and material, In almost all of the canvases under
this morphological disguise, in the shape of this
supremely fleshlike flesh and very material substance,
is concealed, for the person who knows how to look for ' i
it, a thought, an idea;j it is precisely this idea v
that is the essence of the work and both its effic=~
ient and final cause.

. As for the brilliant and dazzling symphonies of
colour and line, whatever their importance may be
for the painter, they are merely means towards
expression, processes of symbolisation. - 179 ¢

i ot T vy 4
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- Van Goéhvwrote to Aurier that he had rediscovered his canvases in g

this article. Aurier's perception of the duality of nature and the
,imaginationyin Van Gogh's art was remarkably acute, However, in making . 180‘ i
use of Hegelian notions;‘Aurier promotes thelidea of the 'Ideat', a
vworld force which Van Gogh is said to have depicted in his arte A
'gtudy of his use of Japanese art shows that a teturn to a religious
’ attitude to the universe was not Van Gogh's aim, Man and nature, their
relationship as one of creative change, seen at its highest in art, N
which was itself the 'something greater' to which he aspired in place
'ofacod.’ | | S o
v This understanding of the spiritual link between man and nature,
_kessentially humanistic and independent of religious belief, is the most

important thing that Van Gogh learnt from Japanese art. The‘rreeing of
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VOf his imagination to act directly on nature through the brush followed
automatically. In‘his‘balaneing of nature and the demands of art Van
Gogh is one of the.most 'objective'vartists who have ever lived. Only
Cézanne surpasses him in this_respect in‘the nineteenth century.

I The formal vocabulary which Van Gogh took from Japanese art is
‘only incidental to thls‘discovery. Nonetheless, I have shown that this
is much hroader'and more fundamental to his style than is sometimes
thought. It would seem logical at this stage to present a discussion
of the role of the Far Eastern example in the development of "Symbolism".
I have demonstrated ‘that symbolic modes of thought were evoked in those
who wrote about Japanese art in the 1860's and 1870's and that these
modes appeared in critics with varled “"eritical positions", However to
pursue this into the’1380's:as‘a whole would demand a lengthy study of
the criticism of that periode: There can be no doubt that the conditions
under which the'Far Eastern erample exerted itself influence changed
during this'period. This can'be seen bykconsidering the role of Jaran-
'ese art in Van Gogh's work asiopposed to its role in the work of Cauguin.
‘For’Van Gogh Japanese art provided a total aesthetic, a means of resolving
moSt of his difficulties, for Gauguin it was only one of a nﬁmber of
exotievsources which he attempted to force into a symbolic rather than
a formal synthesis., For Gadguin‘Japanese art was mainly a source of
imagery. Hence the highly integrated quality of Van Gogh's work as
opposed to that of Gauguin.‘ The incidental ‘role of Japanese art in
Gauguin's work coincides with broadening European appreciation of exotic
cultures of all kinds, This wasg reflected in the Paris exhibition of
1889 where Japanese art played a muoh smaller part than the great
_range of exhibitions from the brench colonies. Gauguin was much
influenced by these exhibitions.»‘ ,

The role oi the Far Ehstern example in Gauguin 8 aesthetic may be

demonstrated by considering‘the appearance of posea based on Buddhist

e P AT A AP A1

o h AL e s PR Fn T, 12 1 A v ALK B T @1 et Lt 3N e m e g



857
sculpture such as that on shéw at the Musée Guimets, The same is true - 182
of the front figure in "Le Reve"‘of 1897 in the Courfauld Institute,.
Gauéuin also made use of titles whiqh indicated his intefest in Buddhist
ideas, His portrait onvsilg of Meyér dé Haén of 1889 was called
"Nirvana". o ' 183

On occasion Gauguin indiéated his synthetic intention clearly.

In the painting "The Great Buddha" of 1889 for instance the Buddhist 1841*

sculpture in the centre is prbbébly a Maori idol from New Zealand.
The problem may be seen in another way by considering the imagesof
cépulating'couples which appeérs in Géuguin‘s books "Noa Noa" and
| Mahoret | | ,
"Ancien Culte Maori", The image is clearly derived from Japanese erotic 185
prints, but the couple are placed inside a blossom, the symbol of
divine union and creativity, often used in India. ~Moreover their cop=-

ulation has none of the destructive anxiety to be seen in Degas' use of

Shunga.

Gauguin's use of Far Eastern imagery Qagyclearly conditioned by
his broader knowledge of Far Eaétern cuiture and exotic sculptures
generally. Indeed he came to Tegard them all as Buddhist as this
passage from Noa-Nog reveals:; ‘ |

On the ground purple with long serpentine copper-
coloured leaves (there lay) a whole Oriental
vocabulary - letters (it seemed to me) of an
unknown, mysterious language. I seemed to see that
work, Atua, God, As Taata or Takata it reached
India and is to be found everywhere or in every-
thing. (Religion of Buddha) - In the eyes of
Tathagata all the fullest magnificence of Kings
and of their ministers are merely like spittle and
duste. . ‘ ' ' R
In his eyes purity and impurity are like the dance.
of the six nagas, In his eyes the search for the
way of Buddha is like flowers set before a man's
eyes, et i . : ;

It would seem pbintless>£o'in7eatigate the derivation of compo=-
}éitionél pattern4and figure'pose;frbm Jépanese prints‘and paintings

' alone, or without‘coneidefing their particular cultural significance

g




. figure to suggest an enormous creative power indicates a move to a Far
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for Gauguin.‘ Thus the appearance of Japanese prints in one or two of

Gauguin's paintings should not be used as an excuse to search for

wpurely formal borrow1ngs from Far Eastern art. ' : ,‘ 156;
"He describes one painting where he clearly borrowed fron a Japanese

model "Enfants Luttant® of 1888, as. "tout a fait Jjaponais par un

‘sauvage'de’Perou". : R :’ - | ) 187i;
The workvthat has'been done on'Gauguin's use of Far fastern examples

. has almost completely ignored this type of vital interconnection in

favour of formal analysis and thus, in my opinion, misrepresented the

significance of Gauguin 8 borrowings from the Far Last. 7 , 188

The role of the Far Eastern example in Gauguin's work is clearly

conditioned by a different and in some ways more complex set of circum- |

stances than those which applied to Van Gogh and the artists which
preceded him.

The same 1is true of other artists -~ such as Lautrec, who is known
to have been fascinated with Japan. Even Rodin may have gained the idea.‘

for his cloaked "Balzac" from the statues and drawings of cloaked

,Buddhas which he gavw in the Musees Guimet and Cernuschi. The sculptor's

nade :
relinquishing of the power ofathe rhetorical in favour of a cloakcd

T S e S T T S R ST A E T i -

Eastern view of creative vitality. The analogy between Buddha and

A A

Balzac is perhaps not too strained for the seeds of an idea to have been i

’transmitted to Rodin.'  o wv{l R _ o }:' e :”Zind)éi
Enough has now been said to make clear the great chanpe in the . ‘ %

‘ cultural ground against which artists perceived Far Bastern art during |

the 1680's. : | '

Van Gogh's work may be seen to be the cumulation of the phase of

. Far Eastern influence studied in this thesis.k 1t is reasonable to break |

‘cff at this point to assess the results of the investieation. .f'
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GENERAL CONCLUSION -

Before returning to the questions raised in the introduction to
this the31s it is as well to consider any weaknesses in the body of the
,work' Several important "documents" known to exist have not been located.
i The most significant of these,are the catalogue of the Japanese exhib-
ition in ?aris in 1867, thelvolume of photographs published by the Japan-
ese of their exhibits in Vienna in 1873 and the book of photographs sent 1
by Bing to the Victoria and Albert,Museum. It is also reprettable that more
objects from the Japanese appearance in Paris in 1878 have not been
p’pOSitively identified. However none of this ‘information would be able
to seriously alter. the balance of the evidence I have already collected.

It is less easy to be totally confident of this in respect to the
known collections of Japanese objects which I have so far been unable
to examine in persion, in particular the original collection of Musee'
Cerniischi and the collection‘of,Japanese prints once owned by Monet in
Musée Marmottan.vvfhere is‘akpossibility that these collections may | 2»»,%
contain work which uould challenge the conclusion of this thesis that »
1on1y nineteenth century Japaneee prints and paintings were generally
available in the West in the 1860'5 and 1870's. However documentary
evidence that I have built up on this question makes this most unlikely.
| _ There is little likelihood of serious error, through omission or
'fwishful selectivity, in the picture of Japanese imports and of Japanese
collections formed in the period discussed in this thesis. It is more
important to consider the loss of the opportunity to make the ‘most
'precise, historically accurate analogies between Eastern and Western
art objects. |

" This now becomes a question of long term research. The general,t
't'hiatorically imprecise, character of some of the comparisons between
‘Eastern and Western art made in the text, particularly in the case of

‘Monet, must be accepted if we are to draw meaningful conclusions from
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the evidence it presents. The amount of that evidence,vin my‘opinion,
makes the outright contradiction of my conclusions by fresh historical
discoveries most unlikely, Moreover at the very least this thesis does
- indicate the sources most 1ike1y to yield sipgnificant results through
further resesrch.v For»instancerthe:narrowing down ofvthe'range of
Japenese prints availahle to Western artists in the 1860's and 1870's to
those by their nearicontemporaries in Japan has eliminated fruitless
speculation on the role of eighteenth century'prints in the West in that
period. . | |

Further studies of possible Japsnese influence during this period
'conld be most usefully made in the archives of the Musée Guimet, the
Musee Cernuschi and the Tok&o National Museum in Ueno Park, There is
also the nossibility of locating lost works, such as the paintings of
Regamey. However these studies are unlikely to contradict the conclus=-
ions of this thesis‘as reéards the histcrical'circumstances of Japanese
influence snd its general netnre. They are more likely to give it
more precision and definition.

Because of'the‘depth of “background" research contained in the
thesis its conclusions as to the influence of the Far Eastern example on
' Western artists are also unlikely to suffer the kind of factual contra-
‘ diction which has overtaken nearly all previous work on the topic, This
as we have seen lacked such research and relied far too exclusively on
‘formal analysis and internal evidence for its conclusions.

The thesis offers sufficient evidence ior the conclusions which
follow to be made with reasonabie confidence. These are in two sections;
the first concerns the implications of the evidence of the thesis for
our picture of later nineteenth century art in Lngland and France, the
second discusses the more general problems concerning changes in the

blforms of art which were raised in the introduction,
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The implications of the thesis for later nineteonth ceofury art,

A clear pattern has been establlshed for the growing avallability

of Japanese goods in the 1860 s and 1870'3.

- It has been shown that some Japanese work, notably paintings and
. prints,was available infEurope as early aé 18é0 but that little interest
was taken in it by Western artiots and critics untii Western art and
artistlc theory had advanced to a point at which it was possible to
recognise the validity of art that did not spring from the classical
'and Christian ‘sources at the base of Western tradition. Hence the
numerous analogies between Gieck art and that of Japan in criticism of
“this period. It has been éhown that‘for political and cultural, rather
than aesthetic, réasons Chineso art played a secondary role during this
period, Often the best of it waé mistaken for Japanese art and assimi-
lated to the gencral concept of "Japonaiaerie"

Evidence has been offered that for many reasons 1862 may be taken to
mork the beginning of serious interest and study of Japanese art in
England and France.

However the period of‘moscive imports of Japanese goods into Furope
may be seen to run from the 1867 Paris exhibition to the 1878 Paris
exhibition, in particular the period from 1874 to 1878 was‘one of con=-
tinuous expénsion in the trade in Japanesé art and bibelots., After that
exhibition and the 18834retroépective at deorge Petit's gallery the
nature of the interest in Japanece goods changed radically. Fashionoble
taste no longer welco@ed coptemporarj Japanese artvand Biné and other
dealors suffcred serious fioancial reﬁcrses. A new Wéstern inteiest in
Japanese'art rose up-bésed oo historical scholarship and the values of
the connoisseur, which cut off its vital role in relation to Western art.

The 1867 Japanese exhibition in Paris has been shown to be an
important occasion, the last manifestation of the o0ld feudal government

of Japan and a great revelation to many. However it must be placed in
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the context of:the gradual development of interest and specifically in
relation to the subsequent decision of the new Japanese‘government, in
1871, to promote Japsnese‘cnlture worldwide and to encourago exports,
,These decisions were vital to the development of the interest in Japanese
goods in Eurone.

‘A most important and hitherto unacknowledged point is that the vast
majority of Far Eastern work,seen in Burope in the 1860's and 1870's was

'

contenporary oTr near contemporary.' The exceptions to this were some
-7 .

‘examples of lacquer seen at the 1867 exhibition and the occasional cera-

mic piece. No/painting or print made before the time of Hokusai can be

: identified}pﬁ definitely present in‘England or France before the 1878

exhibition, Indeed it would snpear'that Europeans did not begin to

apply the rules of tsstelconsidered:oasic to a study of Japanese art

today until the mid-1880's, Before then Hokusai stands out as the great,

if not the only, Japanese nester reoognised in‘the.West. Moreover, as early

v-——"—'““"_"——”

as 1874, European taste influenced Japanese dealers, who sold only con-

- temporary goods to westerners, Japanese manufacturers began to make

"Japanese" goods with motifs borrowed from the most popular Hokusai

prints, such as the forged Satsuma seen being made by Sichel and others

)1n 1874. The official Japanese exhibition in. 1878 was almost entirely

composed of contemporary work, including some of this type.
This is of the greatest signlficance for the view of the use of
Japanese art by Western artists in the 1860's and 1870's and for the

understanding of the European response to Far Kistern art and aesthetic

| attitudes.'

The attraction of realists to Japanese'art becomes much easier to

explain if one realises that their image of it was formed basically by

| the Mangwa, other works of Hokusai and some by Hiroshige. The endlessly

| repeated analogy with Epinal prints becomes equally understandable. As

for critioism, it has been,generelly assumed that those critics who



studied Japanesevart, or used it in comparisons w1th Weotévn art, in the
1870's were studying the whole range of werk and their pronouncements
have been made use of by historiens on this basis. I have shevn that
this was not the case, that their cri ticism had a very precise reference
within the formal vocatulary of Jararese art. Moreover I have been avle
to demcnstrate the mechanism of cultural interaction whefeby Japanesen
art was adopted by critics of many different viewpoints to support their

gereral pesition in the current aesthetic debates in the West, The Far

REZ

Eazstern example was in no sense the exclusive property of the avant~garde,

-

Indeed its almost universal adoption suggests that nineteenth century
. art, as & whole, possessed a common core of values and that it was the
rolative impertence of these valucs rather than tbu radical rejection of

hem by an avant-garde which was at the roots of the great artistic

-

debates of the time. I have algo peen able to show that the use of
Jaﬁanese art by the artists I have discussed can be closely paralleled
by the work of éritics vho studied Japanese art,

Inother plece of evidence againet the "avant-garde" theory of
Western art during this period is provided by the popular enthusizsm
for Japanese goods,. The myth of the "discovery" of Japanese art by
articts totaliy unaware of it as part of their own background would
seom to be without foundation, ’Tnageneralkappraciation of Japanese art
by the artistic community may be seen to have been at legst a3 edvanced
if not zhead of the knowledge and use of the work by artists,

Morzover 1 have been able tc show that as knowledge of Japanese
art develcped,. so man& of the changes in style often attrituted to the
immanent formal dynamic of style can be explained at least partially
in terms of the Japanese example. TFor instance, Degas monotypes,

Vhistler's freest Nocturnes and the leosening and troadening of Manet's

‘brushstrﬂka'may all be partially attributed to the discovery and appre=

ciation of the free tecnnique of Sumi-ye ink painting, in particular
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the demonstrations which were glven in Paris in 1878, Many other
examples of detailed historical evidence in regérd to particular changes
may be found in the text, I btelieve that these are sufficient to show
that the importance of the Far Eastern example for the development of art
in the West during this period has been vastég:inderestimated’_as a
result of a tasic misconception about the nature of the period. The
effort of most artists during this time was towards the creation of a new
synthesis of forms and meaning. This was necessary to overcome the
difficulfies which appeared in Western art and art theory in the 1860's
concerning the relation of art to contemporary experience. These have
been discussed in the thesis,

Iﬁ the 1660's Japanese art fundioned as a kind of catalysi, a
special compound of fcrmal devices and servicable myths, At a time of
overvhelming crisis for Western aeathetics; in which the whole rationale
of art was under strain, a certain view of Japanese art helped to make
painting possible. In the 1870's it continued to act as a major
gtimulus to formal innovation but, as before, within the context of an
overall cuitural ﬁnity. The great effort of the Western artists of the
period studied in this thesis was synthetic, not analytic., If we look
closcly at the Impressionist aesthetic and subsequent attitudes to it,
such an Venturi's account of the Impressionist "Idea" - and above all
if we study the use of Japanese éxamples byl"Impressionist" artists - it
soon becomes clear how little their artistic intentions and achievements
may be explained in terms of analytical naturalism. That explanation of
Impressionist art, proposed by Venturi and'many other critics and
historiahs; has rothing to tell us about the Impressionists! complex
involvement with Japan,

The spread of interest in Japanese art amongst artists as different
1n'sty1e‘as Manet and Alfred Stevens sérves to show that the division of

avtists into those who can be represented as essentially analytical and

’
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reductive an@ those who cannot, is a fallacy;

As we have séen, Stevens and Manet were strikingly Qimilar to each
other in terms of basic aesthetics and in the experience from wiich they
tvilt their art. Their‘different styles were the result of different
attitudes to shared human experience of the metropolis at that period,
Tney deserve to be seen as complementary, not as cpposed. Similar
provlems occur in cases such as that of the relation between Whistler's
art and that of Menpes, fhe application of the concept of avant-garde,
uséd as a kind of Occan's razor to create a liﬁite "tréﬁition" which
can be éomprehended as a series of unique individual innovations in form
and subject matter, may be seen'to be misconceived, It ignores tre
vealth and variety of nineteenth century art and its manifald inter-
relationships. Mbreoyer it relies on a cgricature of nineteenth century
gociety and culture as a philisting monolith. That carfzﬁture has been
dissolved by my analysis of the reception of tﬁe Japanese example in
ninetecrth century Europe.

| Mach mora qould te said in general»terms about the cohception of
navant-garde" which has formed such an important pértkof art theory and
practice in the.tWQntieth century., The artists‘discussed in this thesis -
15 pariicular Manet - have oftqp been clained as the first artists
consciously to adept avant-gardist pesitions. In my view this claim is
1§t justiticd by the evidehce I heve presented. Consequently the
;onvontional view of thekdevelopment of modernism which follows from it is
glso’challenged by this evidence.

1t ia clear that to be "avant-garde" is to be far more than merely
#n inventor.of a new sudbject cr artistic form.‘ Avant-gardism implies
a belief that much is cns's culture is redundant, It implies a systematic
eliminaticn from the werk of art of‘references to those redundant eclements
and, in fhe long run,‘results_in a radical simplification or reduction

of the creative process., This reducilon occurs as z result of the



pressure on an avant-gardist to present something totally new, It debars
him from making use of the existing cultural significances of subject,

composition or style, even in an attempt to transform them for a new

purpose.
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Thus, paradoxically, for the avant-gardist, art came to signify less

and less as the cuiture in which he worked appeared to become more open
and to offer an ever greater multiplicity of human experience, In an
effort to stand outside his culture, often in order to criticise it
through his creations, he was driven to condemn ever greater areas of it
as unfit for creative purposes,

Avant-gardism has been described as the systematic using-up or
moasting" of cultural contents in the creative process, I have shown
that the major ertists of tha 1870'5 were, on the ocontrary, concerned
with the synfhesis of different cultural contexts. They took various
elements from their culture and juxtaposed them in novel relationships.
In doing so they proposed new eéuations for experience, in the hope that
they would be found more satisfying thén the old. They were confident
"that their culture was capable of belng adapted in order to generate‘
these new meanings;. they believed that experience would confirm the
accuracy of their propositions. Their work was an attempt to continue
the systematic recreation of their culture; not a declaration that it

was obsolete.

) I have argued, for example, that Huysmans' accusation that Manet was
a reactionary in continuing to use Japanese elements in his work in the
late 1870's was the beginning of a crucial misconception of Manet's art.
Huysmans' writings of the early 1880's are some of the earliest to
express a belief that the surrounding culture must necessarily be cut'
down to size or rendered obsolescent if one is to make art at all,

There is a feeling in Kuysmans that the artist must remain ahead of the

geme rather than at its centre.
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it'is sigaificant that Duret's choice of the title "Criticue
d’Avahfvgarde" was}alsofmade"in the 1880's. This title is stfangely
belied by tha contents of the book; a series of earlier essays which
" cannot be interpreted in any sense as an "avant-garde" manifesto, The
es3ays on Japanese art, for instance, rglate’Hokusai to realist art
theorys Japanese art is seen in terms defined the normal cultural values
ef the West at this particular moment. Duret never szes the Japanese
example as uniquely appropriate to an avant-garde alohe,-aé was to be
the case with primitive AT in the carly twentieth century.

It aeemsrreasonable to suggest that avant-gardism in the-visual
arfs was an invention of art critics in the 1880's and that the attempt: 4
to be "avant-garde"” did not btecome a major factbr in £he conception of the
creative precess held by Burcpean artisis until some time after this date.
I have, for instancé, been able to use the Japanese example to demonstrate
+he fallacy involved in regarding Van Gogh as an avant-gnrde artist,

In epite-of Greenberg's arguments to the contrary, avant-gardiom '
iﬁ painting dbe%ngppear to have its roots within the particular practice
of gﬁg visual aré, that is to say the constraints c¢f the medium and the
purification of painterly means, On the contrary it appears to have been
adepted ready made from literature.

This is an important argument.' For if the roots of “avant-gardism"
carmot be easily identified in the development cof visual ﬁrt in itseif
and for itself, then much that has beeﬂ written about the génesis cf
moderniem becomes questionable. It becomes necessary to rethink the
explanation of the emergence of the "avant-garde" consciousness in the
visual arts in terms of the artist's relation to this culture as a whole.

Tven vhen an avant~garde»strafegy really did get under way = and I
would ‘place iis emergence as late as the 1900's ~ I believe it can alsc
be seen a5 &R attempt‘to maintain relaticens with the culture which it

aypeared to render obsolete.
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Only by declaring their separate position could artists relate to
a‘rapidly disintegrating system of values in wvhich the re~establizhment -
of an artistic language through synthesis appeared impossible. In other
words, avant-gardism was simply a working hypothesis ~ another means of
keeping open the possibility of art as communication. The reasons for
the appearance of this strategy surely involve the whole culture of the
period. To pursue them would be beyond the scope of this thesis; |

A recent exponent of avant-gardism has declared -

~ Disaffiliation is the celibacy of the artist Qhereby
" he becomes the oracle to vhom society can always and
only turn, 5

Any study of the emergence and influence of avant-gardism must begin |
witn the social situations which give such a declaration the ring of
truth, | |

Avant-gardism cannot be used as an explanator& principle, 1Its
exis%ence'poses a problem for the historian, who must glive an accurate‘
account of it, Jjust as he accounts for any other device or theory used
by artists to maintain their creative ﬁctivity.

‘ FH AW

I have stressed the integrating role of the Japanese example in the
1870's, I have argued that those artists who made use of it were, in
fact, fighting to prevent the severance of links between their art and
society., They fought to hang on to the cultural significance and
symbolisms embodied iﬁ the sociJorder and its verious "languages". 1In
otﬂ;r words they struggled to retain the abil;ty of art to contain
varied levels of meaning within one work, meanings which could only be
gustained in and through culture as a whole,

This was achieved in part bty ﬁppropriating the visual language of
the Japanese example. Because the art of Japan stood quite outside the

artistic tradition of Europc still largely ignored by Western scholarship

it was open to mediation by purely European needs,
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‘ThevJapanese example enabled the artists studied in this theais to
combat the various pressures which combined to force them awzy £rom the
central debates and ex?eriéncesiofftheir‘culture; (Oné éf‘thesé was the
decay of artistic language,:the;expériéncé bf:"sﬁabby equipment always
deteriorating”.) ‘Therg weré‘other lésslabétraCt pressures;‘such as‘the
structure of the art market and the manipulation and cdmmercialisafibn ' 6
of contempdrary taste, | | |

I bave shown that in the use of Japanese art, at least, the works
of Whistler, Manet, Monet, Degas, Van Gogh and ‘others are deeply rooted
in contemporary consclcusness and experience and attempt to resrond to
it. The discovery of Japan was an important social and cultural event of
the times. It produced a new 1conography, to be Iound in photngrapbs,
cn~ravings, literary accownts of Japan, VWestern ‘iteruture, and in the
grc?t vacietj of Jdpanese bibelots apart from prin*s.. There were even'
14ve Japarece on show in Parls. |

' I have attempted to stress the breadth‘of sources'availéble to
Weatern artists and tobshow that their intereét in Jaéén wag in ho way
confined to Japaneée prints, as has been aseumed ty most other workers
in this field. whistler, for instance, drew on Western paintings of
Japdnese bubaeots, paintings on blue and white China, embroidered screeas
and 1iterary descriptions of Japanese temples for his art, as well as
prints. |

4 might bve sald that a whele new tradition with all its reoources
of myth,’symbolism,‘imagery and artistie form, was created in the
Vestern consciousness, Created‘rather than?trabsmitted, for as we have
seeﬁ, the "Japanese tradition" in the West was a céhplex'cf‘JépaheSQ fact
and Yestern cultvral ne¢ds expressed in criticism, cultural synthesis
and serviseabie myths, |

No better proef of the existence of thias "thrid" is necded than the

diffpriﬂ? ewphauPS given to uhe,cr*vical problema raised by the Far

PR
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Eastern example in England and .France, In England the need to deal with
the attitudes of Ruskin lent a particular quality fo critical analysis of
Japanese art, whereas in France the notion of art as a series of languages
each with its own validit& allowed Japanese art to have a much more

direct impact. ﬁationél cultural situations profoundly affected the

value of the Far Eastern example in England and France. In other words
when we talk of the "Japaﬁese" influence on Western artists, we are

really pointing to a complex 6f ideas and associations - meanings

assigned to the Far Eastern example which operated withih Western culture
itself,

Any formai compositional innovation, any use of Far Eastern subject
matter or technigue is always seen to he genevated by this total complex
of beliefs and attitudes.

In the '60's, for example, the emphasis was on Western gultural needs,
mediated by analogies between Luropean and Japanese art., In the 1870's
more Japanese "fact" became available but the Western conception of
Japanese art remained‘a complex of Eastern and Western values until the
late 1880's, The tasic aesthetic problems which were dealt with in the
works of the artists of this period turn up repeatedly in Western
criticism of Far Eastern art.

. Behind these problems lies a general aesthetic intention shared by
all the major artists studied in this thesis., It may be described as
the attempt to create images which demonstrate the meaningful unity of
maﬁ and his physical and social environment. This thread runs through
all the critical responses to Japahese art which have been studied and
appears as a major preoccupation in the work of artists as far apart as
vhistler and Van Gogh, There can be no doubt that the Far Eastern
qxample helped to define the terms in which this basic problem of
Western aesthefics was approached by every important artist of the period,

with the exception of Cezanne, Indeed Cezanne's position as a great
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outsider may well be explained by his rejection or ignorsnce of Far
Eastern‘strategies tc scive his creative protleus,

" Conzider, for instance, the difference between the nudes of Degﬁs
and Cezanne. In my opinicn the difference follows quite directly from
Degas's adoption of certain Far Eastemn compositional devices and
techniques of draughtsmanship to lernd credibility to the image of the
human form in motion. He made use of a series of mediaied associations
with Far Eastern art to give vitality to his vainting. Cezanne, on the
othér hand, relied exclusively on the immanent characteriétics of the
canvas as he perceived them through Western classical eyes, Nonetheless,
his contemplative attitude to nature and direct use of the plcture
surface parallels Far Eastern methods and 1t is signilicant that, 7
vorking in isolation, his art adqpted a rationzle similar to that of
Tar Bastern art. That only emphasises the naturalness of the adopticn
of the Far Fastorn example by ofhers;‘as a short cut to the solution
of manylbarticular dilemnas of Western art., These particulaf dilemmas
stemned from a great and general one: because for ﬁanet a3 muéh as
Vah Cogh, the ultimate value of Japanese art waa that it showed a way to
regnite man and nature, subject and object, image 2nd reality.

The "Posi Impreusibnists"; in particular Van Gogh ard Cauguin, have
often been desé:ibed as a special brecd of rew eclectics, quite different
from the naturalists cf the 1870's. The term "Symthesist" has been
appropriated to represent this borrowing and mixing of cultural quantities.
1l gave tfied to show that Van Gogh's‘use of Japanese art was in no sense |
eclectic.; Rather he used it to deal with a serles of‘major contemporary
culturél preoccupationg. He assimilated his rotion of Japanese'imagery
and technique tb‘the current coﬁventionéi repertory of European forms and
QXWbOISIin which these prQOccupations had beon embodied. In‘§oihg 80 he
hﬁped tb'créate new\mcanings for this repeftory appropriate to the laté

nineteenth century. Sometimes he sveceeded in this. The motif of the
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sower, for instance was reworked in such a way,that its o?igiﬁél
Biblical significance, its reference back to Millét.and‘forwaré to-
contemporary debates over the social organisation‘bf labour were’éll*
included. A:The context of the Japanese example enabled eaéh reference
to transform the}siénificance of the other, |

Perhaps the least important aspect of the Japanese influence in :
Europe was its direct contiribution of new imaéery. More signific#nt was
the help the Far Fastern example gave to artists in identifying ﬂew
patterns within their . experience and the meaﬁs it sugge;ted for
intellectual and artistic synthesis. Whilst it has been possible to show
that the individual contributions which were made by .the Japahese
example .to Western art and;art-theory in the later nineteenth century
were far more numerous and significant than has been supposed, this is
not the most important aspect of my‘argﬁment. In the lasf analysis 1t
is the shift in the overall historical account of the period that is
prompted by conoideration of fhe evidence preaeﬁted here which is most
important. This will be analysed in more detail in the second half of
this éonclusion. ; k

It cannot be strecsed too strongly that the Far Easfern example ,‘
remained only one factor in the complex development of the art of the
later nineteenth century.‘ A great many‘aitists made use of the Far
Fastern example, but it cannot .be said:td have been, in itself, fhc‘
major formative influence of the period. Its value liea,.réther, in its
appropriateness to and interaction with the éomplex ofbartistic .
possibiiities of the period as a vhole.

It is by the light which it‘sﬁeds on the reriod, rather than‘any -
case for thevprimacy of Japanese influence, that the evidencéioffered |
here should be assessed.f One finalypoint muét be made, I haﬁé:been’
able to indicate bertain‘analdgies;between the early critiéal writinés

on Japanese art and important:theoretical concepts of twehtieéh century



art., Cuimet uses the concept of the "hieroglyph" so beléved of the
German Expressionisty and several critics anticipate the Pevrgscnien
concept of significant form, in its aesthetic usage, when they write on

Japanese art., The many anticipations of "modernism" by artists who made
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use of the Far Eastern example have also teen noted. The basic modernist

noticn of the relativity of all aesthetic values probably sprang from

the expeiience of the Far Zastern example in the 1860's and 1870's,

"This evidence suggests that the development of modernism owes more to the
Far East than has been suspected, .

The Far Eastern example has been ignored by most historians of
modernism becaﬁse there are no formal‘analogies between Japanesze printa
end Cubist and Expreesionist paintings,. Ne matter if Wyndhom Lewisz
nplecsed” Korin and Apollinaire wrote on Chinese art,

The roots of medernism may extend further arnd in more directions
than has comzonly been conceded,

Modernisma may have contained many artists whese aims .were furda-
mentslly similar to those of Manet; the Tmpressionists and Ven Goghj
artists whose vork drew on a multitude of reference poin?s within thelir
own culture in order to perpctuate its viiality., DBrajue, Matisse and
Kirchner, may belofféred as an indication of artists to whoss work the
argumcnt could te applied.

Avant-gardise and the brutal, destructive analysis of one's culture
and 1is linguisfic possibilities may have had a much smaller place in
the.development of art in the early twentieth century than has been
realised, These suggestions must howevér be discussed elsewhere,

oo It remains to assess the implizatiorns of the evidence of thia
+hesis for a general view cf the pericd and in rarticular for the various

accounts given ¢f artistic change from the 18€0'a to the 1880's,
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The nature of artistic chance and cultural interaction with;particuiar

referehce to the late Niné+een*h'Centuny.

" In the introduction to this thesis I have suggested that the task
of accounting for perceived changes in the forms of art practised at
given times was a fundamental one for the historian of art, and I
suggesfed some hypotheses for the process of change in art and its
relation to culture and cultural dhahge in general, It now remains to
test those hypotheses against the evidence gained in this thesis about
| change in 1ater nineteenth century art.

To begin with, onre must dismiss any notion of the artist as a
passive receiver of "influences", Many historlans have discussed the
Japanese ninfluence” in these restrictive causal: terms. They remind one
of the tramp whe declared that he alvaye wore a nev Jacket since he was
constantly paiching it and the cloth was new, although all that remained
ofifhe original Jacket was the occasional button, The historian who
uses "influences" as causal explanations creates a patchwork with a
similar relation to the work studied is that of the'frahp's Jacket to
the original. t | .

The evidence Drovided in this thésis is that artistic "intention®
is a clear factor in the operation of an influence. Hence the varicty
of significance attributed to Japaﬂese forms by different artists, The
most thrilling documents in this respect are Van Gogh's letters which

show how pninstakingly he addressed the problem of a creative synthesis

in a work of art and how precisely he made use of certain factors in the 3

contemporary understan&ing of Japanese art to coentribute to this end.
Using this éame hypoihesis of intentiohaiity controlled‘by the,known _
gignificance of Japanese form in the general culture of the times, I
have been able to add new precision to the understanding of the deveiop-

ment of the artists I have discussed. For artist;c intention is not

arbitrary, the artist relates to his environment and his experienre, and -

-
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seeks to understand and tc make propositiocns about it. FEe proceeds on
the agsumpiion that axt is “ form of knowledge, '

Commonsense suggests that for knowledge to exist it must ve communi-
cable, 4rt must then be the manipulation, creation or transformation
of iméges and symbols with recognised significance in the culture in
which the artist works. "Significance" is of course a broad term and
includes the concept of the value of a'particular technique or composi--
tional device a3 well as the more directly symtolic connotations of
particular subject metter., I have offered some evidence to back up this
hypothesis in my demenstration that the critical and social acceptance of
Japanese art parallels its use by artists, And I have teen able to shew
that it 15 possitle to intcrpret come works by Manet and othere more
Elearlyvif ona asaumes that the Japanese art which influenced them had
a particular'cultural cignificarce. In creating a work of art, the -
artist allows a complex gesture of definition to take place detween him-
celf and the culture in which he works., In this gesture changing per-.
ceptions of the world and experiences sve articulated.

Studies of theories of artistic change may give us an insight into
the dynamics of this gesture and the relative significance of the parti-

cipants in the interaction.

¥Yarl Manrheim once formilated what he regarded as the cardinal

questions of art history;

Whoze wentality is recorded bty art objects?
- What action, situation and tacit cholices

furnish the perspectives in which artists per-

ceive and represent scme aspact of reality?

If works of art reflect points of view, who

ere the protagonists and who the antagonists?

Whose reoricintation i3 reflected in changes

of etyle? 8

Onc m2y not agre2 with Mennheim that the only selution to these

e

questions can be fownd In locating art in a general social centinuum

but {hey are vital guestions, centreing round the bzlance uf respons-
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ibility for the creation and perception of a work of art., The key
quéstion is that of styliétic change. An examination of the different
explanations cf artistic change as they apply to the period studied in.
this thesis may help us to answer all Mannheim's quesfions.

There is sufficient evidence of the extension of interest in Japanese
objects and Japanese culture into the general society of England and
Erance during the 1870's to enable us to dismiss the use of this 1ﬁterest
ag the touchstone of an imaginary "avant-garde". Moreover the evidence
shows that far from using the Japanese example to create an "avant-garde"
position for themselves outside the common artistic pre-occupations of the
time, artists used it to make statements about contemporary experience
dra@n ffom the whole gamut of their relations with their own culture.,

Ve may therefore dismiss the ayant-gar@ist theory of artistic change as
trivial, irrelevant and capable only of hampering our understanding of
these relations aﬁd of the works of‘art associated with them,

Fqually, Gembrich's faith in the innovating individual may be
challenged by asking what evidence we have of an innovating individual in
the case of the interest in Far Fastern art during'the period. Instead
we have partial interpretations and opinions adding up to a vhole
cultural fact, Neither Buriy nor De Goncourt present a comprehensive
"Turopcan" view of Far Fastern art which subsequentily decays as it is
taken up by their"followers". Yet clearly the intercst in Japenese art
could be classed as an artistic movement. Moreover the gfeat differences
in emphasis placed on the value of Japanese art by the masters of the
late nineteenth century testify that none of them wés the domingnt
innovator, If is an excellent thing to have disposed of this theory,
Unchallenged 1t leads to the assumption that "movements" in art begin
with a great individual and alwaya‘follow a declining path, It follows
from this that no corstructive work coan Le undertaken along a way blocked

ty a great "imnovatex".  Yet, as we have seen, Van Gogh's art is an
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ontstanding example of such "impossible" constructive work, built on
innovations of earlier artists and critics.

The true picture of the role of the artist as an individual in the
process of inrovation of new artistic forms is much more complex than
Combrich would allow.

It is true that it is the individual artist who bdrings together
areas of experience into a new whole in a work of art, much as the
individual human personality is compeosed of areas of experience integrated
to maintain their balance. The artist alone, however, does not invent the
areas of experience and fotms which he uses in his art any more than a
human being invents his own personality from within. + may be that
iho creation cf & work of art involves the proposition of a new balance
within culturalvexperience, a structure which gives meaning to reality,

In periods of rapid social and cultural change such activity would
be imperilled by fapid shifts in the social basis from which art is
created.

In such periods art may well be used to interpret and channel
cultural changes in order to limit their alienating effect. This would
necessarily imply radical changes in artistic language., Arnold Hauser 9
has made this case for Mannerism. Clearly the later nineteenth century
may &lso te Interpreted as a period of crisis, However it is mistaken
to assume a causal relation between a purely economic crisis and artistic
change. Such a relation is mechanistic - it ignores the positive‘contri-
but;on df the artist in restrﬁcturing.the language of art and in thus
providing new frames for experience, loreover, crises of artistic
langage have a multiplicity of sources. No doubt it was the need for
trade which tock men to the Far East., Nonetheless it was tho meeting of
Bastern and Western cultures which disrupted the traditional values of
Western aesthetics and substituted the notioh that all cultural positions

were relative. As we have seen, the artistic response was not one of



disoriented panic and arbitrary creation, Ratker the artists that are
studied here attempted to create a new cultural whole by a process of
exploration and assimilation. One thinks of Degas's treatment of tﬁe
nude or Van Gogh's pantheist sygtheses.

| Ve have seen that similar processes occurred in the porular
response to the Far Eastern example. ”Chefry blossom exoticism" enadled
the English middle classes to make use of the decpratiVe possibilities
of Japanese art in interlors totally alien in fomm and expressive inten-
tion to those of thé Japanese houses for whichvit was intended.,

Looked at in this light the innovations of an individual artist,
though unique ani real, are part of a general response to & prcblem or
problems in fhe culture in which he worksf The artist's relations to the
culture are, of course, multiple, not uniquely bound to a "woveuweni” as
Gombrich implied - consider for instance, Degas's role in relation to
Impressionism, Its ambiguity results from his other relationships - to
the partisans of Japanese art who formed a second distinect group and to
the trédition of Inéres, another "moyement" altogether.

A concomitant of Gombrich's view of the innovating individual is the
belief in the unique, that is to say the aocially autonomous work of art.
But, as we have seen, the life of an individual work of art is related
to the precision with which the artist addresses himself to the content
of the culture in which he is working., 1t 1s the ability to distinguish
the various new relations within their culture and their potential use-
fulnegs within the language of their art that distinguishes phe aghieve-
ment of a Manet, a Degas or a Vah_GOgh, from that of a Tissot, Compare,
for instance, the overlaying of European and Japanese rcferences 1g
Pissot's "Japonaise au Bain" with tbg precision of a hude by Manet or
Degas. Tissot achieves only a crude admixture while Munet and Dégas
achicve synthesis.

ve have secen that the use of Japanese forms and imagery ty the

878
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artists studied in this thesis can best be explained by considering their
importance in the culture as a whole rather than their immediate,
isolated connctations, in particvlar works of ‘art. By viewing art as

a particular form of knowledge, it is possible to p}eserve the identity
of the individual work of art and at the same time tc prevent false con-
ceptions of its autonomy. This same method has made it possible to a%éid
the Eegelian fallacies so rightly criticised by Gembrich. It has been
pcesible by using the Far Eastern example, to give a factual, historical
account of the nature of certain stylistic changes without the neceasity
of reconstructiﬁg the whole culture. The operation of the culture as a
whole has been seen to be reflected in the contingencies which governed
the emnployment of the Far Eastern example, Consider, for insiace, the
repeated comparison btetween Japanese and Greek clvilisations as circum=-
ctances undef which art éf the highest order was achieved,

Tre dreek comparison has been used to interpret some "inncvatlions"
in arl made by Vhistler and Degas, and to suggest that they are solutions
{0 certaln probiems facing the Buropean classical tradition, The
innovations spring from Buropean classicism, and its crisls, as much as
any sudden "experience" of Fa: Eastern art, I hgve been able to shew
that artistic innovations in the period‘studied in this thesis were
closely dependent on relations of ldeas within the cultire and society
as a whole. I have been able to do so without making use of a generalised
assertion that art "reflects" social circumstancea, I have also been able
to indicate that, in gcneral, the 1ink between the creative artist ad
his culture is one of symbolic communication, that art is a linguistic
octivity which draws its significance from culture as a whole. I will
retum t§ this thems latei. |

However there are‘two related cbjections to my argument., It ma& be
avrpued that}thé discSvery of Japan was a unique historical event, from

which 1ittle or nothing can be deduced about the nature of artistic

change in general.
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Te this may be added the criticism that the account of Japanese
artistic influence given here is misconceived because it takes‘too little
account of a fundamental clash of the cultural assumptions of East and
West in which artistic happenings were only a subsidiary incident.

If this were the case, no general conclusions about the nature of
stylistic change of any practical value could be derived from this wofﬁ.

Ope could only make vague generalisations of ;he kind which explaiﬁ
everything and nothing. This view of the clash of two cultures as a
unique historical event follows from the aésumption that cultures can be
seen as monolithic philosophic systems whose propositions may be appre-
hended in simple terms,

These provositions may be éeen as genefally reflected in the art
produced by their cultureé. _ |

This is the view taken by Northrop in his book "East meets West" 10
and it is worth considering his characterisation of this "culture clash" |
and its relation to the evidence of this thesis,

Northrop defines Westérn culture as empirical, logical and pragmatic,
éeeking knowledge through experiment and Eastern culture as intuitive,
seeking knowledge through apprehension of an "all-embracing aesthetic
continuum", If oné follows Northrop's proposition in terms of the subject 11
of this thesis, then the basic process underlying the adoption of Far
astern techniques and aesthetic values by Western artists is the acqept-
ance of this intuitive Eastern atiitude. '

There is some evidence to support this view: for instance the
adoption of the expressive brush.stroke} by various artists, the emphasis
on "aeathetic continuum" in Monet's late paintings, and Van Gogh's
intuitive contemplétion'of his subject matter.and his pantheism,

One couldvargue for instance.that the Tmpressionists introduced Far |
Eagtern e%qments into their work ss a way of escaping the 1ﬁadequacies of

a creation based sclely on a positivistic analytic naturalism; that they



atfémpted to escape Westérn scientific determinism by confronting it
with the Far Eastern aesthetic of the indeterminate, with reality con-
ceived as an indeterminate continuum, |

But I believe their various attempts can be traced back to an older
conflict of nineteenth,centu:y culture; the conflict between realistic
analysis and piece by piece depiction, on the one hand, and the contratry
stress on the creative and synthesising rdle of the imagination, The
notion that there was a necessary bond betﬁeen man and nature, that could
te revealed through the imaginative use‘of the symbol has ité jmmediate
roots in the early nineteenth century, = It was inherited by the artists
stgdied in this thesis and led them to attempt the creation of works in .
which the unity and interaction of man and natﬁre woﬁld he érasped and
given form.

We have seen that borrowings from the Far‘East were adopted only in
a,mediated form, That is to sa& that they provided information for the
sqlution of specific problems in Western art. Moreover they were not
seen by VWestern artists in the context of Lastern culture_but througn
the cultural analysis made by Vestern critics and through the mediation,
of Western culture as a whole.,

Cultures,vand in particular their art, mediate between experience
and understaonding. They are_therefore particulate structures of inform-
ation not monolitbig philosephical systems.  Art is a form of knowledge
;ot merely a response to knowledge. Only.if‘thié is trué can,fhe type‘
of cultural exchanges described in this thesis take place. Nerthrop's
conception for all its grandeur is mistaken.‘ We may dismiss the notion
of an overall "Far kastern Rena;ssahce" in late ninecteenth century art
as misleading,.since it distorts'the necessary basis of the influence of
Far Eastern art in fhe current aeétnetic prob1ems of Western culiure,
¥zither Monet nor Van Gogh turned into Japanese artists overnight,

zlthough they mey have wished to do so. The work of;Jack Burnham which

875b
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I giscussed briefly in my introduction may be seen to be a variant of

the belief that the content of cultures may be represented by simplified

propositions applicable to a wvhole range of events within that culture. 12
Thus, two of the hypotheses about the nature of artistic change

presented in the introduction to this thesis seem, in combination, to

offer the best hope of a notion of artistic change which can account fbr

the evidence. | N
These are the hypothesis that all art is intrinsically a part of

society in which it was made.and hence explicable in terms of the

totality of that society, (Mannheim's "social contiruum") and the metaphor

of artbés language and information, |

- The cocial hypothesis alone is inadequate since it appears to bs
incapable of préviding a description of the creative process, as a
- practical activity. Used alone 1t places the historian at a distance
from the studioj at its crudest it becomeé an argumcnt that art is a
reflex of econoﬁic and social conditions, Art becoﬁes a sympton rather
than a means to understanding. We have already seen that art appears
to be a form of knowledge and therefore in no sense merely a reflection
of other aspects of human activity.

. However without the political circumstances and technical achieve-
ments of the West, which led to the opening of Jépan by force and thé
subsequent rapid'expansion of Japanese trade with EUrope‘the events
described in this thesis would have teen impossible, It‘is also true
that Japan's unique achievement in resisting colonisation earned her and
hgr culture great respect in the Vest, as compared to China and other
colonised countries. Moreover Japanese indeﬁéndence enabled her to
promqte her own culture and encouraged the fashionéble enthusiasm for
»Japan.' | |
It is easy.to respond to the reflectibn theory with a dismissal of

such factors as "circumstantial' - that 1s to say that they are at such
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a distance froem the creative p;ocess that the historian may take them for
granted. However, insefar as they directly condition the significance of
a particular subject, compositional pattern or téchnique within the
_culture in which an artist is practising, they are closely related to

the creative process., The low opinion of Chinese culture in the West is
an example of this direct conditioning, which we have seeﬁ operating in
the work of VWright. Also it has been demonstrated that the adoption of:
compositional devices and painting techniqué; from the Japanese example
in the 1860's was bty no means a simple consequence of the availability of
~ Japanese goods in the Vest, I% was related to cultural changes of a
geneial kird which made it possible to use the achievement of artists
outside the Europsan itraditicn in wcrkskaddressed to that tradition,

Japanese images were availavle at an earlier date but aroused no intereat.

oy

Only with the full development of “"Realist" attitudes to art, as rep-
resented by Zola, Champfleury, and to some extent Burty, was it possible
foi Manet and others to use Japanesg form as a basis for their work,.

In discussing the importance of the social context in vhich an
artist works it is impertant to understand‘that one is at all times
addressing the whole content of his culture, much in the same manner
as that of the artist himself,

The problem has arisen in several forms in this thesis. The
explanation of the compositional techniques and draughtsmanship of the
| impressionists solely in terms of the advent of photograrhy provides
a éood example of a misappréhension Qf the relations between the artist
end his culture. Fhotography was not experienced by the artist as a
geries of forms to be picked out at will, Its current use in the
culture was a'significant azpect of the'meaning of those forms. Thus the
influence of photography carmot be made use of to support a hypothesis

that technical innovation can effect changes in ariist creation directly

and arbitrarily. Technical inncvations always fit their cultural context,
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Nineteenth century photographs lock, in general, like Sdlon paintings.
This is true of Degas's own photographs, The formal influence of_photo-
. graphy on artists during the period studied is, in practice, impossible
to disentangle from the influence of Japanese prints, Consider, for
example, the use of photography of Japanese subjects in Tissot's
“Japonaise au Bain", or the widespread influence of engravings taken
from the photographs of Beato., It is only when one considers the place
of both sources within the culture as a whole that a pattern can be
perceived. Only through a consideration of su&h common factors as
subject matter and current ertistic theory and criticism can the role

of any given influence be accurately assessed,

Tis holistic view of the relation between an artist and his sccial
and cultural context offeré the most promising means of interpreting changes
in the creative process. There is a tendency in any culture to attempt
to account for all the human experience contained within it, This is 13
done by means of associations of ideas, images, behaviour patterms ana
indeed all aspects éf life in a unified structure.

If one considers the apparently "arbitrary" Western associations
attached to Japanese art which I have called "servicable myths", it
secems that they are the product of the interaction of such a urified
structufe of associations with the Japanese example. This tock placg at
a time when little was generally known about Japan. Nonetheless a new |
system of associatlons arose which claimed to give a full account of
Japancse art in terms of the current culturalnposition of Europe. = These
associations, when reviewed together seem to present a "totality" of
interpretations in terms of the arfistic detates of the 1860's and 1870's,
yfhe.same "serviceable myth" is found employed by critics and artists |

of very different intentidns. ‘There seems 1little doubt that such myths
are born in societf as a whole or in a culture as a whole and acguire

théir statvs by common censent. Take, for instance, the myth of the 14
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Japanesa as representing a perfect 01vilisataon based on aesthetic
principles. It is found influencing the Inglish aesthetes as well as
Vincent Van Gogh and was clearly common cultural currency. The precision
with vhich such myths operate in relation to each other may be dzmonstrated
by considering the propositibn that the "myth" of the Japanese as an
 ideal civilisation was simply an extension of the romantic noticn of the
Nbble'Savage. This can be denied by pointing to .the associaiion of Japan

" and Greece in another serviceable myth. The Noble Savage was an

inventién designed as a counter tovthe "Classical” view}ef §ivilisation.

Changes in artistic form appear to be explicabie in terms of the
efforts of a culture to attain a satisfactory overail system of associa-
tions of weaning. All the major artists studied in thisc thecis may be seen
40 have been invelved in the use of the Japanese example to achieve such
a relocation of associations of meaning within pictdrial form. Each of
them made use of the "serviceable myth".in attempting this,

Cnce again we may refer to the example of Van Gogh's "Jower", And
there are more complex cases ~ VWhistler's Nocturnes, fqr example, make use
of many kinds of association with Japanese culture, including the high
aesthetic value placed on blue and white china in Europe, the belief
that Japanese prints were an accurate record of Japanese landscape, the
associdtion of Japanese and Greek art as ‘forms of "ideal" beauty and
Buropean descriptions of Far Eastern painting techniques, In making use
of these associations Vhistler relocated the whole idea of & “Landécape"
within English culture, .In rarticular he abandoned all those elements
- in Yestern landscape painting which had bean taken as indications of
the hand of a2 maker of the universe.

Hence the Ruskin/Vhistler trial was neither a debate about crafts-
manship nor taste but about the relations of man to nature and ultimately

‘to Cod. This debate was being echoed elsewhere in Eﬁglish life at that

tim=,
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Thus we have an example of the manner in which cultﬁral analogies
function as metaphors relating the artist and the total context of his
culture, It is significant'that once the process_of locating the
Japanese example within Western culfure was achiéved it ceased to be
employea for értistic innovation. Once scholars and connoisseurs had
discoveraed a system of “hard fact" to accouhy for Japanese art, the |
vitality of the “"serviceable myths" was lost, Artistic innovation would
appear to depend on the existence of ambiguities within a culture which
may be exploited during the creative process,

It may well te that “ad hoc" assoclations of meanings similar to the
Western analogies with the Japanese-culture are used by all major
artistic innovators. They may éven be an essential element of the
creative process, Certainly the notion of ambiguity has played A great
pért in the critical étudy of literature and some studies of the process
ha&e been undertaken for the visual arts, ' | ' 15

The idea that the artist works with ambiguities in visual forms
and symbols, that is to say visual language, in order to relocate tkem
clearly within his culture is supported by the notion that art may bve
regarded as.a form of knowledge. For the process of learning may be
seen to be an elimination of ambiguity.

Enough has now been said to make clear the geheral nature of the

connection between artistic activity and the society in which the artist

creates his work.

The existence of groups of artists.with a common "world view"
becomes less mysterious seen from this point of view. By means of the
Japanese example it has been shown that the "Impréssionists" did not
share the common artistic programme often attributed to them, Their
association reflects neither an immediately shared style nor even shared
formal intentions., Nor does it reflect golelyvtheir relations as a

group to the art market or their sociological background and status, 16



Rather the "Impressionists" derived their unity ffom common cultural and
ertistic relations to their society as a whole.

They were united by the terms in which they defined their'relations.
to their culture and society. .-However those terms were broad encugh to
be ﬁsed by-bqth Degas and lonet, ~They in no way reflected a particular
value judgement on contemporary culture. Rather they provided a model
from which different values could be Qerived. The employment Qf the
Japanese example by the Impressi§nist artists shows this distihction.

The value which they gave to Japanese art was felt to be an important
part of the Impressionistd overall assessment of their culture, and yet
it was emplojed differently by each of them. This dual role was possitle
vecause ol the mediating analogles which had allewed the Jopanece

example to come inté Western culture.

Let vs take one belief genefally identified as common to all the
értisfs in this group: the.idea.that aesthetic vaiues are contingent,
having no absolute;basis. This has often been explained in terms of the
rise of positivistic science. 3But relativistic attitudes were also
deeply embodied in the Far Fastern example, in Far Eastern cultures in
general and in specific aspects of artistic practice. The appearance
of these attitudes in "Impressionist" painting must be accounted fer |
in terms of all their possible "causes within contemporary culture,

None of them alone is a legitimate explanation of the "relativity"
of the methods of composition, techniques of draughtsmanshiﬁ, colour
>s;;tem§ and brushwork of the Impressicnists. I have shown that many
specific forms and techniques were borrcwed trom the Japanese example but
one can only understand such borrowings in terms cf the significance

given to them by the whole culture in which particular artists worked.

PRI
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We are now in a position to offer a hypothesis as to the nature of
artistic charge. It is clear that art acts as a form of knowledge con-

stituted between the individual and his culture and society, Knowledge

is not a collection of facts but a system of information given in parti-
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cular relations. Thus the relation between a représentational technique, -

a particular subject and the implications of both‘these within a given
culture constitute what is known.

Thus two factors are involved in ariistic change, an innovating

individual or group and a society whose cultural system is involved with

changes vhich create ambiguities of symbolic relations within it. Any
study of artistic.innovation must describe clearly the role of both
these aspects, A great artistic innovater must achicve his innovations
by addressing the bédy of the culture in which ke works., Only in this
way can art be made which has any general human significance.

| Van Cogh's use of the Japanese example shows this process clearly.
Ye made use of Japan in relation to general cultural‘problems'wﬁich he
experienced. This was made possible by the associatiens of meaning
estabiished for the Japanese example‘in BEuropean culture,

Consider, for example, Van Gogh's Crau landscapes, particularly

"The Harvest", in which the process of work is seen as integrated into
2 total human 1life, He madé great use of Japanese draughtsmanship,
colour modulation and composition in these works, These elements were
asczociated in his mind with the concepticn of the Japanese ‘as a race,
li;ing in harmony withvnature; who lived as craftsmen, Ee associated
Japanese art with realism as an aesthetic attitude. He belleved that
ihe Japanese artist lived in harmony with his fellows and that Japaﬁese

art had a recognised role within the lives of ordinary people., All

tnease associatlions were brought to bear in his means of working and in -

tne formal and technical synthesis of the painting., At the same time

they wore a'part of the European culture he was eddressing. Thus his
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paintings constituted new juxtapositions of cultural associaticns in
order to propose a rew attitude to'aspects of contemporary social
experience.

This innovation occurred at all levels of Van Gogh's work, not just
the symbolic. Take for instance his brush technigue borrowed from |
Jaranese art, which becomes a metaphor for direct apprehension of an
object as a whole, of a relation between man and,natﬁre.

Anv artistic creation is neither the unique work of an individual
irnovator nor the general "product" of his culture. Rather it is an
embodiment of their relation,

Innovations in artistic férm occur vhen an artist proposes new
syxzbclic relaticns between elements of his culture, Generally it would
seem that this is in reaction to.ambiguities and contradictioné within
that culture. At times when such ambiguities are felt most strongly
one would ekpect the most prolific imnnovation. We have seen that this
was true of the later nineteenth century. The Japanese example played
a major.role in the development of such ambiguities in Western artistic
theory and practice at that time, But behind this lay more fundamental
issués. The commonly accepted relation of a man to productive labouxr
was in doubt. The role of “nature within culture‘was changing as a
congequence of the growth of citieé._ The Japanese example becanme
syibolically related 1o thesg'and other fudnamental scurces of ambigﬁity
in the late nineteenth century IEuropean culture. By examining the use
made of it by the major artists studied in this thesis it can ﬁe‘seen
that they were attempting to re-establish a cﬁltural unity through
symboiié means. Their art was intended as a practical, purposeful
struggle against the alienation of attiétic forms from théir symbolié
relations Qith culture as a whole, |

Art represents the human attempt to adjust to and take advantage of

the hunan situation to produce the highest level of consciousness and
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urnderstanding. A work of art presents information and proposals about
the significance of that information simultaneously., It has recently
bezen suggested that;

Culture is the only facet of the human condition and

and of life in which knowledge cf the human reality

and the human interest in self-fulfilment and per-

fection merge into cne. The cultural is the only

knowledge unashamed of its partisanship and ensuing

bias. It is the only kncwledge, for that matter,

which is bold enough to offer the world its meaning,

instead of gullibly believing (or pretending to

beliew) that the meaning lies over there ready made

“and completCecocese 18

To create a work of art is to create a new piece of information
about experience. Such creation always takes place in relation to changes
in the culture surroundingbthe artist. However it would seem that
neither can be related causally to the other; the relationship occurs
becauvse of'the artist's desire to understand and to be understood,

The artist relates to the whole of his experience and seeks to arti-\
culate it in a purrosive manner. I have attempted by means of tracing
the development of the use of the Far Eastern example to show this
activity in its full complexity.

Art becomes a totally practical endeavour, without which a vast
range of human experience and capacity loses significance,

The implicationé for the history of art are clear. Only through a
otudy of the artist in terms of ihe interaction of his own experience and
the culture in which he acts can one give an adequate historical account
of the creative process and thus of the historicallexistence of works
of art.

This thesis has attempted to show the relations of the artist to his
surr&undings through one small segrent of them at a particular time in

nistory, Its conclusions are clearly valid for that time, Hopefully

they may have a more general significance,
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NOTES

Introduction

1.

2.

3,

4.

e -

6.
1.

8.

Y

R. Muther, "History of Modern Painting". London 1907. Chapter
* XXXIT is about Japamese art, . . . ' : ,

See Fry's wtitings on. Post-Inpreésionism in "Prangformations,
Critical and Speculative Essays on Art," London, 1926, which are
good examples of this,

The most blatant is Greenberg'é notion of a modernist "nainstream" ¢

as expressed in Clement Greenberg "Art and Culture®, Boston, 1961,
especially the section “Art in Paris" and the essay "The Later Monet".

For instance see R. Do:ra. "Seurat's dot ané the Japéneée'stipiiing :
.technique,” Art wuarterly U;S,A. Summeér 1970 pages.I88-I3,

See M, Roskill, "Van Gogh, Gaugﬁin'énd the Impressionist circle“ '
London, 1970, Bis distinction between Japonisme and Japonaiserie
has no basis in the historical uge of these terms.

F. Antal, "Cl;asiciem and Romanticism", London 1966; has shown how
misleading it can be for a histarian to accept de facto the critical
divisions of an age and to write its history accordingly. My view
of the nineteenth century as a continuum depends considerably on
that of Werner Hofmann#p expressed in "Art of the Nineteenth Century
or The Lost Paradise"’ London, 1961,

| E. H. Gombrich, "In search of cultural history",: Oxford, 1969, pedl.

Gombrich'e works abound with attacks on the rationalisation of

art history. The earliest is to be found in "Meditations on a
Hobby Horse", London, 1963, It is a review, "The Social History

of Art" written in 1952 in response to Hauser's work of the same
title. GComdbrich claims more for Hauser than he would for himself -
namely that Hauser attempts to account in detail for the historical
nature of art by using its social context.,

The best counterbalange to Gombrich's arguments is Hauser's "Philo~

‘gophy of Art History", London, 1959, See in particular the essays

on "The Scope and Limitations of a Sociology of Art", "The Concepts |

* of Ideology in History of Art" and "Art History without Names'.

These make Clear the limited intentions of the "Social History of
Art", and anticipate many of Combrich's later attacks on the study
of the social context of art. and even answer some of Gombrich's
own work, .

Hauser's "Philosophy of Art History has been of some importance
in forming the ideas expressed and implied in this thesis._

Gomdbrich, "In Search of Cultural History", p.49. Gombrich acknov- '
ledges that this is his attitude to the subject by saying that he
wishes to impart a “sense of continuity" to students, a habit of -
mind which looks for continuity in all manifestations of culture.
In my view such a habit of mind can be very misleading, Moreover
this idea of "continuity" is really an evasion of the problem of
causes and effects and influences in culture with which cultural
historians should be conocarned. It is too easy to lay claim to a
"Great Tradition” and then to build a history.aroundait.



9.

10.

J 1'.
'12.'1
13.

14,

Ei

Other historical circumstances would, losically, require equally
rigorous investigation. There is no reason fur ore churacteristic
interpretation of the relations of different clements witiin a
culture to be treated as‘universal. National chnracter had a very

. different role in the U.S.A. and Germany in the 1930's, & cociety

which pudblically subscribes to a Hegelian view of history will
offer a different social view of the creative process to one which
does not. *

Apart from the works by Gombrich, Hofmann and Hauser cited above,
the following have also been importsmt in my consideration of the ¢

" hypothesis which I outline below;

E. Gombrich, "Art & Illusion", London 1960,
S. Langer, "Philosophy in a New Key," New York, 1951,
S. Langer "Fhilosophical Sketches", Baltimore, 1962,

"~ J, Burnham, "Beyond Modern Sculpture", New York, 1972,
‘R, Wollheim, "Art and its Objects", Pelican, Lomden,I970,

P. Rawson, "Drawing ’ London, 1969,

This book is ‘remarkable for ith unselfconscious use of Far Eastern
examples, The author is a Far Eastern scholar. He turhs naturally
to the language metaphor in discussing its relation to the West,

After having completed most of my research I came across J. Wolff's
“"Hermeneutic Philosophy and the Sociology of Art", London, 1974,
which raises many of the issues of method which interested me in
this thesis and proposed a solution to the problem of the nature
of the historical position of the creative process similar to that
wvhich I attempt to derive from historical information. The ‘
foundation of this solution in sociological method is beyond thc
scope of this thesis, however the chapters on "The Sociology of
Art and the Sociology of Knowledge",."The Sociology of Art and the
concept of world view", are highly relevant to the nature of art-
istic change as it is dealt with here. In particular the treatment
of art as a form of knowledge and of information is crucial to the
understanding of the complex response to Far Eastern culture as a
vhole, not as a series of fragmentary gestures., I have avoided
any discussion of psychological treatments of the problem of change
in art because a sufficiently coherent psychological hypothesis has
not been formulated for it to be tested in historical terms; sce
Gombrich's criticism of psychologism in "In Search of Cultural
History", p. 35ff. This provides an adequate dismissal of any cuch
theoryo * K

This is discuasedbby Wolff, op cit, pps. 23 ff.
J., Burnham, "Beyond Modern Sculpture". op cit.
Gombrich, "In Search of Cultural Eistory", p. 37.

The article by J. Sandberg, "The Japanese print before 1867",
G.B.Ae 1968, p. 295ff, i8 the nearest thing to such an account snd

1is inaocurate in many respects. Sandberg has neglected $o provide

an accurate identification for some of the prints he mentions, for
example those in Oliphant's work, and his claim that the facsimiles
published in "Le Magasin Pittoresque" in 1856 were accurate repro-
ductions is simply untrus. So is the whole tenor of his argument,
that the full range of Japanese prints became available and cheap
after 1867, according to Chesni:iu. Prints still cost 4 Fr, each
up to the time of the Franco-Prussian War, !



15.

16,

17.

18,

19.

20,

21,

8e2

A detailed criticism of the errors, ommission: nnd inadenuacics in
Gandberg's article is unnecessary as Chapter One of this thesis will

- demonstrate them effectively.-

As will be seen in my conclusxons about the xanpe of Japanese art.
available in the 1860's and 1870's seriously uffcct the accuracy

- of the speculations of Sandberg, Reff and others, on its influcnce

on Nastorn art.

The U.u.A. signed the ‘first trade treaty with Japan in 1854. Iritaln
followed in the same year, Holland signed an a,reement in 1856 and
France in 1858, For a detailed history of events relevant to this ¢
thesis.see G.B. Sansom, "The Western World and Japan", New York,
1965, Part Two, 1600-1894, especially Chapters 12 -15,

P. Barr, "The Coming of the Barbarians", London, 1967, and "The

Deer Cry Pavillion", London, 1968, are also helpful in this respect,

‘The bibliographies in the works by Barr give a good list of contem-
. porary works on specific aspects of the problem., I do not intend to

discuss the history of Japan in this work.,

Unfortunately the section of the catalogue of the exhibition "World .
Culturea and Modern Art", Munich, 1972, which deals with Far- .

Zastern influence is organised along the inadequate lines here
indicated., This is most disappointing for such an elaborate
exhibition.

A perfect example of the change can. be found in the works of De
Goncourt whose unqualified enthusiasm for Far Eastern art in “la
Maison d'un Artiste" published in 1881 has turned into a niggardly -

acholarship in "Hokusai” 1896._

The catalogue of the exhibition "EaatIWest in Art" by Theodore
Bowie, Indiana, U.S.A. 1966, contains a fascinating collection of
images from all perioch showing East-West exchange.

R, Schwad, "la Renaissanoo Orientale®, Paris, 1950. A chapter in
V.V. Barthold's "la découverte de L' Asie", transl.from the Russian
in 1947 (Chapter 10, p.150) is also interesting in this respect.

I would regard Romanticism as covering a large spectrum of artists,

for example Ingres, Regamey, etc._

The furnishing of suburban apartments with Oriental trappings of
various origins was very common.: There is Delacroix's painting of
the chamdbers of the Comte de Mornay which imitated an Arad tent.
There are also numerous descriptions such as this of Flaubert's .
workroom from the Goncourt journal, April 7, 18613 :

In his work room cheerfully lighted by the daylight .
from the Boulevard du Temple there is a clock in the
form of a gilded wood Brahma, a large round table
with his manuscript on it next to the window, a large
plaque with Persian arabesques, and over the leather
~couch at the end of the room, a cast of the Psyche ‘of
Naples.

The presence of the classical cast is not an eccentricity but fits
in with the paralleling of Greece and Japan that I have mentioned .
in the text. Ellen Terry was left alone with & plaster cast of
Venus Aphrodite when brokers men had removed all the,Japonaiserie
that made up the furnishings of the room. (oeo D.Harbron, "The
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Conscious Stone”, 1942). This decorative taste led to the establish~ '”
‘ment of what Schwab calls "un orient des peintres fait en tanlieu" - ¥
jt is this Orient which appears in Sardanapalus nnd «ther !)ﬂintin,-'ts. v
A similar phenomenon was ta continue in the 1:60's md 1870's in
regard to Japanese art. I have trcated it as a form of genre

painting.
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" CHAPTER ONE

)

The word 'Oriental’ in this text refers to the Far hast unle s other-
wise stated.

1., I do not intend to provide a detailed account of luropean relations .

' with Japan since I do not think it would help to explain the o
development of Japanese influence in Europe., However I will make '
brief references to events that influenced the importation of ’ X
Eastern goods into the West. The bibliography will include many Pl
of the sources for such an account, for instance Oliphant's . Iy
description of Lord Elgin's mission to the East, : '

2. See "Chinese Export Art", M, Jourdain and R. SoameJenynl ’
Country Life, 1950. ‘ L

3. This is the view of Hugh Honour in "Chinoiserie, a vision of Cathay".
Lomdon I96I,
4, This is the interpretation of P.R. Schwarz, ‘see "The Far East in
French Literature"”, Fh.D., Stanford, U.S.A., published in Paris,

1927, .

5, For confirmation see L. Pages, "Bibliographie Japonaise'", Paris,
1859, and L. Wenckstern, “Japanese Bibliography", London, 1896 and
1910. '

6., For the collection at Dresdén; see "Le Palais Japonais a Dresden",
Clement de Ris, G.B.A. August 1861, pps. 180-185,

Te M, Breton, "Le Japon ou Moeurs, Usages et Costumes des habitants dé
cet empire d'aprés Krusenstern Langsdorf, Titsingh et Golovin",
Paris, 1818.

8+ See C. Hibbert, "The Dragon Wakes , China and the West, 1793-1911",
London, 1970, Chapters 9 and 10,
For Baudelaire's Salons see below, the essay on "Dlsseminators of

the Far Eastern Image"JFor chinnery see "Gecrge Chinrery with
. emphagis on the so-called Chinnery school of Lhinese paimting"

Perceval bavid Colloquies on Art amd Architecture Mo 3. .
"The Vestward influenceof the Chimese Arts,” 1972 page 62 ff

9. G.N. Wright, "China Illustrated", 2 vols, with plates by T, Allom,
’ London, 1843. I reproduce several of the illustrations.

- 10, The Stauntons, father and son, were both called Sir George and were
; active in the East in the late eighteen and early nineteenth cent-
uries, The collection referred to was presumably formed by Staunton
Jr., who, by 1816, was chairman of the Parliamentary Select
Committee on China., Hibbert, op c¢it, p.59, states that "Few if

any Buropeans knew as much about the country as he did." -

]

11, Wright, op cit., p.15.
12. Ib’-d’ p.49. . » . ‘Y,

13, Charles Macfarlane. "Japan, an account geographlcal and hletorical“
London 1852,

"



14.
15,

16,

17.
18.

19.

20,

21,

- 22,

rl 23,

24

Sce Lugt, “Repertoire des Vontcs". Volumea 2 and 3, la Hayne

~ Martinus Nichol, 1953, 1964.

Illustrated by Bowie, op cit, p.168, from a copy in the Library of
Congress. His date of 1855 is a llttle late.

wo, B. Langdon "A descrlptive catalogue of the Chinese Collection
now exhibiting at St. George's FPlace, Hyde Fark Corner, London",
London, printed for the proprietor and to be obtained only at the

~ Chinese Collection, 12th English Ed. London, 1842,

The exhibition had previously been shown in Philadelphxa, UsSeAe e

It had originally been assembled in China by a Vr. Nathan Dunn from
Philadelphia U.S.A. where it was first exhibited., Mr. Dunn had
been a merchant in China for 12 years, :

Langdon op cit, p.111.

I suspect ‘that the collection went on to be exhibited in Paris
though I am unable to prOVe it.

For inatance in May 1854 Baudelaire wrote to Arondel to come to
see “mes merveilleux Chinois -~ & la porte Ste. Martin", Baudelaire

MCorrespondance Generale "I, ed Crépet,Paris 1947, p248.
" On the 25th April 1854 an enthusiastic article by Gautier appeared

in “La Presse" entitled "La Chine en France =~ Jongleurs chinois"

See I. Titsingh, "Illustrations of Japan, trans, from the French

by M. Shoberl", first published in France in 1819 as "Ceremonies usitces :

au Japon" without the illustrations in the inglish version. The
book consisted of translations of documents on the Shoguns and
descriptions of marriage and funeral ceremonies collected ‘by
Titsingh., The illustrations mainly complement the ceremonial
descriptions and must have been taken from these same documents.
‘Ihe taglish edition was putlished im Lomdon 1822,

See Titsingh, Ibid, Introduction XV. This book never seems to
have been pudblished. It is not referred to in Remusat's corres-

‘pondence not is it listed in Leon Page's "Bibliographie Japonaise

1‘859"0

I feel I should mention Kaempfer's book, "History of Japan", which
was published in 1727 and had considerable jnfluence in forming:

the nineteenth century view of Japan; it is often quoted by later
authors, but it has little to say about art., I should also mention
Colownin's "Three Yearas Captivity in Japan", published in 1819,
though I have not been able to consult it and few subsequent authors
make use of it.

I have not been able to consult this book as the British Museum
copy has been mislaid or destroyed. The description is from
"Manners and Customs of the Japanese taken from the worxs of Dr,
Siebold and others", London, anon., 1841, see p.321 and Note XIX
at the end of the book.

"Catalogus lidrorum et manuscriptorum Japonicorum A, Ph Fr von
Siebold Collectorum" Siebold and Hoffman, 1845, privately printed,
125 copies.

Section Xl, containss

Y SERT
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A, Praecepta ac rudimenta artis pingendi nos. 500-505.
B. Imitatione xylographicae celebrlum tabularum picturam
sinensium S06-%12
- Japonicorum 513-563
C. Libri Picturarum Plstoricarum 563-573

: Regionum aedigiorumque delineatione 574- 578

Vestmentorum Delineatione 578-594.

Siebold's date for the "Mangwa" appears to be inaccurate as Hillier
in "Hokusai" 1955 gives the date of the first volume as 1814 not
1812, Siedlitz in his "History of Japanese colour prints" claims
that Siebold possessed over 800 Japanese palntings. :

]

i

25. The andnymous author is identified in Leon Page's item 567 as Miss.
Margaret Busk, The book is entitled "Manners and Customs of the
Japanese in the Nineteenth Century", London, 1841, Miss Bugk's "

~work was first published as articles 1n Blackwood's Magazine 1859-
1840, Book not paginated, ,

26. R. Schwartz, "The Far East in French Literature" quotes this passage .
- in A, Daudet's "Contes du Lundi", p.258 in the 1909 edition in Daudet
"Oeuvres Completes ed., Houssiaux., After describing an 82 vol,
encyclopaedia, some manuscripts and armour, Daudet goes on to note
various toys, decorations and models including a lacquer represent-
ation of Siebold's house in Japan. Schwartz thinks that the visit
took place in 1866, the year in which Siebold died. "Contes du
Lundi" first appeared in book form in 1873.

27. "Yo San Fi Rok, l'art d'elever les vers a soie au Japon par
Ouekaki Morikouni" annote et publie par Matthieu Bonafou avec
cinquante planches gravees d apres les dessins originaux, Paris,

1848,

28, See Hugh Honour, "Chinoiserie, a vision of Cathay", London, 1961,
chapter VII, '

29, See Honour, ibid, who is of the erroneous opinion that the Japanese
and Chinese influence in the early century was limited to one
interior following the fashion of Brighton Favilion, a room at
Ombersley Park, Worcestershire, For a description of Mr. Barrett's
house see "The Immortal Lovers", F, Winwar, London, 1950, p.6.

30, See "Table Talk", Jan,1, 1823, by S. Coleridge, p.18 in Bohn 8"
standard ed. 1903, ed, T. Ashe. :

31, This reference occurs in "Les Barbares Modernes" an essay in

~ "L'Orient" vol.1. The complete ed. of Gautier's works published by
Charpentier, 1907. All references to Gautier's work throughout
this thesis are taken from this work., This appears to have been
written originally as part of his journalistic coverage of the
london exhibition of 1862, on the first appearance of Japanese art
in full public view, The Chinese ability to perfect individual
formal aspects of art was appreciated by all kinds of artists,: .
"leslie, the friend and biographer of Constable, observed’ that the
finest yellow he had ever seen was on a Chinese vase.

32, See Ruskin "Modern Painters", vol1, section one, chapter two,
paragraph 8ix, p.57, 1897 ed.

33, Ibid, vol.II1I of part IV, paragraph 14, p.94. : -



M. See Eatalogue of exhibition, "Dante Gabriel lossetti, Vainter and 58/
Poet", Royal Academy of Arts, 1973, plates VIA, VI8, VII. _ :

. " 5 i ) .
5?. See W. Rossettl, "Rossetti Papers", rpt. New York, 1972, pe25.

3. "Time and Tide" letter no. VI, 1867. It is interesting to compare - -
Ruskin's comments with Gautier's response to the same {roupe in
"Acrobates et Saltimbanques orientaux", Pe283, of “L'Orient" op cit
which is enthusiastic and direct. !

37. ‘"Rossetti Papers", p.138, : . ' ,

38. The two works on Gautier's art criticism barely mention his interest
incthg Orient.GeThey arg6"The art criticism of Theophile Gautier",
M.C. Spencer, Geneva, 1969, and "Le Regard de Theorhile Gautier"

R, Benesch, Zurich,I969. rhile Gautier",
Both of these are doctoral theses.

The best account of the relation of both Théophile and his daughter .
Judith to the Orient is to be found in"Judith Gautier" M.D.Camacho.Paris 1939
The literary and historical aspects of the problem are fully dealt ' :
with in Schwartz op cit, chapter 1 "The Gautiers and their inter-

pretation of the kast through book sources",

339. The text of the iwo sonnets is;
Chinoiserie -

- Ce n'est pas vous madame, que J'aime
Ni vous non plus, Juliette, ni vous,
Ophelia, ni Beatrix, ni meme
Laure la Blonde aveo ses grands yeux doux,

Colle que j'aime a present, est en Chine,
Elle demeure avec ses vieux parents,

Dans une tour de porcelaine fine,

Au fleuve jaune ou sont les comorants

Elle a des yeux retrousses vers les tempes,
Un pied petit a tenir dans la main,

Le teint plus clair que le cuivre des lampes,
Les ongles longs et rougis de carmin, '

Par son trellis elle passe sa tete,

Que l'hirondelle en volant, vient toucher,

Et chaque soir, ausei bien qu'un'poéte

Chante le saule et la fleur du pecher, . ‘ ,

' \ Peesies Completes, Vol.I,
Pe329 (1909 ed.)

La Jagonaise

Pour veiner de son front la paleur délicate,

Le Japon a donne son plus limpide azur; ,
La blanche porcelaine eat d'un blanc bien moins pur
Que son 80l transparent et ses temps d'sgate.

Dans sa prunelle humide un doux rayon éclate;
~ Le chant du rossignol prés de sa voix est dur,
Et, quand elle se leve a notre ciel obscur,
On dirait de la lune en sa robe d'ouate. - : .



40,
41,

Ses yeux d'argent bruni roulent mouelleusvment.
Le caprice a taill€ son petit nez charmani:
Sa bouche a des rougeure de peche et de framb01se.

Ses mouvements sont pleins. d'une grace cbinoxse. .
Et pres d'elle on respire autour de sa beaute
“uelque chose de doux comme l'odeur de thé,

Poesies Completes, Vol 1, p.}}O.

Louvenjoul gives the date of this sonnet as 1835 according to

T

4

Schwartz, op cit, p.18, Schwartz shows that Hugo, Mery and Heredia 111
took ‘an interest in Oriental themes. Hugo collected lacquer furni-

ture and porcelain, It was sold after his-exile in 1851,
Quoted Schwartz, op cit, p.17, noté.'s 1 and'j.

In particular Gautier requested a volume of the aeriea "L'Univers

Illustré" from a friend, It was Gautier'a "Description de la Chine"'

which he referred to as ."Le livre de 1'Univers pittoresque ol i1

illustrations of Chinese bronze vases., The other books which ha

~ read are not known,

42, .

‘Caufief, "L'Orient", vol.1, "En dhine", P.229. This essay ié in

"Caprices et Zigzags" which is dated 1862 by M.C.Spencer "The_a:t

~c¢riticism of Theophile Gautier", but it appears in the first
edition of "Caprices et Zigzags" which is dated 1852, I therefore'

43.

44.

45.

46.

conclude that the esgay refers to.the 1851 exhibition,

_est question de la Chine", Pauthier's book apparently contained 24

See "The Great Exhibition“ H., Gibbs-Smith, London 1950, The painting

is by H.C. Selous, illustrated on page 57.

"The House that Paxton built, a new story on an old model"
Sixpence Coloured, Barton and Son, Holborn Hill, London, 1851.

Feuillet de Conches" Les peintres Européers en Chine et les péintres
Chinois" Revue Contemporaine, Paris, 1856, pps, 216=-260, The study -

was later printed by Dubuisson as a separate pamphlet,

' See E, and V. De Goncourt " En 18"’Paris‘1885 ed rage97,

The two passages not quoted in the text are as follows -épage's
"Les poteries de la Chine, rivée & leur accroupissement &ternel
commence & tourner béhtiquement, dans leur orbites assoupies des

prunelles en virgules",

Page 129 « "Sur une cheminee en marbre blanc, deux brule-parfums o

en bronze tonquin, volé par quelque bonze au/temple de Say Lo Zam
Tay Vong epataient leur panses de cucurbacitees sur les tortils
enchevetres de vegatstions hybrides. Des serpents nouées aux anses
par des tordions convulsifs, dardaient leurs tétes cretées vers.

' une fleur de lotus qui 8 epannouiasait en un merveilleux bouton,"

4.
48,

49,

y
Gonoourt "Maison d'un Artiste® Paris, 1882, Prefaca.

Thie is the opinion of Schwartg, op cit, p.167. I have researched

all the evidenoe on the development of La Porte Chinoise and
Mmne Je Soye and it is discussed below, o

Qnoted in Schwartz, o cit, p.67.



&y

§Q. Baudelalre'conflrms'that’this was a common reaction wo Ingres'
works in his essay "The Museum ot Clussics";

S 'It is also generally agreed that I, Ingres ic a great

=N but clumsy draughtsman, quite ignorant of aerial per-

"~ spective and that his painting is as flat as a Chincse -
mosaic; 1o which we have nothing to say, except to
compare his Stratonice, in which an enormous intricacy
of tone and lighting effects does nothing to upset :
the harmony, with the Thamar of Horace Vernet', ’ i

and in his essay about Ingres in his 1895 Salon quoted in the texty Vo
See "Charles Baudelaire art in Paris 1845-1862", iieviews etc., o
’ trans.J. Mayne, London, 1965, p.38. Later.writers were to claim
; that Ingres himself knew and ¢pproved of Japanese ar¥. See for.
instance Felix Regamey "Le Japon --: -"4 Revue Bleug 1890,p.652.
, lnxpaﬂtukaxiDﬁz)‘ - -
51. May'ne’ op Cito’ p0134o

52, Gautier wrote about the Chinese exhibitions of 1851, 1855 and 1867,
' in France and England, Camacho, op cit, states that there are.too
many articles on the Chinese by Gautier to provide a list of them all,
However he does give the following; S :

Exposition commercial A Paris La Presse27 Aoﬁt, 1846,
Collections Chinoises Moniteur, 1855 . _
. L' Artiste, 1855
“La China A Paris" la Presse 1¢T Sep.1851.
"Musique Chinoise" La Presse, 2, 3, Nov., 16851,

53.' G. Preble, "ThevOpening of Japan", ed. B; Szczesniak, New York,
1962, p.196. : .

54, For a brief account of the growth of "The Bluff", see P. Barr,
"The Coming of the Barbarians", London 1967, and "The Deer Cry
Pavillion", London 1968 in which it is discussed, in passing, as.
a part of the history of Buropean settlement in Japan.

55,  The rovel “A Japanese Marriage" by D, Sladen, London 1893, concerns
the adventures of the daughter of a European dealer in Japanese art ,
living on the Bluff., It gives a good impression of life on the Bluff,

$6. P.L. Hawks, "Narrative of an exhibition of an American Squadron to )
the China Sea and Japan" (U.S. House Executive Document. 33rd '
Congress, 2nd Session), 2 vols, Washington, 1856, p.459. ff. This

book appeared almost immedietely -in Europe where it had consideratle

influence., ’

,"57. 'g;wka, 1bid, p.461. The series is described as a print roll or
‘ frieze - no such form existed in Japan, it was probably an

book. _
58. ‘Ibido po4620

59. ‘"The Illustrated London News", London, January-June, 1554.erbruary e
4th, p.97. ‘ o T ' : .

€0. See "Journal of the Soclety 6f_Afts", London, Feb.3, 1860, p. 183ff.
6i, R, Alcock, "Art ahdbkrf Industries in-Japan"!,LondoQ 1878, pps. 2=3.

62, See "The Japanese Court in fhe International kxhibition", London j
' Illustrated News, Sept. 20 862 page 320 @iae R Alcock "Catalo-ue of i



63

65.

ad

o : 80«
"objpetfﬂ“jtrOE Japan for the Intcrnationxl bxhibition of 1&6 ’ London,, 7

."Illuﬂtrated' London News™ ‘September 20th 1662 op cits

"Gentleman's Magazine", London, July 1862 "The'International
Exhibition pps. 10 and 11, : S

Aloock, o clt, section Ge Sent from Japan.

G. Works of Art = Carvings in 1vory, wood and bamboo - yaintings - .

Illugtrated works - thhochromo - Prints - Models.

557 Mussel-shell carved in wood,

558 Fruit carving in bamboo wood. Twenty-flve speciments of the
best ivory carvings, showing great mastery of chieel and power
of expression.,

559 Eight books ~ speciments of maps, illuatrated works &c.r

5598 Twenty-four volumes of ditto.

‘560 Japanese play bills o S '

560a lLeaves from a Japanese scholar's writing exercise. L
561 Two boxes of lithocbrome printing,‘on a peculiar fabric of
crape paper,

- 562 Book of fire-brigades 1n Yedo, with the crests and - 1nsign1a,

* detail of city wards, &c. (see 493 for head-dress).

563 Speciments of figures by a natlve artist.

564 Map of Yedo. '

565 Itinerary of the Tokaido. or grand route to all the Imperial

.- towns,

566 Map of Japan in 66 Provinces (2 vols.).

567 Specimens of Japanese lithochrome,

568 Printing of old date; representing a pllgrimage to Fusiyama,
the new foreign settlement at Yokohama. '

569, 570 Two maps of PFusiyama - the volcanic mountain, with the
various stations of the ascent.

571 Further specimens of lithchrome printing, consisting of a great
variety of illustrations (200) of the manners, costume and
‘architecture of the Japanese.

572 Specimens of story books - popular literature, written in tbe
Hirakana character for women and children and the less educated
classes, as easier to read than the Giosho, or other styles of

572a Specimen of Japanese ofticial writing -a letter from the
Ministers of Foreign Affairs announcing the despatch of a
diplomatic miasion to England.

J.B. Waring "The Industrial Arts at the International Exhibition"
London, 1862, 3 vols, plate 248. The two small lacquered boxes
were from Schmidt's collection. The larger pieces belonged to

‘Alcock,

"Sea "The illustrated record and descriptive catalogue of the Dudblin

International Exhibition of 1865" compiled and edited by Henry
Parkinson, Dublin, 1866. There were 8ix other exhibitions but
Alcock's oollection was the largest and the only one to inolude

priﬂtﬂ .

W, Burges "The Japaneae Court at the Internatlonal thibition“

- Sept, 1862, P249,

< w0l
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. 69. See D, Harbron, "The Conscious Stone, a 1life of il.'%. Godwin"écht. "

' 70. . See Ibid, ' C ' Co BT

710 ‘J. Leighton, "On Japanése Art - illustrated by Native examples",
Friday, May 1, 1863, Proceedings of the Hoyal Institution of Great
Britain, vol. IV, part II, no, 38, pps, 99-108, See below for a
detailed d%scussion of Leighton's views,

72, Sandbersg op cit, and many others make this assertion. o

73. Alcock, op cit, p.5 (1878)

74. Ibid, p.22, See also Leighton, 22_213. pp. 161-162,
75. Leighton, op cit, p.102. - |

76. Alcock, 1878, op cit, p.83.

77. 1bid, p.66.

78. Ibid, 3.190.

- 79. Denis was the last of many people to formulate this idea, for

' instance, Oscar Wilde was making this point in his lectures on

Art and Decoration, i.e.

"What is a picture? Primarily a picture is a beautifully covered
surface, merely, with no more spirituwal or meaning for you than an
exquisite fragment of Venetian glass or a blue tile from the wall
of Damascus."Art and Decoration,"Lecture to Art Students," p.51,
ghen to R.A. students, June 30, 1883,

80. Leighfon, op cit, p.104. ' : Co 3 o
81, Leighton, op oit, p.102,. | '

82, Ibid, p.103.

83, Alcock, op cit, §.89.

84, Ibid, p.190,

85, Leighton, op cit, pps. 102-103.
86, Ibid, p.108,
. 87, Alcock, op cit, pps. 48-49. )
‘88. See C. Dresser, "The Art of Decorative Design", 1862, pp.165ff,

89, See C. Dresser "The Art Manufactures of Japan from Personal
Observation" Journal of the Bociety of Arta, Vol XXVI,1877-78,
p.169. I am grateful to Mr, Stewart Durant who has recently written
about Dresser, and to Mr, Michael Derby of the Department of Prints
and Drawings at the Victoria and Albert Museum, for help in my |
fruitless search for the drawings., We did unearth one or two general
sketches of the design of the Oriental court by Dresser but none
of the objects themselves,! ,

‘90, V. & A, aéquieition, no, 285c, 1865. - .



L 91,

92;

94.

- 95
96.
97.

98.

9.

' 3100.

101,
102,

103.
104.

105.

'Puch of the ;nformation on the Muscum':; rocoxdq enmes £ ram yr.‘,,th

umlth, former 11brar1an. who helprd me Lo find wie relevant ents iy
W. Rossett1, "Memoirs",.London,-1899, Pe ?76

I have identified it from the: Victoria and A]hert copYy, oomnnrp

the illustration with Kossetti's description "Desism No, 1, 2
bearded warlike looking man, standing on a hillside, endcavour! g
rossibly to ward off the fall of a huge mass of rock, which
threatens to crush him, or more probably, - liftjnﬁ the rock, to

let it fall down the hillside.” o ‘ ,

Rossetti's article was reprinted in W. Rossetti, "Fine, Art, Chisfly
Contemporary" No.X, Japaneae Wbodcuts, p.364ff Lomdon I867

Ibid, p.364.
Ibid, p.364.
Rossetti, "llemoirs", p.279."

L} O

A. Houssaye 181596 was a member of the literary circle’ which
included Gautier, Gerard de Nerval, and’ Nestor Roqueplan, the farst

viBohemians who stand between the Romantlcs and the dealists.

C. Baudelaire "Correspondances" 1841-1866,p 322, However Adhemar,

- gee below, Note 107 has written saying that Houssaye sent the

prints to Baudelaire. In view of my discovery that he may well h2ve.
been related to the patron of "la Porte Chinoise" this may well be
more likely, despite the letter. 7 ~

Thesa references are discussed in detail, in my comments on the .
work of the individual writers in the body of my thesis,

See Champfleury "Histoire de la Caricature Moderne", Paris, 1865,
and Shapiro, M, "Courbet and popular . imagery." Journal of the,
Warburg and’ Lourtauld tystitutes I940/41 page I76 ff.'

The recent exhibition of Lpinal prints at the Hayward Gallery pro=-
vided ample opportunity for testing this, See "French kopu]ar
Imagery" Arts Council, 1974. Catalogue. :

De Goncourt, Journal, June 8 1861.»_
Most writers clte two articles:

Chesneau "Le Japon a Paris" II, p.888, 1878, G.B. A. (pages 37-47
L. Benedite "Bracquemond l'Animalier" Art et DZcoration XVYIII I905

However see my reservations about the accuracy of their information o

expressed in this thesis.

For instance Y, Shinoda, in “World Cultures and Modern Art", p.86.
As Shinoda also dates Alcock's exhibition as 1864 I amvdoudbtful
that his chronological survey is based on more than a second-hard
inference., Professor Shinoda answered one or two of my questions
in correspondence but referred me to his collpague, Professor
Wichmann,who 8o far I have been unable to see.on his brief visits

to England.
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-
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" 106,

'V1O7o

108.
109,

110,

111,
{12.
113.
114.

115.

116.
117.
118,

‘;119

120..

121,

122.

123.

“Livret de 1' Hposition de 1849", Paris, 1849, p.204.

I owe this information to M.J. Adhémar, Xédacteur (n Chef des
GCazette des Beaux Arts, who included it in a lefte: to me on rasearch
that he had made into the problem in 1968. Adh€mar belicves that
Arsene Houssaye introduced Baudelaire to Japanese art, on the bdbasis
of an article on Ime. de uoye in "La Vie Par181onnf“ of Nov,21, 1t98.

Rossetti "Memozrs"; pps. 277—?78.
De Goncourt "Journal Mex_'credi, 31 Mars, 1875. . ' ,

Ph. Burty, "le Japonisme", La Renaissance Litteraire et Artistihne,
1872, p.60., For Burty's career as a Japanese enthusiast, see

below, p. 47Irf.

Rossetti, "Diary”, Pe. 55 of "Rosaetti Papers”,

See "Family Betters of D.G. Rossetti", London, 1895, (Nov.12, 1864),
quoted by Schwartz op cit, p.36.

Baudelaire "Correspondance ", op cit, 118,

Bénedite "Whistler"™ G.B.A. 1905, pp.143-144.

A zr: .
See C.B.A.y, 1973, pJean Paul Bouillon “La Correspondance de Peljx
Bracquemond"; This letter is listed as no.326 on p.265 in
Bouillon's- resume of the "Correspondance" and Bénédite; "Bracquemond
1'Animalier" Art and Decoration, 1905, pp.37-47. ,

Bénédite; "Whistler", op cit, p.143.
Rossetti, "Papers", p.130 and P.59.

Recently Prof, Shinodaiin "World Cultures and Modern Art" has r'pegted
the myth, so diduabrie) Weisberg in his 1967 thesis "rh, Burty Art
Critic and Japoniste” and in the resulting paper "Felix Bracquemond
and Japanese influence in ceramdmaecorat1on." 196G pages 277=-280.

I have corresponded since with both Dr, Weisberg and M. Jean Paul
Bouillon the leading expert on Bracquemond in Faris, and both Luave
agreed that the evidence for such an early discovery is insufficient
and that 1861-1862 is the most probable date for Bracquemond's Tirst
contact with Japanese art.

See Y.Thiriom "La Japonisme en France dans la seconde moitis du

Xixiéme siecle 2 la faveur dé@a diffusion de l®estampe Japonaise? o

Communication de mme Thiriom auXXII congres de\l'Association’

"International des EtudesFrancaises juilliet I9(0 pages IIT-I30

See Ph. Burty "Silhouettes d' Artistes Contemporains VI le peintre
et graveur Felix.Bracquemond“ L'Art, -1878, p.289.

See Bracquemond's preface to "Vente des estampes modernes de la
collection des Goncourts", Paris, 1891, _ :
. .

See below, the chapter on the‘diseéminators of the Japanese lmage.

Bracquemond, "Du Dessin et de la Couleur", Paris, 1885, - Brlefly
Bracquemond argues that all great art had. been made in the
tradition which emphasises the modelling of solid bodies by the
unequal distribution of light and that from this time ¢he possi-’



132,
133,

- 1344
- 135,

136

137.

138,

139.

140,

141,

‘bility of representing human sesture and emotion anranie O aments

(that is two-dimensional) art, such u4s the Jupunenc, was VETy woch

inferlor in 1ts po,31ble PxprLSSJon of the humsn sririte

Bracquemond, preface to "Vente des nqtampos....dnq 5onnuurtﬂ"
De Goncourt "Journal', 31. Mars, 1878 (written as u comuent or,
lurty's article, note 120)

Ivid, 19, Juillet. 1854-(Quotei from I912 edition,the Monaco 1056

. varies apparently for no reaso ’
Ivid, 30 Sept., 1864. n)

JIvid, 9 Mars, 1866.
_De Goncourt brothers "Idees et Sensations" Paris 1887 page I5.
De Goncourt brothers ”Manette Salomon" Charpentier, ed. pps.172-174.

Asgru "L'impire du Soleil Levant" Beaux Arts, Feuilleton de
1'Etenifrd, Feb. 27, 1867, March 23, 1867. I have been unable to
locate these articles but have made use of the account of them
in Weisberg, "Burty", pp.112-113.

Quoted by M. C Spencer "Gautier" op cit, from Monlteur, 1862, o

Chesneau, WL'Art et les Artistes Modernes en Franee et en
Angleterre" Paris, 1864, pp.190-191.

Ibid, p.163.

"Japanese Botany;'beihg a fécsimile of a JapaneSe book with intro-
ductory notes and a translation", Philadelphia, UeSehiey 1855,

Fage's work is reproduced as an appendix to "Wenkstern' Japanese
Bibliography", London, 1896. This book contains a long section on
art publication and is & useful research tool,

(Lonaon 1860)
A narrative on lord Elgin's mission to India, China and Japan", btv
L. Oliphant, secretary to the expedition in 1859, The artist who
produced the Western illustrations for this book was called Bedwcll,
tut I have not traced any of his work elsewhere and I do not think
that he was affected by the Oriental art.

Ibid, Pe430.

Steinmetz. “Japan and her people", London, 1859, The illustration -
of the preparation of woodblocks is on p,296 and is anonymous,

though many of the weaﬁergised illustrationa are signed E. Evans,

-

Ibid, PP+ 223-2274 This ‘book is published in the scries "Nouvelle
Pibliotheque dea Familles" by Ch. Meyrueia et Cies v :

J.A. Michener "The Floating Mbrld", 1954. p.239, gives the 1mpression
that the Once a Week articles were written by someone other than
Osborne. Aslin, in "The Aesthetic Movement" repeats this inform-

- ation with the error., On the same page Michener claims that

Titsingh himself published his {llustrations of Jangn in 1892, This
is another error, .



142.

143.
- 144,
145,
146,

147.

148,

149,
150,

| 7¢
The full ‘titles of the 111ustr1tionq ares E .-
Frontispiece, "View of Yedo Pay from the Hills over Kanigmwa". -
P.18, "Labourers transplanting rice in fielda" .
p.31, "Fishing boats at sea" (also in black and white in “Once a wr—k")
p.79, '"Waterfall between cloud and spray" A
p.112 "Retinue of grandee crossing a ford" : : ;
p.129 "icene on a bridse - boy with kite &ec."

See p.70 for discussion of the Wayside Inn,
_Ibid, P.45 : | S - ’ :;
Ibid, p.54 ' : | B
.E. de Fonblanque, "Ni Phon and Pe Che Li " (Two Years in Japan and ‘f

North China), Otley Saunders & Co., London, 1867,

Ivid, p.48, p.135 for story of Bishop.

"Notes sur Le Japon, La Chine et L'Inde par le Bon Che de Chassiron
1858, '59, '60", E. Dentu, Paris, 1861, The prints in the book are
altogether, in the centre, without any explanatory notes.
Chassiron op cit, p.116.

See Gautier, "L'Orieﬂt", Charpentier, 1907, vol.1, p.27i, "Japonj
d'apres les notes de Baron de Chassiron”,

151;"Les Barbares Modernes" in L'Orient op cit.

152,

153,
154,

155
156,

157.

v‘158.

159,

Pauthier, Ibid, pe155.

See Pauthier, "Curio.sités Chinoises exposea aux Tulleries" G.B.A.
March, 1861, pp. 363=369.. '

Mr, Day of the Publicity Department of Negretti and Zambra was most
helpful with my search but could find no earlier source. .

Bishop Smith of Viétoria, "Ten Weeks in Japan", London, 1861,

See Aaron Scharf "Art and Photography" revised ed. Pclican, 1974, .
P.357, note 56, and YPractical Photographer", London, 1896, p.239{f.

The only work written on Beato is an article by Walter Chappell,
entitled, "Robertson, Beato and Camera Vision at lucknow 1857-185&"
-"Inage. New York February Y958 _ pages 36-40 which is ‘about his
work during the Imdiam. Mutiny. Beato is principally famous a3 the
first war photographer to "cover" the Crimean War, and wars ir
India, China and various violent incidents, murders and executions -
throughout the Near and Far lLast,.

See Chesneau, "Les Nations Rivales dans 1l'Art", Iaris; 1868, 1.423,
The essays contained in this volume wera written as reviews of the
1867 kxhibition, .

See Gautier "L'Orient", Two volumes of essayé on Near and Far
Eastern topics, most conveniently available in the (harpentier ed,

of - 19070
Ruskin's views on thia matter were similar to bautler 3, and it is



: . K76 .
& Ruskin in his advceuey of Jajinese T
in Japan" ~ London 1878 page 35.
"Nothing can advance Art in any dis
and devil driven England till

"interesting to find Alcock quotin
design in "Art and Art Industries

trict of this niccursed nachine B
she changes her mind in many things."™

.

.




SECTION ONE.  CHAPTER TWO. S

NOTES

1.

2.
3e
4.

Se

6e

Te

9

The Salon des Refusés is too compIJCated a subject to be dealt with:
in full, but it is interesting that among the exhibitions wetbe ‘
several whose works has a japonizing tendency., Jee for instance

Whistler's "Woman in White", but for a recent but uuperhcial account |

of the salon see R, Dunlop, The Shock of the New, London, 1972.

See Chapter One, p. 48, g P

'See R. Lindau, Voyage autour du Japon, Faris, 1864.

E, Cheaneau, Le Japon a Paris]x1878, op cit. deprinted in the
G.B.A. volumes concerned with works of art at the 1878 exhibitxon,
in which context its fashionable character becomes immediately
obvious,

E. Chesneau, Les Nations Rivales dans L'Art, Paris, 1868. The
article on Japan occurs on page 415, The reference to Degas is
on p.335 and to Boudin on p.334.

Baudelaire, Salonsa, translated by Jonathan Mayne, lhaidon, 1962,
see the Salon of 1846, pps.116=-120,

trans
Baudelaire, op cit“ﬁaxge Pps. 120—122, "Exposition Universelle of
1855“

Mayne, p.124. It is interesting to speculate upon the possibility

~of Baudelaire having seen Far kastern art for the first time during

the 1855 Exppsition Universelle.

Leon Page's Bibliographie Japonaise lists as item 652, a 100 page
catalogue of arts and crafts of Japan compiled by Baron Charles °
Dupin, Unfortunatdy this catalogue has been lcst and is’not avail-
able from abroad, Dupin, who was a director of the Far kastern section
of the exhibition, later wrote a book about his travels to Japan

but this gives no useful information about the 1855 exhibition.

Baudelaire would also have seen Chinese art at the exhibition.
One wonders if at this time he could have dlstlnpulshed it from
the Japanese. .

Apart from Zola's famous reference to the analogy between rcpinal
prints and Japanese prints in his defence of lanet, which in fact
attempta to detach Manet's work from an association with pinal

and relate it to Japanese work (see Zola, Manet, L'Evenement 1865"
discussed below), We have several other examples of the comparison,
Baudelaire linked Japanese prints to "Images D'Lpinal” in a letter
of 1861, see above, p. 63 The critic and traveller to Japan,
Charles Bousquet, used the analogy in several articles in the

Revue des Deux Mondes, notably in 1877. The critic Ernst Faydeau

also.used it in his article on the sale of the 1867 Japanese
exhibition, Ernst Chesneau also made the comparison in his article
on Japanese art in his book, "Les Nations Rivales dans L'Art,"p.447,
and in his lecture to industrial. designers and manufacturers on
Japanese art in 1869, The collector and art dealer Sichel, who
travelled to Japan with his brother in the 1870's, also recalls
Epinal when discuassing Japanese prints in hig Notes d'un biblicteur

au Japon. Paris 1883

¢

OV U 4




10.

Co,

12.

13.

14.

-us to understand their astonishment at the Jncompurably higher

"published in 1873, "L'Enseignement Du Dessin" reprinted in "Maltyes

57@:; ,

Thus the analogy was widely spread and indicative 0; the ransn «f
associations called forth by Japanese prints, It indicates the tone <
of feeling with which artists may have approached them, and allcws Ly

standard of Japanese crmftsmansh1p and design,

*

Hence Chesneau wrote in 1868: ' = T
- L'invention Japonaise realise donc une économie de m.{;'
main domvre considérable, ce qui permet aux &diteurs’ e R
du pays de livrer au commerce de détail leurs superbes: ‘ Y
feuilles colorifes 3 peu prés dans les mémes conditions w i

que le font en France nos fabricants d'Epinal pour R
l'imagerie populaire. - | L

E. Chesneau, "Le Réalieme et L'Art Frangais" Revue des Deux Mondes, 4 |
(cava) p.228.1863. . . ~ . N

Baudelaire, op city n » Salon of 1846, pps.118-119, B

It is remarkable that once again Baudelaire grasped the absurdity

of discussing landscape in moral terms, and that it led to stereo- ' .?fii
typed art in whichs . B
The dogs are cut out of some historical dog pattern a 1

historical shepherd could:never allow himself any others,
- on pain of disgrace. Every immoral tree that has allowed
" itself to grow.up on its own and in its own way, is, of
necessity cut downt -every toad or tadpole pond is buried
pitilessly beneath the earth, And if ever a historical
landscape painter feels remorse for some natural pecca-
dillo or other, he imagines his Hell in the guise of a
real landscape, a pure sky, a free and rich vegetation;
~a savannah, for examplevor a virgin forest.(Mayne, p.105)

Baudelaire also selected Rousseau for special mention in the Salon
of 1846 - although the "grand refuse" was as usual not exhibiting,
he was a "naturalist ceaselessly swept toward the .ideal", whose
work was constantly revealing “new aspects of landscape",

Ph, Burty, the famous critic and Japanese enthusiast, was the first e
to make this suggestion in a memorial essay on Boisbaudran first !

et Petits Maltres", Paris, 1886, p.6. Burty remarked that Bois=-

.observation and aimed to develop these qualities rather than a

baudran had recommended continuous drawlng exercises as part of ’
school curricula and
C'lest en. effet ce qui passe chez un peuple de _
1'extreéme Orient, que nous traitons cavaliérement . R
de "barbare", chez les Japonais, -

Boisbaudran's teaching methods stressed visual memory and. traine« | vii

highly mechanical rendering of the immediately visible. In this A
1t allied itaelf to Japanese training methods, : .

Chesneau, Les Nations Rivales dans L'Art, p.423. Moredver Photonraphio 40

oountries, to be purchased as a set. As we have seen, as early s
1860 the firm of Negretti and2ambrahad issued such a set includlng .
many views of Japan, These were used as the models for the , :
engravings which illustrated “Ten Weeks in Japan" by George Smith,
Bishop of Victoria, published in 16861, and some of dhese provide

AT

i B

" firms were in the habit of issuing series of prints of far avay SRR



a very accurate impression of Javancse j€ople and topoisraphy. (877 ;?'{‘
Periodicals such as the "Illustrated London News" reularly used S
engraved illustrations and photographs of Japan duriri the 1860'c, 5
It is noticeable that no such engravings took an impressionistic o
character or looked remotely Japanese in style., ''he most relcvant
example of this is the engraving of the head of a Japanese nurderer,
from a photograph, which was made by Jacquemart, the illustrator ard
Japanese enthusiast in 1865. I discuss this later in the context iy
of the early dissemination of the Japanese image . !
MANET FOOTNOTES n b
15, See L. Gonse's series of articles on "Jules Jacquemart", G.B.A., ®PD.,
Julypages €9-80. September pages240-250. vctoberbpages 326-340 Y
16, See Zola, "Salons", ed. Hemmings and Niess, 1999, p;91. Kaving * !
recently seen Epinal .prints at the Hayward Gallery Zola's comparison
strengthens my conviction expressed in this thesis in several il
places that the prints Manet had were recent work in bright, arti- b
ficial colours, similar to the colours of the prints in the Burges
collection, Full title "Emile Zola. Salons recweillis annotés et
presentés par P.W.J.Hemmings et Robert J. Niess", Droz Minard, 1959, ¢

et .
o T

17, J. Rewald published a letter on p,61 of "Cezanne et Zola", H, ,
Sedrowski, Paris, 1936, which establishes this information. Zola 3,
wrote to Duret in Febd. 1868;_ ~ L

Manet fait mon portrait pour le Salon, et comme
nous avons peu de temps je me trouve donc tous
les apres-midis dans son atelier, . '

18.. The Japanese exhibition was moved to Rue de la Victoire, No.,41, ard
gold up in February (?) 1869. (Several acquisitions in the V. & A,
for 1869 are marked "From the Paris Universal Exhibition of 1867").
(See Section II of this thesis). ‘

19, The suggestion is in Nils Costa SandbiadvManet 3 Studiég in Artistic  ﬂa
- Conception", Lund, 1954. L

20, W. Rossetti, "Reminiscences", ¥o0l,II, London 1906, p.?76. The exact

: interpretation of Rossetti's remark is in doubt. 1 have followed
Laver in believing that it was made by Whistler. "It was lir.Whistler
who first called my brother's attention to Japanese Art: he rossc¢ssed
two or three woodcut books, some coloured prints or a screen oY two.
I take it this revelation in art had been made in Faris, in the
Impressionist Circle, I have heard say, and perhaps with accuracy,
that Edouard Manet was the "head and front" of Japonerie".

21, See section on Whistler below.pages I35 ff,

22, This information was first published in Roskill, *"Van Gogh, Gauguin
and the Impressionist Circle", p.59, later in T, Reff, 'Manct's
Portrait of 2ola"Burl Mag T975 p35-44which illustrates the print.
1 disagree completely with Professor Reff's treatment of the work
as simply a portralt of Zola's artistic interests., It is also a

manifesto of Manet's ideas on art. . o |
Many of the leadihg Manet and Zola scholars still belie‘e'this priﬁt c !
to be by Utamaro or Toyokuni - for instance see Seznec, Hemmings and
Niess, op cit. ' :

Like Reff's article earlier studies of the Zola portrait ignore or

diminish the value of the Japanese print as an indication of the o
foundation of Manet's atyle, _ . . - :



- "Le Cabinet de Travail d'Emile zola", Adhdmar, G.B.4.,1954, p.285, = %

23,

"They ares : - T
' * "Manet and Zola", Ima N. Lbin, G.B.A., June 1}4). pe3sT 11. o R

. stein and Jamot (1932) - have no informed discussion of the L

*In discussing Manet's paintings 1 have used the plates in “mhe

'fTanet 8 portrait of Zola", S.L.Faison, Mag, of Art, Vol,XLII,
pp.165-168, Kay, 1949,

‘The ma jor cataloguea of haret's work by Tabarant I947 and wilden-

print's identity, attributing it to Utamaro. They are ‘listed in - . it
full in the bibliography. - L : v o
‘ ‘ ' | e

{Complete Paintings of Manet" - notes and catalogue by Sandra Orienti.
Weidenfeld and Nicholson, 1970, i . :

Orienti's catalogue has a ‘useful concordance with the other ma jor
catalogues of Manet'a work and therefore I give the Crienti catalogue

P
R T e

Py
3.9

" numbers, : . o : s

24,

25,

¢ 260

=27,

28,

P

The portrait of Zola ie Orienti 118.

Work by Hoitsu is reproduced on pp.154-155 of "Tokyo National Museum"
London 1969. Hoitsu died as late as 1828 and is a good candidate L
for the author of Manet's screen, However it would be impossidble to =~ . .+
know for certain who this was, . : :

"Jeune Dame Couchee en Costume Espagnol" of 1862 is signed by Manat.

"A Mon Amour Nadar". Nadar was F, Tournachon who became famoue later

as Nadar a pioneering photographer, who lent his studio fa the

first Impressionist exhibition in 1874, o
M, Boime"'lhomas Couture and the evolutionm of painting in CI9th Framce,”
Art sulletim March I969,pages 28-82, .describes Manet's early years

wreatling with the duality of Couture's method on the practical

" level, in the use of preparatory sketch and finished work and on the

-conceptual level of the problem of selecting an appropriate image
from the vocabulary of heroic painting to celebrate a near contem-
porary event such as the 1848 revolution.

" This argument is used by several criticsj the most recent is S

"anet's Sources".by Michael Fried in Art Forum, but he .
ignores Japanese art and sees Manet as concerned primarily with

reviving “French" Art.sr—t FRieD “ mavet' SOURCESS ART FoRUM MARCH (444 Pamgg sz.

T, Reff's reply to Fried was published later in the same year. It
is a well-deserved criticism of Fried's attempt to see a "source" U
in French art for every pose and image in Manet's work in ‘the '60s.’

-Whilst I take Reff's point about the danger of over-speculation S
about formal analogies, the basic conception of Manet as someone 5

attempting to reconcile the dualities of current painting, euch as . o
Couture's, is quite acceptadle, . .

Reff argues that Manet achieved much of his inspiration by "pure"
talent. My argument is that certain linguistic innovations were t}e
result of the appearance of the Japanese example. .

See B.E.Krtuss "Manot' Nymph Surpriéed", Burlington Mag."1969 St
pages 622-627., ) o
c. bterling, "Probleme de l'originalits de Manet par rapport 4 la '
tradition" L'Amour de L'Art, May 1932, p.151ff., The final composition

of the series is in the Museo Nacional de Bellas Artes Buenos Aires -

Orienti 354,

4 L]



29.

30,

. 3.

" 320

33,
1.

35

o For .
Three sketches exist; Orienti 358 Paris ' : )
' 35C Oslo B

35D Faris (dpstrujod”) :

The unfinished versions 'all act as an indication of lanet's ctrupgle o

to overcome the problem of making a modern painting which retained
the imagination, v

~ The copy is Orienti No.10 made in 1856, : ' )

Olympia is Orienti No.62,

For a discussion of Olympia see Reff, "The Meaning of Manet' v
Olympia" G.B.A., 63, 1964, pp.111=122,

A.Bowness "A Note on Manet's compositional difficulties”, )
Burlington Iag.10}, 1961, pp,276-277. : ‘ L

The drawings are reproduced inA de Leiris, "The Drawings of Edouard
Manet", Calif. U.S.A. 1969, The drawing of the Arab girl is De
Leiris Cat.No.193, figure 223, The watercolour for the Olympia 1s
De Leiris Cat.No.196, figure 228,

" A-colour reproduction of the watercolour can be found in Kurt Martin.

"Edouard Manet, Watercolours", 1959,

The watercolour had the following elements which indicate its
Oriental derivation, _ :
The screen in the background is yellow to indicate a gold background. *
There is a tentative drawing of an Oriental building on the left
hand panel of the screen. The right hand panel has a mark just
above the negress's right hand which is clearly a transcription of
the Japanese isometric perspective which is commonly used in '
Japanese screens. Manet concentrates on the contours in the water- .
colour, according to De Leiris he uses pencil lines to emphasise
themj again this is an Oriental tendency, found partxcularly in
Japanese prints.v

In “Chinese Export Art", M, Jourdain-and Soame - Jényns, Coﬁnt:x iife,
1950.

Plate 90 shows an eighteenth century plate with an image of a
mandarin peeping round a curtain at a reclining nude. Clearly the
motif is derived from an engraving of the incident when l'otiphar's
wife shows herself naked to Joseph, or a similar composition =

- perhaps a Danae - see Bredius 474,

This plate provides evidence that compositions analogous to Olympia
existed in the East, Manet could easily have seen such » composition,
either on a plate or a print from Nagasaki - the port most heavily
influenced by European art in Japan, which produced imitations of
European art in alt “the decorative arts from the sixteenth century
onwards.
vol 32 I969 page 57~ 67.

See G.P.Weisberg,"Felix Bracquemond and Japonisme"Art Quarterly \V
Champfleury (pseud.Husson) "Histoire de la Caricature Poderue".

paris, 1865, and “"Les Chats", Paris, 1869,

Orienti, Cat. No. 53. . o
whistler's "Caprice in Purple and Gold No,2" 1864 is composed in a .
similar way to Olympia, the essential difference being that while
Manet systematically eliminated obvious references to Japanese art,
Whistler exaggerated them.

See 1llustrations in "Erotio Art” ‘P and E, Kronhauden, Stockholm,
1969. ’



3.

38,

39,
f '4o.
3§41.
i 42.

. 43,

45.
4.
’ 47,

48,
"' . 490

Orienti, Cat. No 33..,

, Orienti Cat No.46. 3

R.L.Lindau “Voyage autour du Japon* 1864, Chup.1li. Shutsp were o

be found in Lurope a8 early as the 18307's in the Liebold Collectinm. = -
See Chapter One and Appendix L. - ‘

"On' the wall of the laat 11ttlc f11rht there were Julaneae prin'x

depicting furious fornications; ‘a. rather blatant arrouncement, iy
I thought, of naturalism" - George Moore, "Impressicns and Opiniona®, -

London, 1891, p.67 - essay ‘"Impressions of Zola" nnsquotod by Etin
op cit., ds from "Confessions of a Young Man", .

The time o Moore's visit to Medan is very difficult to establish, - hf,
¢ ,-.~,=

Zola acquired the house there in 1878 with the profits from

Q024

"L'Assommoir";  Zola probably acquired the prints in the 1860's when . ‘x:

he was close to Manet, Later he loat his interest in visual art and’
it is unlikely that he would have kept up his interest in Manet's
enthusiasm when his friendship with the painter declined. Moreover
we know that Zola's study was a sanctum and the display of these
prints at its entrance suggests that they had been part of the
"sanctum" for some years before the move to Medan.

-

A recent discussion of the erotic element in Olympia surgests that
some mildly erotic photographs showing women working in decolletage

had an influence on the Olympia, I find thic entirely unconvincing, '

See L., Nochlin, "Wbman as Sex Object", New York, 1973. . S
See Orienti Cat,. Nos. 41, 42, 43.

A good examnle of a Japaneée theatre print is to be found in"Hokusai",
Hiller, Lomdon I955,plate 26,.Y.Shinoda. in "Degas der einzug ded’

am s . it - R P T A W

J e o

japaznisclen . in die rranzonische malerei® Ph.d Keln 1957

discusses Degas borrowing at length seebelow pi24ff and p63Iff

"Orienti Cat.No.45.

Sandblad, op cit.-

"La Musique aux Tuileries" is Ofienti Cat.No.32,

Baudelaire "Art in Paris 1845-1862", trans. J. Mayne, “Salon of 1545", ’

p.32, London, 1965, ' N _

Debucourt's eighteenth century realism was very attractive to
Baudelaire who records that collectors were beginnin; to show an
interest in his work in the mid-nineteenth century in his essay.
"The Painter of Modern Life", 1863,

A. Proust "Manet Souvenirs", Paris, 1913,

Briofly,my speculations are as followai'

The "Dejeuner sur 1'herbe" shows the same atyliatlc characteristics

as Olympia and there is no doubt that Manet was helped' in the trans- - -

formation of the Raphael etched by Romano by his knowledge of Japanese
art in the same way that it helped him to transform a Titian into
Olympia.

The "Fifer" of 1866 is derived from the Japanese print format - flat
background, broad brush strokes, bright colours, This rainting needs



50,

;:51-
7 52,

530

54.
55,

56,

5T,

58.

Ibid, Cat.106, fig.168.

Chesneau "Le Japon & Paris®, G.B.A.,. 1878,  op cit.

For Tipsot, See below. Do
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no further comment., The same is true of "Woman with a .arrot" of
the same year.

A "Still Life with Carp" in the .rt Institute of Chicago painted Ir

' 1864 shows a group of'fish, oysters and an eel in a direct uncomposed .

way which suggests their uerivation from the "Mangwa', This is
particularly true of the eel. The still life has lost its meaninp '
as a celebration of prosperity; in this work it is an excuse for an

. informal Btudy of the sea~-creatures described within it,

Finally, we must consider the use of Japanese art by Manet in the
synthesis of information and art which became "The ixecution of the’
Emperor Maximilian" (Orienti Cat.No.115, 116 A.B.C. )

All’ the paintings are marked by an attempt to reconcile.the dramatic ...
force of the execution which Manet saw in Europe wi th Goya's S
"Executions of the 3rd May with the factual information both verbal

and photographic about the real event. The process of this synthesis
has been described in detail by Nils Sandblad in "Manet, 3 Studies

in Artistic Conception". It is not necessary to repeat his analysis,
Rather it must be observed that the synthes:s is achieved with the -
language that I have demonstrated Manet learnt from the Japanese,

In the final version in the Kunsthalle Mannheim (Orienti 116C),

the execution squad and the victims have been brought together as

images whose connection is symbolic, not causal. The firing squad

is shooting far to the left of the group of victims. They are

painted in taches, the painting marks learnt from Japan, note the

white belts of the executioner squad. Manet has emphasised the

" dramatic isolation of the victims and executioners, and the sergeant '
" at the right by the use of the flat wall behind which once again

denies illusionistic space, a device learnt from Japan, Sandblad
points to the anonymity of the execution squad and the moral
ambiguity of ‘the scene, compared with the Goya. It may not be
unacceptable to suggest that the Japanese artistic language was
highly sujitable to the presentation of an event without direct
moral implication, but with the direct quality of modern experience.

This moral neutrality is especially obvious in the case of the
"Ixecution of Maximilian" but 1t is also important in every other
painting of a "modern" subject, in the sixties by l‘anet,

For a discussion of the circumstances of their palntlnp see Anne
Coffin Hanson " Agroup of marinc peintings by Mamet.

Art Pulletim, 1962 pages 332~ 336,

The paintings are Orienti Nos, 67, 68, 69.

See Introduction and Appendix C.. _ ‘ ‘ _;ﬁ

De Leirias, op cit.

Ibid, Cat.87, fig.160,

Zola, "Manet" 1866 - Hemmings and Niess, op cit. ' R o
DEGAS FOOTNOTES s -

Degas made many drawinss of Manet in the late 1860%s.

1 emtedees



59

60.

61..

' (Les Roses) and 1836 (Choix . de.Soixante Roses)., Reff is also ¢

62

63.
64,

€5
664
€7.

€8,

€9,

'Se'e above, Pe 52 and Append'ix'FCA.

had been found, He does not show the photograph.,nolther does

‘mention it, ‘ S ) o '1

904

s,

prese

< e

Degas left several Japancse prints and other Japinese ob]¢c13 at‘
his death. See T.A. Lom01bne, "Doyau et son ovuvee" 4-vals, Parls.
1946-1949.

J . . ) : . ¥,

. L .
n e -

I do not accept the suggestion of T. Reff in "The Fictureswith pi?

'Degas Pidtures", Journal of the Hetropolitan Juscum of Art, New Jork,-

19 68, p.132, that the printa held by the collector are coloured
llthographs of Roses by Pierre Redoute from books published in 1.35
mistaken in.characterising the book covers in the frame as . 1&}
"Foukousas". 'This term is used by De Goncourt, Gonse, Burty et :.l,, . :
to refer specifically to embroidery or painting on squares of siik o
with a claim to be regarded as works of art in themselves. They fﬁf
i

were large enough to be made into cushions.. e

More interesting is Reff's suggestion that the random arrangement of
the cards, etc,y in the frame in the upper right hand corner of ;
the painting is derived from a pattern showing playlng cards, in :
embroidered silk used for the. covers of pocket books, .t
' |
|

*L'Amateur' is lLemoisne 175. For a colour reproduction see P.,Cabanne, .
"Degas" trans. Hichel la lande, Plate 25, Editions ”isné. Paris,*1958, .

For Bunsho and the "Classical" school of prints see 0.E.Hollcway,
"Graphic Art of Japan, the Classical School", London, 1957, (Tir: ntl,.

The most likely artist for the prints shown in L'Amateur" is Bumpo who
worked during the first third of the nineteenth century and who later E
influenced Van Gogh. o ‘

Reproduced in colour in the catalog'ue, Cﬁl\w de 1' Impress: onmmg_,
Grand Palais, Parla, 21 .Sept- 24 Nov. 1974, ed, Helene Adhémar.
Editions des Musées nationaux Paris 1974, No.11, pe77. . .

The portrait was probably painted in 1866,

See the copy of Holbein! s"Anne of Cleves" by Degas.
Lemoisne, op cit. Vol II plate 80,

See A, Scha rf "Art and . Photography", London, 1968, p.139ff."D(“ -
and the Instantaneous Image".(page Igp’ 1974 editlon.)

See Lemoisne for reproductions of them.

_+ Shinoda ' op cit.,

~

The painting is Lemoisne 125, For Shinoda's remarks see Shinoda
op cit, pps.16=-21, I have sought assistance in translating ohinoda 8
remarks as oy German is inadequate,

Lemoisne 27 and 105 respectively. Both of -these paintings of courie
have poses which derive ultimately from Titian, and therefore are
eminently European. I chose these examples to simplify Shinoda's

remarks, v e
(page-187 im I974 edéition)

A. Scha1rf cit, p.143-144, cites P, Cabanne, "Dn@as" as saylng
that the photograph for this painting and one for "La Bouderie 1£72"

Cabanne. Adliemar in "Centennial de 1' Impresaionr‘*i' loes not

L]




10.

This is the small portrait of krinCess Metternich in the National
‘Callery, clearly taken from a rhotograph of the Prince and Princess -

' of 1860. See Schadrf, op cit, p.146 for the jphoto in question.’

LT

72.

S

740

75

M.
784
19

- 80,

81,

.82,

e,

1f the vase could not have supported this mass of flowers, it folloul'giﬁ

that they could not have been photographed - whereas Mme. Hertel's
face shows a completely different technique and may well have been

copied fronm a photograph. It must not be forgotten that Lippincott's

Japanese Botany - a facsimile of a Japanese Flowcr Book, was in the
B.M. by 1858, so Degas could have-seen such a volume in Europe. Sees
Appendix C. '

1

"It should be noted that Courbet's 1863 painting "The Trellis" (see
+ G. Fernier, "G. Courbet" English trans. Fall Mall Prees, 1969,p.113), <

‘shows a similar asymmetrical arrangement and a patterned treatment
of the flovers. ‘

Fernier comments on the unusual "elegance" of this painting in
Courbet's oeuvre. One -wonders if perhaps Courbet was also influenced
bty Japanese prints, perhaps owned by Etienne Baudry, the collector.
at whose house in Saintonge the painting was made.,

See T, Reff "The Technical Aspects of Degas' Art", Journal of the
n Metroyolitan mMuseum of art. New Yerk I97I pages I4l- 166

E. Chesneau, "Les Nations Rivales dans L'Art", Paris, 1868, p.335.
This book is a compendium of the writings of Chesneau on the 1867
Salon, Degas' exhibits were Nos.444 and 445. both apparently called
"Portrait de famille"

This is the opinion of Anne Dayez, Conservateur au Musée du Jeu de
Paume, Writing in H. Adhemar op cit, 1974, pp.68-69, in which the
painting is reproduced as Plate 9 on p.65. It is Lemoisne No.64.

J. Boggs, "Portraitﬂby Degas", Berkley. Los Angeles, 1962, compares
it to the drawing the "Gatteaux family" by Ingres, 1856. .

Nineteenth century examples of thta compositional device can be found
in the interior scenes of the series illustrating the Chiusingura by
Kunieada, Kuniyoshi and Hiroshige. For instance Stewart, "Japanese
Colour Prints", Plate 47, p.274, shows three female figures juxta-

‘i0'7§j3
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posed against rectangles in a print of the ninth act of the Chiusing- .

-ura by Kuniea.da.
Lemoisno 126 for a colour plate see Boggs op cit, plate 28.
Seeo J Billor “Utamaro ’ London, 1961, Plate 51, p.84.

As an example of thil ‘mannerism can be found in Hokuaai' "Portiait
of Ono Ko Mati" Plate V in Hillier, op.cit. The right hand bottom
ocorner in filled with a patterned cloth,

See Bogga. cit, p.66, and alao "Degas and the Bellalia" Art

Bulletin, June 1955. Pages 127-I36, I disasgree with the assertiem.
vthat the form of thie rainting was the result of photographic -

o conveatien,
_Lumoisno 127 for Shinoda comparison, see Shinoda, op citSonventien,

Lemoisno Nos, 70 and 82.

Lemoisne No.140.

*
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”;'a4. For an example see Michener, "HORusal s Mangwa®, Plate 49, top 1eft
“ for an example of a riderless and saddled horse plungxng and Ilate ‘
34 for a similar image of a horse and rider. ' T w"@ff

" 85, Lemoisne Nos. 75 and 76. The two show the trdn81tion from sportinr
‘ print to concern with movement. _

Ll et

.86, The motif of the fallen jockey is quite common in sporting printe, [;;:

see "Famous Sporting Prints II the Grand National" Studio 1927, it
Plate II, Grand National 1939, Such a print could have sugrested - [

the motif to Degas. o . o A , . 5

: UHISTLER FOOTNOTES : . ;;ﬁ]

87. See:Rossetti "Rossetti Papers" London, 1903, Meview of Fine Art Jf;;

.chiefly oontemporaryo London . 1867. also "Memoirs of w1111am Rossetti" x
London, 1906.

See also L. Benedite s seriea of articles on Mhistler, G.B.A. 1005 f
(The article on Whistler's-Japonisme is on pJ42 Vol,IT, 19053
Benedite's appropriation of these letters and his secrecy with them,
is described in E.R. Pennell, "Hhistler the Friend", London, 1930

1

88. J,. Sandberg "Whistler's Japoniame”, Burlington Mag.1964, pages 500 507
sugfestBiyo composition is based on Vermeer's "Music Lesson"., In my
opanion this is highly questionable! The relationship is Justified
rnly by the presence of a keyboard inatrument and framed pictures in
each image, and on the revival of interest in Vermeer in the 1860's..

. 89. A similar pictorial primitivism is found in Pre-Maphaelite painting :

B of the .1860's -~ in Dante Rossetti's "Girlhood of the Virgin Mary"
for instance. It was probably on the level of a search for a '
structured and artificial image that Whistler and Rossetti found
conmon ground. N .

Teas

T eTe

90, It is interesting to draw attention once again to Courbet, an g
extremely radical individual who used refined artificial pictorial o
formulae which derived from earlier art - such as the isocephalisn o
in "Funeral at Ornana®™, Courbet greatly admired Whistler's
paintings on shown in Bonvin's studio in 1859 after they had beer Ry
refused for the Salom., A . ) v

91, For a good colour plate see D, Sutton "J.M.Whistler", London, 1965, .
Plate 9. The connection with Japanese art was first suggested by ye
J. Laver. I suspect that the painting was made slightly later, L
probably circa 1862/3.

| 92, Whistler owned Kiyonagas which he probably achired later than this
however. They are now in the B.M, and the University of Glasgow

collection.

Hillier,Utamaro p.84, Plate 51, shows an example of a probable
model “Girls preparing stuff for dresaes",

| 93, Ibid, Plate 60 for an oarly use of the device which is often used by'
artists of the mid ninetoanth century like Kunisada, Kuniyoshi and .

Toyokuni.

94, See above Chap.1 also Appendix C and Lugt “Repertoire des Ventes,
VOI IIIc .

95, For a good reproduction see Sutton, op cit, Plate Wi,



9. A practical example of ‘hiﬂ tension. can be ceen ir "Me Coiot of "7ogifg
- Brittany", 1861. This is illustrated in Sutten, "iocturne®, Ln.don, B
1964, Plate 32, i

t .

‘The "realistic" figure of the sleepin Breton peasant womanu secns out "

- of place against the hlghly art1f1c141 pattern of the rocks and the o
blue sky and sea. o o sk

: ’ DR Y

: ‘ N

97, See W, Rossetti "Memoirs", p.276, %;&
o Ges

98.v Ibid’ p.212| . . . . ‘ 'A '.—-,,‘?Y

93.  See "Swinburne Letters", London. 1959, ed. C. Jay, Vol.I, p.130, the lettor
for 1st Feb.1866, quoted by Sutton "Nocturne", p.38, Note 2. o i

100, "Histoire du Porcelaine" A, Jacquemart, illus, J, Jacquemart, Lyons,
1862, Benedite's belief that Japanese prints were to be found in v
Delatre's workshop may be accurate if they were being used as part ;@-
of the source material for the illustrations to the chapter on
Japanese ceramics in this work. They may even have come as packing
around ceramics if J. Jacquemart prepared his illustrative plates
actually at tre printers. |

101, See L. Benedite, "Whistler III *y G.B.A., 1905, Tome III, p.144. o “q

102, Their information was highly inaccurate, see Chapter One, p, .
Whistler bought very little Far Eastern art in London, most he B
purchased in Paris, He bought blue and white pottery in London S
from Murray Marks who imported it from Holland.

I

|

103, Fbr information on "Le Toast" see L. Benédite "Le Toast", Revue de o
L'Art Ancien et Moderne XVII, 1905, pp.21=31 and 121-=136, Lo

-

|

Bénédite linked the robe that Whistler wears in "Le Toast" with that RS
worn by the model in Whistler's "Princesses du Pays de la Forcelaine" R
as both were yellow, suggesting that Whistler was working on "la -

Princesse" early in 1865. . | "l

104. The referenca to the Chinese lantern is on p,133 of Bénédite,"Le B
Toast”". He went further and claimed that Fantin included many e
Chinese and Japanese objecta in his preliminary sketches for this ‘ K.
painting; : )

"Clest ainsi que Fantin Latour combine sur ses albums ' ' o

de Jeunesse toutes sortes de compositions dans lesquelles . . .

interviennent pres de coupes de boites, ‘de laques ) ‘ p

' d'sventails, les fameuses robes japonaises qui apparten- = v o

.aient a Whistler dans 1'un; desquelles il peignait son A

ami au premier des manifestations de son "Toast a la : SRR
Yerite"," G. B.A+, .1905, p.144. .

" pPantin definitely owned such objects at this time. He corresponded

"~ with Bra,oquemond about them, S<c. 6cw,um\ & B.9. 1873 o«ixu'f '

105, I find Sutton's denial that this is a Far Eastern image in "Nocturne"

quite extraordinary. The vhole work is conceived in Far Lastern terms.
N .

106, Seo Beneditc "Whistler", G. B.A. 1905, P.145. A good colour repro=
“+ duetion of the painting can be found in M, Fido "Oscar Wilde“. London,

1974, pe35.

107, "Pictures from the Paris Bienniale Exhibition" Illue. London Nevs,.
1861. pO}SO . . . t . 'Y




: For Delamarre's ‘work see below, p, 107,

|09 See "The lady of the Portrait - Leyters of Whistler's Fotheru

. Atlantic Monthly CXXXVI, 1925' Pe323. The art:cln is to be fourd
on pp.318-328, . ‘

A ‘Ocl This story is told in Sutton Op cit., p.46ff. It is not cenfral'to.'w

my argument. However it is important that it should be fully
documented here. _ , ,

W, Rossetti gives information in his "Memoirs of D.G. Rossetti" and
“"Rogssetti Papers" of his brother's passion for Japanese “"pots", ¢
his ‘name for blue and white china. There ic more information in
the chapters on “Blue and White" and "Dante Gabriel Rossetti" in
"Murray Marks and his Friends", G.C. Williawsor ILondon 19I9.

Following the Pennells, Williamson believes that Whistler introduced :
Rossetti to blue and white which he had brought from Paris. However
the taste for blue and white goes back to the scventeenth century,
in England and Holland, where Marks obtained much of his stock.

There is no similar history of enthusiasm for blue and white in,
France. . o

Marks first met Dante Rossetti in. 1864 and recalled that his
collection "consisted of the common stuff picked up in London at
that time" (Williamson, op cit, p.52)

Marks dealt quite often with Rossetti in the 1860's, The last .
record of a transaction between them is from 1869 when Marks
searched a warehouse in Holland for 1ids for a pair of Chinese jars
owned by Rossetti,

Their relationship oontinued however and in 1875 D, Rossetti, Morris
and Whistler combined to design a business card for Marks' new shop
at 395 Oxford St.West. The full history of the taste for blue and
white in England in the later nineteenth century is beyond the scope
of this thesis dut it should be recorded that the great interest in
it made an ever-present source of Far Eastern imagery and pictorial

language.

For an example of the atmosphere in which blue and white was
collected and the thoughts of the collectors, see '"Blue and White
China" by Alexander Hollingsworth, Artificier to the lette of Odde
Volumes, delivered at a Meeting of the Sette held at Limmer 8 _
Hotel on Friday Feb. 6th, 1891, “

Privately Printed at the Chiswick Press, .Tooks Court, (hanceny Lane,

londonc :
Williamson, op cit, identifies the work owned by whistler as Chinese,
Nankin ware made during the reigns of the Emperors k'ang lisi .

(1662-1722), Tung Ching (1723-35), and Chien lung (1736-95). It
has proved impossible to trace individual items,

110, I have seen similar but smaller screens in the Gulbenkian Museum at
Durham, . .

111, For instance the figures of the ladies in the prints in the Burges
collection are depioted in these colours, particularly in purples
and yellows.

.112, Besides the painting by Delamarre which 1 consider as the principal
source for this work I also believe Whistler to have bteecn affected by
images of women writing or painting in Japanese prints.

e

1
[
f“ ‘0

:‘»

i

u‘tf
x"‘

a0

. Wt

P

W

E‘h

l"

P AR\ AT G TR g

Tk gt B ST S

bUEL
v .

o




113,

114,

':1150

71160

7.

118

119,

120.

121,

abG:
Examples of these can be found in Hokusai's "ianpwa and in the = f%
numerous images of the famous Japanese poetess Ono Ko itati, who was |
to be the subject of one of the first articles on J1panese art by,
Th. Burty. See below, 'p. 480

¢

W, Rossetti "Papers on Fine Art Chiefly Contempornry", Londdn, 1867,
Pp.273-4.

Quoted by Hesketh Pearson "The Man Vhistler", London, 1952, D36, from

George Moore "Vale,Hail and Farewell," London, 1914, Pearson does ‘
not give a precise'reference to Moore. The probability is that the ’:
incident occurred early in the 1870's though it could casily have -, &
done so in the mid-'60s where Pearson places it by implication, o

In any case it substantiates my belief that Far ucastern art was

vital to whistler's aeathet%ic,

Mrs. Whistler, Letter, op cit. C

For an illustration of the work see Sutton "Whlstler", London,

Plates 44 and detaill Plate 46, - i
For Bénédite's information see Bénédite, "Whistler ITI", G.B.A., p.148,
For information on the oil sketch at Clasgow see "Whistler" catalogue .
of an exhibition at the Arts Council Gallery, 4, St. James Square, '

-London, 1960’ N0020. p.46.

See Appendix C, Burges ﬁollectibn, P.51.

See J. Sandberg, "Japonisme and Whistler", Burl, Mag. CVI, Nov,1964
PpP+500-507 and more especially Basil Gray's .reply in Burl Mag.1965,
p.324- , .

See beléw, Section TVO; on p. 225

. -
BN R
a0t .

Suttan. "Whistler", Note to Plate 44. - | I

Ibid. Note to Plate 45 dates the work to 1867/8 and provides an ‘
excellent reproduction of it. . .
Whistler is known from his correspondence with Fantin to have been .

. thinking of doing a large painting of his studio for the Salon in '*ﬁ

123
124,

125,

126,

127,

‘Appondix c. o v

-states that Dante Rossetti also owned some prints by Hiroshige., He L

Strange saw these printas in the possession of William kossetti. : f

1867/8 but that is no reason to date these sketches that late. T
It was a yellow kimono which Whistler wore in Fantin's "Toast" and
which Christina Spartali wore in "La Princesse du Pays de 1a S
Pozoclaine" ' , ‘ ‘ ‘ i
Bénédite G.B.A.;‘1905,:p.148.'
For comparisons see Sutton, op cit, Plates 31 and 32, ' o
An example of this motif in use in a Japanese priﬁt present in .
Burope at this time can be seen in one of the prints reproduced in
Oliphant's "The Miaaion of Lord Elgin to China and Japan", See

Strangs "The Colour Prxntl of Hiroahige » undated, London.pp.125~6. ”1}

also owned some battle prints by Kuniyoshi, mainly triptychs.

For instance, Sutton “lpcturneﬁ,‘p.49, : '» X | . 3

Y I ‘ 2
4 C . v

Y2/ I . '),.i'
VAR STV



128,

129.
130.

131,
132,
113,

. 1324,

1}5.
156.
137,

138,
139,

140.
';141.
142,

143,
144.

145,

146,

.Japan in Art", London I972.page 204, (1he seated figures in the

Lindau "Voyage autour du Japon". Paris, 1864, P«50.

For a good photograph of such a screen showins planks 7nd nrtorq‘f""’
posed like the figures in Whistler's see Bradicy fmith “A Histoury of «

right hand paneis in' tne Whlstler areilh#he correct position _-Q?é
for Kabuki nusicians.) ' cE R
See above, p. 111 '.;,”7':J”‘f“ : : | B -
By Castagnary, Mentz and Burty amongst others and this was rppewtnd SR,

by W.Rossetti in 1865. See Fine Art Chiefly Contemporary, ‘London,’ i
1867, p-175- : _ ! . I
. 2 ‘

Good photographs are available in Sutton"Whlstlor", }lates 25 & 20, “5°

, t g

Ibid, frontispiece. o - | f o -
’ o b4 . [ 2

It may be obaected that Ingres made use of refleotions, however; »

a) Whistler would not have looked at Ingres at this time. He was

generally regarded as an arch-reactionary, moreover Whistler wrote

in later years that he bitterly regretted not having been a pupil

of Ingrea.(_ - RN G T S A L TR e sk T ?- _

b) Ingres' reflectiona are never phyeically arbitrary 88 those in

Japanese printa, and Whistler 8 work are.

For en early example see Eillier, "tanaro, Plate II, "Geisha
preparing for a festival". .

A good example of the use of decorative blossom occurs in No.44 of
the "100 Views of Yedo" by Hiroshige which Dante Rossetti owned at

.this time,

Swinburne "Before the Mirror" atanza four, quoted by Sutton, ‘ r ”:
"Nocturne”, p.40¢ " : , : . T

’See Rossetti, 0 cit, p.176.

See Arts Council Cat, No.1}. The work was owned by Lady Ismay.

For information see E,Strange "Japanese Illustration", 1696, and
"Colour Prints of Hiroshige" London 1925 page 126,

Illuotrated.ih B.Stewart fJapanese coloqr prints", Londoh,1922.p.156;
Sutton "Whiétler“, piate 33; "
Sutton "Nocturne ’ plate 16.

- APPENDIX FOOTNOTES

Williamaon "Murray Marks and his frienda"pp.47-50. ' | R

A good example can be found in the "First Madness of Ophelia in -
Oldham Art Gallery, signed 1864. It is reproduced in the exhibition ,
catalogue "Dante Gabriel Roaaetti, Painter and Poet", R.A<1973,
London, plate XIX, . . ;

Illus.London News, Feb. 23 1867. p.176, "Japanese Jugrlers at St.
Martin s Hall",




147, Sutton "whistler" p.51, - o G
148 .T.W.Cutler, "Grammar of Japanese Ornament", London IE80.plate 54

- SeeBelow Section IT pace 2
also Aine Humbert “Le Japon", Corbeil ncar Paris i870 (Io?I)

149.Hokusai "Mangwa" Vol.III, reproduced in J. Michener "Hokusai's
Mangwa", plate 33.

150, Reproduced in Sutton "Whistler", p.S50. | L,

1 ‘ TISSOT FOOTNOTES ¢

: . . . .
151, One of them,"Margaret at the Well",is illustrated in "James Jaques
Joseph Tissot, Vancouver and Rhode Island, 1968, Catalogue No.4.

152.Dante Gabriel Rossetti, letter to his mother, 12th Nov, 1864 from
Paris "Family lLetters of D.G Rossetti" London, 18535, quoted by
D. Suttono ) E

153. W.Rossetti. “"Hossetti Papers", p.130, Diary 24 June 1865,

154. For inatance Kibiyoshi, or pillow book, comic books which have
many of the characteristics of the "Mangwa". They are black and
white outline books and contain outlandish creations - for
"instance "The land of the long-armed" is one such book., For .
illustrations see Hillier, op cit, p.16, in Hillier's appendix is.
a full list of Bokusai's books,

155. I have obtained a photo of the Jijon "Japonaise au bain", The lady .
~ in Japanese costume is reproduced in the 1968 Tissot catalogue No, 72.-
The work in the Degas portrait appears to have been lost.

T. Reff in "The Pictures within Degas' Pictures", Journal of the
Metropolitan Museum, New York, 1968, claims that Degas invented the
Japanese painting in his "Portrait of James Tissot", This seems
most unlikely as the other images in the painting exist.

" Reff suggests that one of the three "Japanese Paintings" by Tissot . '
'was the scene from the series "L'Enfant Prodigue'" in which the :
prodigal spends his wealth in a Geisha House surrounded by Dancing
Girls., Reff cites Bénédite's articles on Whistler and his entry
on the works in the catalogue of the Luxembourg of 1914, DBénfdite
appears to have relied on Tissot's Salon‘entry for 1663 which was
. a "Return of the Prodigal Son" to date the series this early.
This is a reference to an earlier work,

P W I STY

However the series as a whole was only shown in 1882 in the Dudley
Calleries, london, and in 1883 in the Musée des Arts Decoratifs in
Paris. Tissot made an etching of the Japanese scene in 1881,
Moreover the reviewer of the Paris Exhibition implies that the
series was painted in Tissot's English period - after 1870, and
speaks of the prodigal as a young Englishman., I feel that the
Japanese picture in this series was painted sometime in the 1870'y
‘and that Tissot only conceived the seriea at that txme and for th»
English market. See G.B.A. 1883, "Le Musée des Arts Décoratifs. .
bxposition de Mi.le Comte Lepic et James Tissot", pp.452-454. f

.- e s L
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156, Smith "Ten Weeka.iﬂ Japan" p.i04.

157, Lindau "Voyage autour du Japon,pe32. , “
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158, See below, the chapter on "I'he Disseminnturs of fheﬁJ,Fanp‘a Tmage™, Y

159,
" 160.

161.

162,

163.

164.
165.

Q12

ﬁ

See above for details - my Jdiscussion of the sources Iur rinct's e
"Olympia". SN ., X
The flowers are very close in. form to those in No.35 in "Hiroshige :

"100 Views-of Yedo", five petals of spatulate form., , 5;;
Hillier, "Utamaro" London 1961, Plate 41. | B o
The rough surface of the Tissot in Leeds sug ests that at tiges
Tissot overpainted earlier work. Perhaps this canvas or a 31milar

one covers the painting in Degas' portrait.

In the Ontario Ekxhidition Catalogue 1968, No. 9 is a‘botched version |
of such a theme which I date to 1866-67, earlier than the catalogue. :

Later in 18% '7T&ssot painted "La Partie Carrée”, an eighteenth
century costume piece.

T. Reff, "The Pictures in‘Degag' Pictures”. 1968 Op cit,

Ruskin,writing in the same review in which he accused “histler of

-throwing a pot of paint in the public's face. Fors Clavigera
July 2 I877.

~ STEVENS . FOOTNOTES

There has been no serious interest in Stevens for fifty years -

only one book has been published, Stevens, F, Boucher, Paris, 1930,
which i8 not an accurate work,

The present location of most of Stevens' painthgs is unknown or '
unrecorded. Moreover I have never been to Brussels where many of

the known paintings exist..

This section therefore relies more than usual on old photographs

" and on patching together conflicting information.

168.

169.

170.

171,

The following have been of helps

C. Lemmonier A. Stevens., G.B.A., 1878.

C. Lemonnier, A, Stevens et son oeuvre, 1906, :
P, Lambotte, L'Oeuvre d'Alfred Stevens; étude 1llustré, brussels 'D.

Ills, Bbucher, op cit, plate 7.
Seé above sections on Manet and Whistler.

See Boucher, op cit, and J. Adhemar, Baudelaire, Les Freres Stevens, et

. La Modernit&, G.B.A., 1958. pages I23-126, !

Boucher op cit., plate 6., Lemonnier describes the screen as black
and gold, which would argue that it was Chinese lacquer, whereas '
the screen in "Mauvaise Nouvelle" is clearly both Japanese and
painted.

The same screen appears in "la Rentrée du Bal", Boucher op cit.,
plate 33, which I identify with Lemonnior's palntinﬁ "La Rentrée

du Monde" exhibited in 1867 with "La Visite" and which was probably
painted circa 1865 also. Lemonnier's titles differ from those in
the official 1867 Salon guide in at least two cases.,

Boucher, op cit, plate 41,




3.

172, I identify "L'Inde en France" witl. "L'Inde en Parig" af the official
balon guide. The quotation is from lLemonnier, op cit, pps.169-171.

175. I include two illustrations of other works from thir exnuibition
showing Oriental obJects. Boucher, op cit., plate 27 and rlate 57,
"La Dame en Rose" which shows a woman in pink fondling a smull
Japanese carV1nb. To the left is an Indo-iuropean cabinet with an
inlay of an elephant and his handler. On its marble top rests a

Chinese jar decorated with figures and a Japanese vase with a roulded !

lizard for decoration.

Many other examples of similar work by Stevens before 1867 may be
asgsumed to have existed.

174, Boucher. op cit., plate 53 and plate 11 réspectively.

175. I am lookirg for 4 suitable comparative illustration to support
this second claim. '

~ 176. Lemonnier, O cit, p.171.

, 177. See his book A_Painter's Philosophy discussed below, p. 727 et seq

" LANDSCAPE FOOTNOTES

178, See Sensier, J.F.Millet, 1881, Paris, Chapter XXV, p.258 et seq.,

179, Burty wrote articles reprinted in Maitres et Petit Maitres,
Charpaptier,‘1877, but he does not mention Japanese art.,

180. R. Herbert indicates that Rousseau discovered Japanese prints in

1862 ~ presumably following Burty. See R.Herbert, Barbizon Révisited; ~

New York, 1962. I have written to Professor Herbert concerning his

attitude to Japanese prints and Rousseau's "crisis" about them which

he mentions on p.54. Arthur Stevens had acted as Rousseau's agent

and sold the painting "Chéne de Roches" to M. Blanc, a family friend,

after having exhibited it in the 1852 Paris ualon, Sensier,
Souvenirs de Th.Rousseau, p.265.

181, Sensier, Millet, p.319. The letter 1s dated és Pev, 1869,

182. There are, of course, no fifteenth century Japanese prints. I have
established in the body of this thesis, especially in Chapters One
. and Three, that eighteenth century prints and other highly decor-
ative works only seem to have become available in any quantity after

1875. -

183, For the difficulty of identifying real Hokusais at this time see
Seoction One abovae, _

184. Illus,Herbert, op cit, cblour plate 70.

185."There are thoee vwho tell me that I deny the charme of the country-
pide..s.] see very well the haloes of the dandelions and the sun -
which far across many lands stretches out its glory amongst the
clouds, I see no less - in a rooky spot a man completely exhausted
whose "oofs" I have heard since morning and who tries to straighten
up for a moment to catch his breath". Millet's loetter of May 30th
1863, quoted by Herbert, o cit, p.151.

186, Michonor "Hokusai'a Mangwa" Plate 10 reproduces one such drawing,

187. Herbert, p-154.No.17} "Hillside near Vichy". There are two of .

;.A




. -187C Ibid, No.135

187D Ibid. Nos. 133 "Cliffs at Gruchy" and' 134 "Cliffs at Greville".

' 188, Castagnary, Salons, 1864, pps.205-206, the Paris 194 ed, 2 vols, =

iA,190, Senaier, O cit, pp-.271-272, ‘ .' ' f 7€;f
4191. Sensier, 0D o;t., p.272, o ‘ | - 13

| U
lillet's paintings finished after the 1867 Exhibition which sé@ﬁ‘to;q:

- me to have been influenced by Japancse motifec, and. whxch it is n
convenient to mention now, _ » .

There are the "Spring" in the Louvre, datcd 106u-73 by Jean Brunet =
who reproduces it on p.219 and the "Gardeuse d'Oivs" uated J1ELE~6T. &

This was recently exhibited in the Royal Academy lmpressionist i
exhibitidn (February-April 1974), which is reproduced on p.70 of . ..
the catalogue,i. {4 is the property of Wildenstein and Co. ‘ yy}
The geese in the Wildenstein painting are obviously ingpired by the’ S
drawings of birds .in Hokusai's sketchbock. Similax studies of #i
standing birds were published in Cutler's Grammar of Japanese ¢

Ornament in 1880 It is interesting that liillet adopted a broad v
‘stroke in this painting as if consciously trying to preserve the !
impact of Hokusai's original drawings, ﬁj

The "Spring" in the Louvre seems to have taken its motif from the

many Japanese prints of blossoming trees. It shows an orchard o
with dark clouds overhead but a double rainbow to the left. The
characteristic drawing of the trees and their blossom, the wicket
fence at the back of the orchard and the flat.block of trees upon

the skyline suggest to me a model in Hiroshige. The subject appears®
to have been a new one for Millet and, in my opinion, for French
painting. Millet has taken the Japanese inspiration and merged it

with a style which 1s:a mixture of Ruisdael and Hobbema.

In this painting Millet seems to have anticipated the discovery c¢f .
the blossoming orchard as an image of renewal which was so important ¥
to Van Gogh. Millet however could not break away from the tradi-
tional style from the rainbow, the traditional image of the remewal .
of God's promise to man. Both found the image of the orchard in  °'
Japanese art, ' ' ' ;

- (I am of course looking for exact motifs. I have found one or two-
prints in Gonse's L'Art Japonais of 1883 which have some relation
to Millet's work. So do certain prints in Hiroshige's series of'views
. of Mount Fuji). - A o

3?1873 See Catalogue "Millet” Arts Council of G,B, Hayward Gallery, London . }

1976, p.195 et 8eq.

RV
Y S S

187E,Ibid, pps.195, 196 and 197.

L

a8

189, Sensier, Souvenirs sur Th, Rousseau, Paris I872.page 272 Sensier's |
idealseem to have been ignored by most nistorians - in fact they appear .]
quite acceptable and a very good indication of Roussesu's response

1 to Japanese art,

.

192, Sensier, o cit, p.303.




193,

194.
195.
196.

This painting is reproduced in J, Bouret, The %urhizon qﬁhool 4nd
Seventeenth Century ”rench Landseare Paintin-r, londnn, 1973, Plate
129, . , . _

: . , - _
This ie reproduced in Bouret, op cit, p.?15‘

Bouret repreduces one suéhv"Du sk’ on thp Vlain of rhai“yn’ p.221,

TS

Amongst the "bllnd" men,as I would call them, are Turner, Boninrton T

and Monet - and all the nineteenth century artists whose "illusion-

istic" tendencies are always subordinated to fecl the overall quality ¢,

of their image. To paint in this way is to "feel" ohe's way with

‘the brush and colours like a blind man learning to see. e know

that have their sight restored have to be taught to see by a process

of feeling. p

_The .argument that nineteenth century landscape art was a ieligious

~activity has a long pedigree, and we mention Ruskin, Von Simson,

Eisner and Hoffmann as exponents of this view, However it has not

been applied to the painters of light who took part in the

* "Impressionist" movement, and it is part of my argument that they »

197, Herbert Read and others have discusaed this attitude, "the Tao of

198,

199,

200,

201,

too were pursuing a metaphysical adventure.

Painting" at length. in works such as "IWe forms of tkimgs unkmown.®
Lomdom I96I page I99, , .

Chesneau also mentions Diaz as a collector of Japanese prints in his ,"

1878 article, but this is probably because Diaz survived until 1876, °
There is no evidence that Diaz's style was affected by Japanese
prints - he remained a-painter of gypsies in dark forests.,

c. Merrill Mount, Claude Monet, 1966, a biography, is 8till the. only j{

recent work on Monet's development. I disagree with much that Mount

says, and entirely with his (and Cezanne's!) view of Monet as an ° &

eye without -intellect, and responsive primarily to the need for
sales in his stylistic changes. However Mount's documentary
research seems reliable and I.intend to refer to his account of -
Monet's associates, - g 975% _

The long promised Wildenstein catalogue remains unobtainable This
leaves Seitz's Monet, 1960, as the latest monograph on Monet's art,
In addition there are one or two specialist studies such as Jcel
Isaacson's on ”Dejeunar sur 1l'herbe”, 1972, Not one of them mahes.

any attempt to describe or evaluate the, Oriental influence on Monet'q'fg

art, Nor dnes X, Swiler Champa's Studies in Early Impressionism,
New Haven and Lomdon 1973. which deals espeéially w1tn Monet's

early developneuf._,

If the Burges colleotion is typical of early work one could look ,
for Japanese grotesquea' influencing Monet’s caricatures, done in

his adolescence at Le Havre - now at the Musee Marmottan.f In fact

no such influence exista. ,
Monet declared that he Spent 20 pence at a time on spirited deSigns

of parakeets and monkeys when he was a boy in Le Havre, but this: -,

seems to be at best a dim memory, at worst an .egotistical- remark
to place him among the first'to discover Japanese art.

Merrill Mount, op cit., p.211. even repeats the apocryphal story
of the discovery of Japanese prints in a shop selling Oriental

- porcelain - in this case the shop in'Amsterdam ang the artist Monet

-

Y,
* 4



rather than the usual Whisucr., hount derives hxg"tory rrma‘
LA,628=E8, the story of a motor voyaje by Octave: lirbeau,.a:friend.
of Monet, written in 1907. In tha chapter on }'slland lMirbean L{(:JJ
of Monet first discovering Japancse art "iley-a cingquunte ans", wnich’ 4!

e o S )

~would put the discovery circa 1860 or soon after,  However he . /.|

places it in'Zaandam unlike Mount, but in a grocer's store, Mot a
porcelain shop, -and the prints were belnr used to wrap tea and cofreel

»

Mirbeau names "H°ku551o Outamaro et Hiroshige" and a Korin(! ) .:,Jﬁi

"representant un troupeau de biches" and "Femmes I leur toilette, " : .|
femmes au loin, des mers, des oiseaux, des arbres fleuries” as the’ L
.subjects of the other. prints, see PP3. 207, 208, 209, it

Mirbeau's account is oclearly based on his conversations with Fonet 'Lq”é
and his knowledge of Monet's prints,., - But his dating i{s vague, and .“f?f
1t suggests that Monet himself may have received his first intro- . i
duction to Japanese art as a powerful force acting on contempomary &
art in the 1860's, and not with his own mature style in the early
1870's, In any caao the account is clearly not a reliable historzcal
docunent.- : , : e

. Ge ffroy partly corroboratea Mirbeau's assertion. He states that the'”

majority of the prints were acquired in Holland, in his description

on the wall some Namban works uhdving Dutchmen in Japan., Monet

. apparently told him that he had acquired them from a grocer. Zee

202,
203,

- 204,

" examples of flat areas of colour and stylized recession to make my

'for Monat 8 portrait, which in any case would be ip.possible for

Ge ffroy Monet pps.331=-332. Ge ffroy's account is more accurate than
Mirbeau's and allows some possibility for Monet to have interested

i
i
4
&
E
of his first visit to Civerny in 1886, and noticed amonz the prints . f?
‘2
&
himself in Japanese prints ‘before 1870, which is my case in this g

'chaptor.

Through his friendship with Bazille Monet got to know much of = - '?‘
fashionable Paris, The most important Japanophile among the L
painters he met was, of course, Manet. According to Mount, Manet

and Bazille entertained Monet in their Rue Furstenberg apartment in. i
1864 - the time that T have suggested for Manet's deep involvement o
with Japan. Fantin Latour was also among the guests, e

Bazille knew Felix Kegamey was a close friend of Fh, Burty the
arch-japonisant, Monet was also in Gleyre's in 1862 for a short
time. Bazille also knew Alfred Stevens,

In 1864 Monet may have painted a portrait of the engraver Jules

Jacquemart during the summer. Jacquemart had already produced many
prints of Japanese objects and was a friend and comrade of the Lt
great Japanese enthusiast Bracquemond. For this portrait see U
Champa's Studies in Early Impressionism, p.3, plate 3, Champa B
dates it at 1864. In the 1957 Monet Exhibition arranged by the = = '}
Arts Council this work was dated 1867, This later date seems. to -
me to be mistaken btut it should be noted. A R 1

Illus, Champa, © oit. Fig.9. s Ny -

Illua Rowald, The Hi:tory of Impreesicnism, 1946 ed. p.89.

I have aatablished that Hiroshiga 8 Views of Yedo and Views of more
than 64 Provinces were avajlable in Europe at the time, The
reproductions in Osborne's Japanese Pragments contdin enough

point, In my view it is not necessary to find a sjecific source




- 205.

206.

207.

208.

203.

- 210,

211,

212,

T o213,
" makes it clear that Monet began with a black outline for the dresses - . :

214,

- 215,
216,

L 217,

218,

219,

. 1842 "Farniente Chinois" . - _
1845 "Port Chinois pres d'Anvy (féte des lunternes)" - ' BB

' 1848 “Chinoise disant 1& bonne aventuro dana le grande temple de ":];
i

‘ , _ |
such a nondescript one. The essential point lic~ in the )xomotloncyc?ﬁ
of a break with Barbizon by the Japano e example. 1

Hewald, op cite, P-’OB, The dating is itewald's,

Daublgny painted a snow scene in 1873, perhaps followjnp his. _ ’ Bk
protege's example. - ‘ _ _ P

Station 38: Fujikawa, illus.p.92, in Subjects poxtrayed in Japanese ff
Colour Prints Ly B. Stewart, 1922, Other Hiroshige snow scenes ey

‘such as an academic "impressionist" like Degas was using.

this respect.

include Station 16 Xambara from an oblong 1834 series, ¢

Stewart illustrates Hirqshige s Station 47 of the Kisokaido Road
with the tree on page 104. One can also te found in No.18 of
Hokueai's 36 Views of -Fujl "Fuji from the pass of Mishima" Kahi

Province, see Stewart, p.110. Many more examples can be found. wf;f

Illus.Champa, fig.24.
By Scha rf, et al,

I have not argued the case for his marine paintlngs as it 1s too
difficult to produce accurate datings.

See Poulain, Bazille et Ses Amis, Parie 1932,

Swiler Champa draws attenéion to a pfeliminary brush drawing for
"Women in the Garden" under a Bazille nude, op cit, fig.l4. This

a decorative mark, rather than with coloured shapes or shadows

Fashion prints have been suggested as the source for some of Yonet's .-
decorative effects, but I have seen no satisfactory evidence in

Conveniently 1llustrated by Champa, colour plate 8, Kunetﬂhélle.

It may have beuﬁétovena' work that Monet had in mind as a model in
this work, in which case the Japanese form would have been received
at eeoond hand,

Merrill Nount, op cit., p.161, in acknowledgement to Poulain, V:QJ

Bazillae et Ses Amis. : ' | 1

Rewald datel it '1866, Merrill Mount 1867. The illustration may be ‘
found in Rewald, op oit. Pe135. K . o

: FOOTNDTES - DISSEMINATORS OF THE ORIENTAL IMAGE

A, Borget, born 29.8.1809. Salon exhibits of Chineso subjects,

1841. "Vue d'un Temple Chinois & Macow"
1841 “Habitation des pecheurs chinois" Rowlowy . °*

“L'Illustration," 1845,
1846"Promenade d'une grande dame Chinoise"

Macaa". .. -
prevory . B . ‘

AR e e ——c n, o

-w



: ‘1848 "Bestauranteur ambulant Chine" Co . o ;'m: L

221,

222,
1223,

224.

225,

. 226,
227.

228,

229.

:*"}230

1866 "Intérieur Chinois a Canton”

229b. See S. Elus eef, Z_La peinture contemporaine au Japon",Paris,i92};?

1848 "Enfants Chinois en recreation® ' L ;

1849 "Mandarin Disgracée Mendicant avec sa famille"

1859 "Boutique de barbier dans 1a ville de bateaux & Canton®
-~ (Bellier de Ja Chavxgnerie - Dictionnaire des Artistes -

PRSI

~Te

vivantes) 1883. S ‘ . xﬁi
A ‘ .
Ry
Baudelaire's passage is taken from "Baudelaire Salons", ‘trans, ;f
Mayne, London, 1962. This is the source of my information on Borget. ' -
This is published by London Print and Publishing, london, 1843, ' _ﬁé?
in tuo volumes. o
Allom's plates are un-numbered, see Part 1 Section 1 for full ks
discussion of Allom, ' _ , -{??
See "The Illustrated London News", Sept. and Nov, 1859. Y

A poster for the exhibition's appearance in Hull is reproduced by * .;f5
T, Bowie in his catalogue for the exhibition East/West in Art, e
See Part One. ~ o

Delamarre (T. Didier) bornm 8.8, 1824.
Salon exhibits of Chinese subjectsj .
1861 "L'occidentaliste de Shang Hai" i ’ x
“Le Marchand de The Canton" B
"Le peintre de lLanternes de Canton"
"Pecheurs Chinois"

"Marchand Chinois comptant ses sapiqued B i - ' .ﬁﬁ
1867 " Causeurs Chinois" _ o B |

1868 "Le jeune portfaix Chinois". . i

"Illﬁstrated London News", 1861 p.60. "Pictures from‘the'Paris ‘
Biennale Exhibition"”, : %

Both are given in the bibliographioal supplement to Fraissinet
"moeurs du Japon", Paris, 1864, 2 vols. i

See Bibliography and list of w1rgman 8 illuatrations below,

W.E.Griffis, "The Mikado's Empine" New York, 1876 - quoted ‘from p.9
of theintroduction. _

Virgman's illustrationu of Japan for "The london Illustrated‘News"

1860 New Year's Iy, China
Aug. 10,1861, Yokohama, Storyteller. .
Oct.12 1861. Outrage at British Ehbasay, Yedo.
Jan.7.1865 Japanese letter.

May 24, 1862, Japanese Inn,
Septe 24.1864, 1,304 - Japanese girl rougeing her lips.
Oct.18, ‘1864, p.404 = Woodblock printera. L
Jan.11, 1868, Theatre at Osaka,

Wirgman produced many other illustrations which are unsigned and
cannot be included in this list. '

o

A.:-.v.p
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. 233

234.

A readable account of these Adventures is given in 1. Barr, “The  j/j£;;
Coming of the Barbarians”, London, 1968, in partirular Purt I,
"Swords and Victims". Those more brave should read Alcock's own o
account "The Capital of the Tycoon", London .86, ‘ S

It seems a reasonable inference that he came to Japan with the first fg 
Rritish ambassador, Rutherford Alcock, in 1860 Alcock also had een ..
working in, Chlna. : :

"I1lustrated London News", Jan 1866, p.6s. | ' i

Gleeson Uhite," English Illustration -rhe Sixties- I855-1870,"
Weatminster 1897
This is the opinion of M.J,P, Bouillon of the Vniversity of Nantes
to whom I wrote on the subject, and G.P.Weisberg who has also ‘ S
offered me his advice. M. Bouillon has recently published an "~ ‘@%
analysis of Bracquemond's correspondence which shows that he began -
writing about "Japonaiseries" in that year. See G.B.A. Dec. 1973.

. I offer in Part One a brief essay on the development and improba-

235,

bility of the idea that Bracquemond discovered Japanese prints in
1856. - .

A. Jacquemart "Histoire du Porcelaine", Lyons, 1862. See below,

- Po 204ff, for a discussion of his work, Bracquemond would have known

"Jacquemart at this time through the "Societe des Aquafortistes",

236,

237,

" 238,
L 239,
A

‘0.

£

‘1.
"+ 411lustrated by Jacquemart is published in A. de Lostalot, "M.Felix ' -

- attracted Bracquemond see particularly Jacquemart. cit,
" 242,
‘}; 2430
244,

245,

246,

. 47,
‘ L. Gonﬂe' G. B-Ao' 1874' p 564. el 1 1 o

'isme", ATt Quarterly 1969 op cit

“Burty's Collection Sale. p.25.

w°1aberg, Art Bulletin, op cit. 111us.23.

G.P.Weisbergﬁu"Bracquemond and the Japanese Influence on Ceramics" y
Art Bulletin, Spring, 1969, See also B, "F. Bracquemond and Janon- ;o

For instance one has‘g section ofifiah motifs.
Weisberg, op cit;.ietA}B; Shonen 1ived 1812-1869,

Ibid.: Fig.}. item 373, and quoting from the catalogue of 1876

The plate is identified as by Hiroshige in S, Bing's "Artistic

» . Japan®, vol 3y see illustrations.‘ . | _ -*ﬁ
. * : . !
t

An engraving by Bracquemond of a decorated plate similar ‘to those 2
Bracquemond", G.B.A., 1684, p.160. For motifs that could have

Plate VIII, fCocks and Fishes" o

nBracquamond 1! animalior , Lo Benedite,Art & Dé%oration.v1905. oy cit j*

"M.Folix Bracquemond" Pnrt 11, Pe517, G.B. A., 1884,

A drawing of it by Brnoquemond is reproduced in G. B G.B.A. 1884, p.521‘
as part of Lontalot's article.

Bracquemond, - "Profaco to Goncourt ’ catalogue de son collectxon des'
estampes moderne"”, kariB 1891 Sy

See the introduction of thias chapter, and "Julea Jacquemart"




ase.
249,
‘250;
. 251.
252,
253,
254.
'255.

256.

256,

257

See G.BeA., May, 1976, Pp.6T1-672. .

RS

"‘.')7! qz.oq‘&c.

For a catalogue of the 26 nlatns in this book ﬁne Cnn!e, h.L A. -
July, 1875, pp.64—88. . MU

1876, PdT3. A LT _‘ B

Ibid, pp.677-678.‘ . ihff 'fig‘f;j:‘. | , o ."-ﬁ;a
G.B.A. 1875, p.560 "_""~" - o %
G.B.A. March, 1876 p.476 and p. 479, no.313. 4; | R ‘y;ﬁj
An account of the Murder 1a given in P. Parr, op cit, 1967pa5e8 I70-I7Ii@

Felix Beato was in Japan at this time., One wonders if the photo. ..
is by him. He submitted work to the Illustrated London News thrrugh-
out the 1860's, o ] 3 .
The only publishea work on Beato'ie_"Robertson Beato and Co, i
Camera Vision at Lucknow,1857-1858". by Walter Chappell op cit. L

- L

SUMMARY FOOTNOTES

Most recently by J. House in the catalogue of the 1974 Royal
Academy Impressioniem Exhibition.,

Apart from the famoua association in Zola's defence of Manet, tre
following also used the analogy in the 1860's and 1870's --
Paudelaire, Chesneau, Champfleury, Duranty, Bousquet, Duret.



Introduction o ,

"smﬂxon TWO FOOTNOTES | . o hT

.? 1

PART

The best available account of Japaneao interest in the West 16 S

Ceorge Sansom, The Western World and Japan, MHandom House, U,S,A. ,
5th ed, 1965. See especially Chapter Fourteen, "larly Meiji West»rn 5
Influences". o ' A
ONE.  CHAPTER ONE. | B -

’

2

o3

v : ' ‘ R
Chegneau "Le Japon 3 Paris," G.B.A., 1878, Among the writers who do '
so are’ Sheyer, op cit, Thirion, op cit, Rewald, History of
Impressionism. New York I946 amd 1967, .

An opposing viewpoint stressing the greater significance of the -}f
Vienna 1873 and Philadelphia 1876 exhibitions was taken by Clay

 Lancaster in "The Japanese Influence in America", New York and

Tokyo, 1963. However since lLancaster believed that no Japanese;,rint. :
were shown in the 1867 Paris exhibition his estimate cannot be '
taken as very accurate.

-See Chesneau - PL'Art Japonais. - discours fait au Union des

Beaux-Arts® Février 1869, This i a lecture to industrialists
on the lessons to be learnt from the Japanese aesthetic designers.

" See also chapfer "L'Art Japonais”, p.415, of "Les Nations

Rivales dans l'art", Paris, 1868, which is an anthology of Ches-

"neau's considerable writings on the art exhibits at the 1867 .

Exposition., Most of it appears to be journalistic eusaya, prev10usly

published as separate items in various periodicals,

o Paris, 1876, PP.273~274. B

S L

‘London and Berlin, 1890,

‘This letter is quoted in Burty's memorial essay "Jules de Goncourt"

~G. Audsley and J, Bovel "Keramic Art of Japan", London. 1875,
"~ Preface. _ _

"'Seo Ce Audoloy "Notes on Japanese.Art" London, 1872, 111ustrated

_'nAasooiation. See also Audsley "The Ornamental Arts of Japen", _
‘London,’ two vols. 1882, . ' e

.Ph.Burty ”Japanese Pottery" quoted from p.,208 of the English
edition of Vol.III of Bing's "Artistic Japan", Paris, New York,

written in 1870 and republished in Burty "Maitres et Petits Maitres"

The evidence for Burty collecting Japaneso prints before 1867 has
been diacusaed above, see Part One, Section One, .

See Duret "Les Livrel et Albums Illuatres du Japon"; Paris, 1900,

Preface, psII. The book is a full catalogue of Juret's collectior
of Japanese prints given to the Louvre in 1900, .

by speciments from the Bowes collection, a paper for the Architec ural

~ -, s o A T
R LT -
TN - DU S . .

.

ot

"L'Expo-ition Universelle de 1861 Illuatre", ed. R. Ducuing. Parln.

1867, pe331, Chapter VI, “Le Japon et Le Siam".

See "Bavuo des Deux Mondes", yol I, 1867 ’ p.722. "L'Expositioh

Universel, La Chine et Le Jqpon II ~ P, Duchesnelde BRellecoeur,



43,

,Bellecoeur, op cite, pe731.

- japonaise".Bevue International de 1 Art ot de Curvolzite, p.lh.

14.

A 5.
16.

..

18,

19.

20.

21,

22,

3.

- Vol.I, 1869.

The evidence for this comes' from Feydeau, og cit., nlso the Victoria
and Albert'Museum's “General Inventory of 18648" which indicates

that the Japanese objects were kept in Paris until 1869 when the
museum received them although it appears to have bousht them in 1868,
A catalogue was issued of the exhibition in Rue Victoire 41 which
establishes the presence of the exhibition there throughout: 1668,
"Catalogue de produits et d'objets. japonais composant la collection .
envoyée du Japon pour L'ixposition de 1867 et groupe auaourd'hui

itue de la Victoire No.41", 8vo. Paris, 1868,

. I have been unable to locate this catalogue.: The V. and A, copy has

been destroyed and it has proved impossible to locate a copy
abroad., Neither have I been able to locate the standard catalogue
of Jananese work in the 1867 exhibition issued by the Japanese
commissioners, as thia has also been destroyed. ‘

Goncourt Jéurnal, 1867—70, p.25. 27 Hai, 1867.
§ .

The figures are France . 63,640,88 8q. metres .

Britain =~ - 21,059,87 "
Japan ) s

g?i:a 1,447,87 8q. metreg.
Loo Choo ‘

These figures are taken from Neiaon and Sons, T&itiéh (hialogue:‘
to the 1867 Exhibition, London, 1867. ‘

Owen Jones "Létter to The THmes April 19, 1867". Jones is concermed
with India and Persia as much as with Japan, but his comments are

accurate.

P. Duchesme Bellecoeur, op cit, p.722., Bellecoeur confirms the.
general impression that Japan was by far the best represented
"L'Exposition Japonaise infiniment plus complete et plua varice
que 1l'exposition chinoise™.

"‘.‘ . L 1‘
K - v ', S (?

Ernst Feydeau, "Vente de la Collection d nbjnti d'art de 1 cxpecitinn"a«%

.

M

Feydeau, op cit.. P73« Also according to F, Trapp, "Expo 167 revisitei‘
Apollo 1969 PpII2, 2 Photographs of the 1867 Exposition are 8till preserved :

in tne Louvre, however the engravings seem to be acceptable records.

“Le Kiosque Japonais" R, Ferrere.. "L'bxposition Univeraelle de .
1867 Illuetr'" pp.234-235, :

E.G. Ferre:e op cit., ., mentions the sacred horse tethered (n
a Buddhist(! 5 temple without distinguishing between Buddhism and
Shintoism.

Bpllocoeu.r. op CitQ. p.BO.

Because of contradictions in the reports about-the ‘Chinese exhibition
it is difficult to know whether the tea kiosk was in the exhibition
building or in the Chinese Garden in the grounds, and so ] have
aseumed that it was next to the Japanese kiosk in the peripheral

'aiale of the main exhibition halla. \ ‘ ' -

.




24.

25

26.

27.

8.

29._

30,

3.

Meritens had spent 15 years in China,

Bellecoeur op cit., P.715, wrote that thv Chxne‘e cafo resemb) e
"nothing in China save pernaps the lowest opium den.,

Forrere, o c1t., p.;38 pivos the following description;
"Pout a ete &tudié dans ce jardin avec un soin et un amour
'du détail infinis. Les chaises en bois de diffdrentes
couleurs sont accomodées 3 la double exigence du confort
européen et de la décoration générale. Les lanterncs se
distinguent par la variete@ de leurs formes et de leurs
couleurs; depuis la lanternme ronde recouverte d'un
simple tissue gomme applique sur une legere charpente
en bois jusqu'a la lanterne de verre ornée de riches
dessins de glands de aoie et de bandelettes en perle.”

H, Cautier "Les Curiousités de I'Ekposition Universelle", Paris,

C. H. Delgrave et Cie, Libraires et Editeurs, 78, Rue des Ecolés,
1867, adds to Ferrews description of the name of the Rue Vivienne

and declares that all the Chinese exhibits had previously been

displayed by one of the Parisian dealers,

. Bellecoeur, o cit., p.726 Gautier. op cit.. p.59. and Prelat in Ducui,,

gg_gig.. Pe363=364 respectively.
H, Gautier. 0 cit, p.59. e
Chesncau. 22_213., p.424.

The Timea, 12th March, 1867.

‘I am grateful for the aaailtance of Mr. E. Capon, Assistant Keeper .
at the V. and A, Museum, Far Eastern Section. A considerable amount

of effort is necessary to make a thorough study of some of the items

. which have not been catalogued or studied at all for at least fifty

... Years. .

13,

34,
356 -
" - on_the 1861 French Inte;gational Exhibition.

36.

oo Sansom, “Japan and the Vestern Vor}d",op o1t and "History of Japan- E

38.

vGautior, op cit., p.21.

Bollacoeur, op cit., p.720.

Arnte, "Pottery", p.391 of Reports for the South Kensj_gton Nusoum :

For the full list and description of these items with their currert

fnventory numbers in the V. and A. catalogue see appendix. I have
"not been adle to photograph all these items, but they form a usefvl

reference point for diucussion of . poasible Chinese motifs in latex
Western art,. :

The Chinese items were aoquirad like the Japaneuo itens 1n 1869, lut

| this does not mean that they were kept together, probably they were
_:rotuxnod to the dealers uho had exhibited them after the 1867
exhibition closod.. AR o

: /

Raoul ?errorc rerero to Satsuma as the Taichou of Tatsouma.

' R "

voll.II1I, Meiji Restorntion._stanfori 1963. » t

m e e e e vy . .




39
40,
4.

42,
43.
44.

46.
47.
48.

49.

51.

52,

53.

5.
55,

.‘56.'

57

28,

5%

V. and A. 841 - A,'B; eta.

' Japanese studies. He did not have time to give me a full trans-

) documents.

Feydeau, op city, PeT8e

* by Bowes at the exhibition but this is not illustrated,

el

. 24
Peydean. op cit.y p.77. ‘ .7 {5,””

-
e Y

‘See below Section Two for an account of the 1878 exhibition.“ o
Peydeau, op cit., P 74. o | . | {f
Chesneau, _2_313., p.454. “i - | T ri'f ‘- ._fﬁ%
Ibid, Sectiona II and III;._iiiA | | | ré:
These can be found in the V. and A. Print Room 04.D.20, 861 861A, ’ f;é

18690 ‘ ) _ ’ &

V. and A, Box E.J.6,
V. and 4A,, Box E.J.vaThis is'§ated by the m@seum.

V. and A, Box E. J.6.

' Audsley "Phe Ornamental Arts of Japan", London, 1884, Sampson and

Low, Section I, Plate XvI,

See Museum 1958, "Documonta relating to the preparation of Uki-yo-&
prints for the second Paris International Exhibition", No,89,
pPps.25-28, No.90, pps.29-33, No.91, pps.28-30, All these were
kindly read for me by Mr, Graham Healey of Sheffield Centre for

lation and concentrated on giving a good general account of the

No clear dates exist on the documents as a whole, only the Bakufu
seal, but the process of gathering estimates was be,;un in 1862,
The printing of the commiseioned drawings was down from April 18¢€.
The commissions were given out by the Edo city magistrates. The;"
dealt with leading print dealers and agents such as Motomachi.

~See the V. and A. inventory, No,823,1869. The reason for the high .

quality of the lacquer work may be that the V. and A, had been
acquiring Japanese lacquer since the mid-1850's, I have seen
several pieces in the collection at Ham House, notably a magnifiuent C
box containing lacquer combs, brushes and decorative papers. :
acquired in 1865. I discussed this in Section One. .

o

See Edward Strange, “Catalogue of Japanese Lacquer in the V. and A,
collections", London, 1926, General No,4, This lacquer catalogue is
the only accessible record of a part of the Japanese collection in’
the V. and A,, and 18 not a full record. :

877-1869, Strange, No.582,

. . L]
Audsley, op ocit., p.21. Audsley also showed a writing box purchased
..

Bowes Collection Catalogue, p.192, 1901, Branche and Lete, Liverpool, -

Bnllecoeur. op cit., p.731 “ L e




’ . . . . ~ . - y

e Sne V. anu A, inventory, Nos, B4k, Br4h, R0, BXG - 1869, B . Gl
e a1 4L ET) e 155050 17 ) o ' i -
865 ~ 1659, 8144, 8141 ol 817, 1 AL nnd $144 arve {fran Howase e

ajawa Pro vlncn of Sateuma,

{oa]
g

rave phobographed the entire collection and will supply the varicus
liugtrations 1T required for yointa of retference later in 1his
0

}e
-
o
(J

thesia, Howsver a discussion of each objech would be pelntlaoss ay
they are similar in mest respecis,
\[)40. Lel ~900(5’urg op g.‘ii;." po?BOO

52, V. ond &, no. 892 - 1869,

5. I have not yet veen able to truce these, V. and A.1869, ¥os.842,

343, 853,

66, Teydean, gn 5it, 0.75.

¢7. facul Fervers "Le Japon st Le Siam", op cit,
ée; Duret, 1901, op cit.

63, Handlist of okjzcts cttained durlng the Taris Dxhibition, The
Gelence and Art bezpartment, South Kensinglon, Londou, 1866, P.]

e, Catalogue of “World Cultures and Modern Ari",

2lso E. Aslin "The Oriervitad Influsnce on the Decorative aris in
n ano

iOn lA"‘Yll "l ‘lu )y ppo ﬂ? 1{8-

1. "Visits to Japan 1865-1386" Illustrated with drawings from Japonews
' originalg, London, Dean and Sor, 1869,

12, See Hillier "Utamaro, Plates 96 and 97, for compariscnz of ite
pJab e which is cpposite p.28 in "Vieits tn Japan".

© 7%, The black framed scraen anpearsy
' "Pate in a Tea Houss™, 17856, (
-

&

ir the lefthand panel of a triptych,
y 2
"Otoka-doka", 1798 {Hillicr,

lier, Plate 10), and in an aitas,

74,  Freept of course Sieboldts colleoticn whien was at Leiden until
13q? axdl wis seen by reletively fow 39FD¢

15 mhn “erﬂinlﬁn platea in *VYigits t» uwwnr" are not easy to identify,

They aze clesrly pastiches chosen o thow sopocts of Japaness 11w

such as sleeping ca the floor wWith & weoden pillow. One shows a

rorinon with poriers and another with a roof tep view with kites
on every oo0f, shaped like fish, Tolh of these supgest Hokuesal, bdul

thelr ren ering iz &0 crude one cannot be certain,

- m : . 20
76, "VTialts to Ja*az" Pe 3340,
e i ) ’.. - \ . . o emd 3 va e amrAr
i Pravel ino Jepan fnersoced inothe 3id end late 1000y 23 the country
. - e ey Fomd ) L Tar ke e ~ N IO e 0
beeame more fricndly o Westorneps. See Barg op cit,, Sansom, o
H ,.i ) 4
- L

ety for condd



80,

- 01,

824

8}.

: o,

.}185.

" 86,

88,

! 89,

.-'. 91.'

* 92,

mT

i fort saillir, en presoncc du taicoun, leur musculature gnorme...."

" ?'pP-59'6°-

It has proved impoesible to locate_a cop/ of ﬂq?rur‘e artxrlnu~Q{¢

"lj:-e1 f26 e

“L'Brpire du Soleil Levant® inuélgﬁﬁﬂﬂdﬂfd 13/’. .Soo wy nomné?ﬁw ,kﬂ
{n Section Cne. , ‘ i A S
. R ‘ Y
i ) Y ' ’ ; : i&
anriel Welsbergo "Bracouemond", Art Bullntln, op cit., publtarn Jt
as an illustration, 12.v-.- . L o . :
" This is all that is known of the Jinglar. It appears to have hau rarJ
less 1mportance than is normally sugpequd. , 2
4
Goncourt makes the claim in the Journal for Oct.29, 1&67. ,.:{
Goncourt Journal, 9 Aout, 1868. : 'f
. o . o ' ol
Ibid, 12. Sept. .. . . N e S
They are in "lLa Presse”, "Le,Rappél“, "Le Livre™. These are all.
jouwrnals on which Burty worked at this time, ,
'See for example 19 Janvier'1871. Burty'showed De:Goncourt‘a,
Japanese scroll with paintings of a human body decomposing after A
death, and in April he saw Mme, Burty polishing her husband's e
collection of Japaneee swords, o
Burty, “Emnaux Cloisonnes", Paris, 1869, p.68. '
Ivid, p.473 o o ' B R
~ "“les vases, les sceptres, les tasses, les piéces ) - ‘_;5

‘d'6rfevrie les plus dflicates des artistes de 1l'empire
*du Milieu sont decorés. avec une finesse et une richesse
. incomparable, Mains de fées et patience de Chinois."

For a discuesion of the Chinese love of irregularity, and for the - .-
use of a quotation from 'Manette Salomon" about Japanese art as the
art which loves monsters, to describe, not Japanese but Chinese art, .
see Burty, "Masterpieces of Industrial Art", pp.134-135. 1 give

“the pagination of the English translation by W.E. Chaffers, Londor, ﬁf
1869, ' o

Burty, o clt,lp-49; "Emaux Cloiaonnéé".

Burty "Maste:pieoes of lndustrial Art, pp.l37-138.
Burty, ‘“Emaux cloisonnéz"‘op cit page 59,
"Tournez les pages, vous verrez le Fousi-hama qui fait ondoyer sur ‘ ﬁ;

les glaciers eternels de sac\w¢son panache de fumée, des portraits "
d'acteurs en renom et de courtisanes a la mode, des aveugles qui T

"‘ nasillent, des soldats qui ee plétent, des pecheurs qui tirent

x.‘coqs, des pecheuses ramassent pieuvres. La vie réele y coudole _‘f
t%moa R

93

9.

leurs filets, des voyageurs dont un coup de vent emporte chapeaux et :
parapluies a travers les rizieéres, des enfants qui excitent des

la lékendo. les fan voltigent dans la nuit, les lutteurs velus .

Burty "Masterpieces of Industrial Art", p.144.

‘Burty "Bmaux Cloisonnes", p.68. , | . .



. 0.

97.

. 38,

99.

100.

101,

_102.

103.

104,

105,

106,

. 107,

]

It

::108, Ibid
%109,
51 10,

112,

" 113,

v 114,

s

Tbid, p.67. | : o i

Burty, ”ﬁmaux Cloisonnés", p,69, : o . , £
e ) |
Burty, '"Masterpieces of Industrial Art", op cit. S

“Masterpieces of Industrial Art", P.145. | { 3 ¥
I do not accept this comfortnble evaluation of Vatteau, but it :s

tenable and was certainly held by the Concourts in "L'Art du : ;f.
Dix-Huitieme Siecle”.

Burty, ."&nau_x 01disonne/!". p0570 !

The characteristic framing of Fuji by trees is typical of this : neries
of oblong prints, unlike any series by Hiroshige or like Hokusai' :
book "100 Vlews of Fuji" - , . .o

The actor'a mask on p.22 is reproduced in Regamey's "Le Japon en
Images", Paclot et Cie, Paris, 1903, Regamey's involvement with
Japanese art was constant throughout his 1life,

Regamey' s careser 15 discusaed in full below. -

See the article'"L'Art Japonais” reprinted from Le Constitutionel
in 1868 in "Les Nations Rivales dans 1'Art"™, and the reprint of the
lecture L'Art Japonais Conférence fait par E. Chesneau a L'Union
Centrale des Beaux Arts" Paris, 1869.

Chesneau, “L'Art Japonais" p.10. ' 4 . ‘,.3
Chesneau "Les Nationa Rivalea dans 1'Art™, 1868,pp 415—420.

Cheaneau, Ibid, 1868, p.12, 1869, p.435.
Chesneau, 1869, Ibid, p.12,

Chesneau, 1869, p.14.
Chesneau, 1869, ibid, p.24.

Chesneau, 1868, p.435.

Cheanouﬁ. 1868, 1bid, pp.423,424, Chesneau points out that thif 18 =
proved both by the many photographe of Japanese women available in .
the West. ,

Chesneau's notion of aymmetry is clearly far more important than

would be clear if we thought simply of a symmetrical decorative ‘
pattern, He quotes the progressive reduction in the size of Torii ., <
(wooden temple archel) ag they form avenues leading to the central =~ .
shrine as an example of assymetry, when it is clearly irregularity, .

-and aesthetic appropriateness which he intends to describe. There- , -

fore behind the concept of symmetry it is correct to see a concern

" with redundance of ideulistic aesthetic attitudes and their mani-

festation in art and deaign;



116, Chcsneau,,1869, 2 cit., pp.16-17,

117. Chesneau guotes descriptions of a large templv painting by Toodenzu

118,
119.

120,
121,

122.

123,

124,
125.

“".i :
126,

. "Les nroportions aont eminemmenf VOTiablen, waiimas v ol
calculées toujours en raison.d'una prograntion barmone .. - . Wb
ique fondée sur un sens de 1'1rt exquis, rnnnnﬁ\rant-'J‘
avec. une logique spperieure a travers les lxhcrica
et les licences de la dysymmetrie". 1869, n.16.

and a gigantic bronze Daibutsu written by Aima Humbert in his
"Tour dy Monde" as examples of the aesthetics of the appropriate. ¢
Of the Buddpa, Humbert wrotes
"Il-y-a un charme irrestible dans la -‘pose du Da:boudhs, ainsi
que dans 1'harmonie des proportions de son corps, 1la noble’
simplicité de son vétement, le calme et la purete des traits - R
de sa figure. Tout ce qui l'environne est en parfait rapport '”%rf
avec le sentiment que sa vue inspire." 1669, p.21. He must K

have had this account privately, Humbert published on - 1870ouwl u{(lr ‘}"

Chesneau, Ibid, p.17. ‘ _J.~ » } o f?
Chesneau, Ibid, pp.4 440-441. See also pages 424-425,

For the importance of Bergeson's theory in twentieth century art
criticism see Jack Burnham "Hyond Modern Sculpture" which also o
provides & structuralist criticism of it and explains its demise. S

See E.F, Carritt "The Theory of Beauty", University parerback, 1962,
Chap.X, "Expressive and Formal Beauty" for a discussion of the
history of the idea of Expressive beauty.

Chesneau makes it cleur that by expressive beauty he does not
simply mean the grotesque, when he discusses the second to last S
page of Vpl.V, of the Mangwa which shows a priest-and a god; A
"Le mouvement du bras, les lignes de la longue robde . '
_ tombant verticaloment. tout dans cette figure .a une
grandeur, une severite du style qui pas un maitre, meme
parmi les plus géanty ne désavouerait." 1868, p.443

Chesneau,- 1868, pp.421-422 for descriptions of subjects of Mangwa.
The fifteenth volume was published later in 1871.

Ha displayed some in his 1869, lecture.

Chesneau's knowledge of the sequence of the Mangwa volumes was

unsound. There is no religioua architecture in Vol,V,

Chaaneau is driven to some strange ideas to communicate this
aesthetioc. He talks for instance of "un perspective de sentiment"

~ to explain why he feels that illusionistic scenes on European -

pottery and wallpaper are uncomfortable whereas the idealised
perspective in Japanese works seems to be perfectly appropriate.

" He also talks of the Japanese are having created an aesfhetic of -

127,

128.v0h09533“0.° cit, PP0334’555.

touch, "L'otthotique du toucher" = all useful objects are made .
appropriate to the experience of touching them which gives pleacure
Chesneau. 1869, p.26,
Soe above, Part One, for . Zola's discussion,

- .

4



129,

131,
132,

133.

134,

135,

‘1}6.

.
938,

" .1140,

'v.v' 1410
HE 142.

142,

" 143,

| 144,

Part One, Section on Degas.

Champrleury 8 "Les Gats" had the subtitle "Avec H? dessine par tfﬁ
Eugene Delacroix, Viollet le Duc, Merimee, lanet, frix 4°' Avennes, N
Ribot, Hautzberger, Mind, Oksai", Schwartz "The Far Last in,
Literature states that only one illustration was derived rrom
Hokusai., In fact there are six attributed to him, some are by
Hiroshige. .

See "Artistic Japan" Vol.III, Plate B.F.I. Blng s at tributions are - |
usually accurate and 1 see no reason to question this one which Las¢ {j

singe been confirmed by Basil Robinson of the V, and A.

p4\. &

N
‘3
However he put Hokusai's death at circa 1819, This is similar to tho e
mistake by Rossetti earlier and suggests a common ,ource of o

information, %ﬁ

I quote, from the Engl}sh translation of Jules Champfleury, pseud.
Husson, "The Cat" london 1885, trans. Mrs. Cashel Hooey. .
I am assured that it is the same as the French original,

. . ‘ . . , "
Baudelaire “Les FPhares, Poems 1852-T" quoted from "Baudelaire! ed.
Francis Scarfo. The Penguin Poets, London, 1972, pp.160-163,

We know thqt the Caprices were much admired by baudelaire, Manet. .
Champfleury. Delacroix and many others in the mid-nlneteenth cen.ury. ,i
Champfleury's book also contains a section on "Cats in China",
p.186£f.1885 ed,, vhich describes (inese porcelain and Japanese -,
pottery images of cats. Also on p.,30 Champfleury reproduces a 1
patterned design of cats, fitted together to make a cat's head w}ich

I have been unable to attribute,.though I suspect it to be by Sy
Hiroshige or Kuniyoshi.

Feydeau, "Revue International de 1'Art et (hrigﬂth’", see pp.T1,
72, 73 for the text commented on,

See for instance an artiole that A, De Beaumont wrote for Revue §es -

Deux Mondes in 1867 "A travers l'orient a 1'kxposition Universelie".

Mr, Beék's ﬁurchéses in 1867 are iilustrated on Plate XIII of the
1880 edition of Audsley and Bowers "Keramic Art of Japan".

An exhibdition of the Bowes Collection with a catalogue by Audsle)
wag held by the Liverpool Art Club. Several papers were published
including “"Notes on Japanese Art", a paper for the Architectural
Aseociation, london, 1872, by George Ashdown Audsley (f1lustratec.
with specimens from the Bowes Collection). .

Tbid .ppc 6"70

W, Roasetti, "Memoiri“. pp.276-277.
___.biﬁo P-279

Rossotti ”Diary Friday 18 Dec.1868, 1n Rossetti "Papers". ‘

Ibid, 1870



},,’45'

146.

“?10

Report and illustration in the "Illuntruthd Inndnn ews 'y HL/ 2 186&
Pe 433.- : . :

only explicable in terms of their own nineteenth century taste.

- Uee below for a full discussion of their role as Japanese

147.

cnthusiasts.

"Le Japon Illustre" par Aimé Humbert ancien envoyé ﬂxtraordlnal‘e ¢
et plenpotentiare de la Confederation Suisse, lsris, 1870. An
glish translation was published in I874.

147B.See E. Gombrich "The Cartbnlsfa Armou " in "Meditations on a Hnbby

: 148,

Horse™ Lomdonm 1963 page I}O and 11 ustration 7.

Leon De Rosny "Sl-Ka—Zen-Yo", Anthologie Japonaise "poégies anciennes
- et modernes des insulaires du Nippon", traduites en Praniais et

publides avec le texte original par Leon de Rosny, Paris, laisonn-

euve et Cie, Eds, 1871, and "Tales of 0Old Japan", A.B,Mitford, Second

Secretary to the British Legation in Japan.: With illustrations
drawn and cut on wood by Japanese artists. Two vols, Macmillan and
Co., 1871, landon. "The Six Screens", a contemporary Japanese novel

translated by a doctor P.PFizmaier, was also published at this time,

. The English translator, Dickins, also published the "Fook of 100

150,

Poets" in translation in 1871.

Schwartz "Far East at French Literature“ ‘believed that it was siwply
T a text book. .
See De. Rosny cit, p.61.

. 150,

151,

152,

153,

Evidence of the rapidity with which De Rosny's translations were

‘taken up is provided by Saint-Saens' first opera, "la Princesse

Jaune" which contains a garbled version of one of the songs from

De Rosny's translations in Act One. The words used nean "How do vou
do" and "It is not raining today". The opera was produced in 1672
and was, not surprisingly, a failure. See Schwartz, op cit, p.571.

J have not been able to identify this book's original,

The booka ares

28. Ye-hon hyaku-n n-issyu. Collection illustre des Cent Poetes;
deux vol. in 8 . Leyden Library (Siebold).

35. Yei-hyaku-nin issyu. Recuiel de pieces de poasic des Cent
Heros publié par Ayoktei Kawayanaghi et illustri par '
Gyoknansai Sadahide, Yedo, 1848, in 2 vols,

127. Kyo-ka ga-zo saku-sya bu-rui. Recu%el des poésies satiriquea

aveo illustrations deux vol, 1 in 8, British Museum 213,
140, Si-dzyu-itsi-bun uta-abare Collection de poeslrsodifferentea
sur memes sujets avec illustrations. Un vol, in 8 . British
Museunm No.221. : M .
153,Uki~yo dodo itsu~-oho-tsu-ye bu-si. Recuiel de clansons’
populaires du genre dit do-do itsu, par Sikko Senzine,
1llustre par Issensai Morimitsu. Collection de liosny 87,

<
’J

Though this is not perhaps by those of thz njnetoo»th oent‘ry 1 sclf -

" the paradox of Audsley and Bowes' continucd admiration for late

Satsuma long after. this had been rcalised to be inferior work i:

Y

Tead e

e Tkt %



'i SECTION TWO. PART TWO.

CTH

155,

154. See below for a discussion of their relationqh)p in the section on ;§
the Liverpool Art Club exhibitions, ' _ -}

See for instance G, Bousquet writlnb in the Revue tes Deux Féndos - :ﬁ
1874, He recommends "la boutique d'Alphonse Ciroux" in Nagoya as, o

the fineat place to buy c101sonne enamels. See R.D.D. first volume .

for 1874, "UN voyige dans 1l'intérieur du Jap&ﬁ‘”‘}a,e, 278—506, i
paga 293, Ore of asseries of articles about Jjapame . s ” 133' @E
ENET.

156, See Audsley Neotes on Japanese ATt" a paper for the Architectural k.

’157.

158,

159,

: 160,

~oue remn

e

e T

Asgoclation, privately printed Liverpool 1872 reprimted Lonlen
1874 and “Cloisonn® knamels," Bowes 1884,

Reference to the appropriate volume of Lugt's Répertoire des Ventes
will confirm this. Burty's sale has been discussed passim in the '
previous section and will be referred to below.

AR T L

Note however that the Satsuma rebellion was provoked by the nature
and pace of reform, not.by a desire to separate Japan entirely ,
from the wozld community, which had been the basis of earlier ' ¥
reports. Information on the politics of Meiji can be found .in Cir :
George Sansom, Japan and the West, Chap.13, p.310.

See Burty's articles Jaggniame,La Renaissance Litteralre et
Artistique.

This 1s recorded both by Burty himself in Bing's Artistic Japan, in
the articles on metalware, and by ta. Goncourt in the Journal,"
Samedi 16 Oct.1875.l ' : :

For instance the major plieces of "ancient" Japanese art for the
- 1878 exhibition in Paris were assembled by the Museum of Yushima
and they formed the nucleus of the present museum of Japanese art

v+ at Ueno Park, Tokyo. I have corresponded with the Museum in the

hope of reconstructing the 1878 exhibits., However it appears that

©  there is very little information about the Museum of Yushima rem= .
" aining in their records, For a description in fiction, of a visit

to the Museum see Kotoka, a Samurai s Daughter, 1885, W. horriq
London.

Fbr instance, Sansom, op cit, ppe.379-381, though he himself points
to a change in Uki-yo-e subjects starting as early as 1849 - before
Westernisation could have affected the art market a yreat deal.

The Times, Dec.26fh'1872, from an artiéle announcing the formation

'of‘the,ZIverpool Art Club and the Liverpool Oriental Art Exhibition,

Alcock regretted the general depravity of Japanese work in his book,
Art and Art Industries in Japan, 1878.  Audsley repeats the

- complaint in every book he wrote. After 1880 the complaint of the

destruction of Japanese art is unanimous amongst all the Westernera‘

%, vho write on this eubjoot. James Bowes, in the foreword to the .
. catalogue of Cloisonné work written in 1884, remarks that no great:

work in any area of Japanese arts and crafts has been available . |
since 1874. We may assume that the peak of imports of a high 3

}quality vork was reached in the mid-1870's and dropped off sharply. ‘
164, ,

American collections such as the Freer are beyond ‘the scope of
this thelil. » R coe o -



| '” 165.1

166.

Goncourt Journal, Vendredi, 30 Oct.1874.

See Dowes, Cloisonné Fnamels, London,_1aa4, introduction,

Bowes built himself a Japanese museum at Streatham Towers, Princ.." !
Road, Liverpool, He issued a catalogue,’ Unfortunately the collection ..
e

' was dispersed on his death and none of it cntered the Liverpool .

167.

168,

169.

“170.

171,

‘muscums, though the present keeper Mr, Brian Hateman began his own ?.m

collection of Japanese Art with.pieces bought from Lowes' son,

For the exhibition see. Catalogue Raisonﬂé of the ORIENTAL EXHI ]EQ 2
of the Liverpool Art Club. Held at the club rooms lo.4 (andom

Terrace, Upper Duke Street, ed. by Ceorge Ashaown ludsley, Architact ‘b

- review printed in The Times, Dec,26th 1872, o
4

“that all the nineteenth century attributions were erroneous or at Y

etc., Liverpool, published by the Liverpool Art Club, 1872, and the ,2

The catalogue was reprinted in 1874 with photographs of many of.
Bowes' exhibits, It was reviewed by Professor Geoffrey Archer’ in
an article "Oriental Art in Liverpool" The Art Journal, 1874. A
later reprint was made (perhaps by Bowes), including these reviews i
and the catalogue, but this is undated. 4 s

See the 1872 qatglogue. op cit.No.192, L . .
1872 catalogue, .v | |
Mr. Legeza of the Oulbenkian Instituté, Durkam, is of the opinion lg
best blind guesses. _ ﬁ

See the "Exhibition of Fans", Liverpool Art Club, 1874, ed.iudsley.
The fans were of all periods and countries. Durty showed eight. o
They are as follows: . . ) Co

Cat NO. . . ' ¢
85, Fan of commander in chief, paper with design of seven sages. 'ﬂ
86+ Paper fan - with flowers and butterfly, B
87. Officer's fan with sun design.

" 88. Bronze and gold fan, iron framed, signed U-da-Kane bigne. ' o

172.

173,

174,

175,

89, Typic:l paper and whalebone fan, ar
90. Fan of officer of second rank decorated with a ,70ld orb, iy
91, Chief officer's fan decorated with scarlet and pold orbs.
92, Fan with painting of Temple Ruttusime in province of Aki, *

See Catalogue of the Special IExhibition of enimels on metal. Held
at the South Kensington Museum in 1874, Chiswick Fress, 1875,

Sea'Catalogue of the ﬁ%%n Exhibition of the collection of Porcelain o
of W,J.Alt, compiled by A. Franks, 1st Ed. 1876, 2nd ed,, 1878, :

Scott's activities are reported in The Times in 1674, but he R
appears to have organised exhibitions in 1872, .1873, 1874 and 1976,
about which little information remains.

This information comes from a remarkable series of publications
made by the Tokyo Exhibition Club between 1928 and 1934, Kaigai
Hakurankai Honpo Sando Shiryo which give all known Japanese
documents and information about all 44 overseas exhibitions parti-
A pated in by Japan between 1873 and 1925, See Vol.1, June 1928,

' pps.77-78. No detajiled information is available about this exhibition.'



176,

177

178.

179.
180,

181,
- 182,

183.
184,

'185.

186,

7273
See "iastern Art and its effecty on LurOpean Manufacturers and ‘av tp§-~¢‘
by Dr.C.Dresser, Journal of the Society of Arts 5y Fobl.6, 1874, }age 2fof

qucte from page 215,

See the Bowes Collection sale cataloiuc, Lots 1412, 1413 and 1414
The works are illustrated in Bowes, Kkoramic Art of Japan, Plafe N
XXXIX, (folio ed.). T

4

The Philadelphia Centennial exhibition of 1876 is only of interest
ror American developments.

Journal de 1'Exposition de Vienne Illustré: Vienne et Paris, 1873,

i
"Notioce sur 1l'Empire du Japon et sur sa participation a L'Exposition
Internationale de Vienne 1 publige par la Commission Impériale
Japonaise" accompagne d'ug P otographique, Yokohama, 1873, Imprimerie
C. Levy. Imprimeur Editeur.

Unfortunately I have been unable to examine the album of photographs.
It was in Vienna that Jacquehart contracted the tuoerculosis that
eventually killed him., See notes on the Portrait by Monet of

Jacquemart in The Arts Council's Monet exhibition., Catalogue
London, I957 by D. Cooper, '

Goncourt Journal, Mardi, 19 Aout 1873.

Audsley and Bowes, Keramic Art of Old Japan, small ed., p.141' ed.
Henry Sotheran, 1881,

One reporter claima the originala were sent but I do not believe
this, - : . : : o

Journal Illustré; pe134, "Les Jéponais EIL'Exposition".
It would appeor that this temple is identical to a ﬁmaison Japonaise"

referred to by other reporters as there were only three buildings
on the site, two of which were "kiosques" for the sale of Japancse

. goods. Perhaps the temple was used as a residence by some of the

* 188,

" 189,

. 190,

.';.;1910'

92,

193,
194,
195.

Japanese staff?

Journal Illustre, 202. "Le jardin Japonais",

The Japanese bublioation refers to.these fish as Owari not Nagoya.
One journalist states that there was only one. 1 give what is,

in my opinion, the correct information, o ‘

See Catalogue of Sales of Bowes Collection, Nos. 258 and 259.
Ibid, No.614 |

Keramio Art, lmalled. P.151, These large pleces were bought by

Lord 3;h1ey and P.G. Dtlgotty.

. v
“Notice oxplicative do 'Expoeition de Vienne", p.66.

G, uenaom, Japan and the Weet.

-Dresser "Eastern Ard ond its effects,".,, op cit page 2II °
Dresser s attituiee ani theories are iiecuased below page 428ff,

.

|.ﬂ
k) "
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197. For an early account of such a journey see H, Pumpeily, Journey
across America and Asia, London and New York, 18704

198, 1 shall examine this myth fully in the next section of this thesis.

>~ 199. The sources on the journey of Duret and Cernuschi and tha foundlng

L of the Musée Cernuschi ares

" - 7, .Daretj Voyage en Asie, Paris, 1874, (This is Duret's own account
of the voyage, and
A,Jacquemart, lLes Bronzes, Chinoises et Japonai

B.A, 2 pericde t VIII’p0284, and po446. :
la ceramiqpe ‘Palais de 1'Industrie, G.B.A, 2 periods t IX,p.S}.
These are three articles under the general title, L':xtreme Orient’
au Palais de 1'Industrie, in The Gazette des Beaux-Arts, 1873, which
gives an account of the first appearance of the Cernuschi collection

at the Trocadero in 1873, The articles were publlshed later as a

separate work. :

1. x‘
D\i!

e

1l'Industy

J.Longperier, "Observations sur quelques objets antiques, figures
dans les livres Chinois et Japonais" 1873, in "Comptes rendus du
Congres International des Orientalistes session de 1873, reprinted
i in Longperier, Ceuvres, ed. Schlumberger, 1883, This is an
academic paper discussing certain problems of setting the Far
Eastern artefacts in the illustrated works brought back by CernuS(hl
into the current state-of archaeological knowledge.

G. Migeon, “Le Musée Cernuschi", Gazette des Beaux Arts , III sériey

Vol.18, pps.217-229, Paris, 1897,

There is also an article in L'Art, 1873, which I have been unable to
LS consult,  Duret also discusses the voyage in his 1900 catalogue of
[ his own collection.

{'200. Duret, quage en Aaie, Chap.III.

/. 201, Op cit, p;21. . This was typical of the arrangementa made by
i Europeans interested in collecting. For a good description of
the business and life of traders in Japanese art in Yokchama and
U Tokyo see the opening chapters of A Japanese Marriage, by D. Sladen
London 1893 ,. This is a popular novel about the life of Europeans in

X Japan.

202. Duret. on cit Pp8.22-23,

. 203. Duret, Catalogue 05 livres et albunulllustres Japonaises, 1900,
Preface, pp.III and IV. - A

i?f204. Gonse L'Art Japonais, Paris, 1886, p.104. Duret stated in his 1900
©  catalogue. ue .that he did not collect much after his trip to Japan
ﬂ‘until the 1880's,

; 205. Duret, op cit, p.29. He does not give the artist s name, nor ie it
- eaay to find & apecific artiot for the part, o

Gogcgg; g gggg » Vendredi, 19 Sapt 1873.

t‘ 207. For this reason 1 have omitted a discussion of Chinese bronzea. I
judgo that they were of little or no interest to contemporary
artints and doeignorl. ' , -
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224.

In Ootober 1974, Burty's wife complained to De Goncourt about her

" Bing's first name is.uncertain. Siegfried and Sigismund both RS

' the name by which he is called most often. Bing's tomb in Pere M
.L&chnilo Cemetery haa both Siegfried and lamuel, . S

i
225. The 1ist 1s given in the dlscussion or the 1883 exhibition at the X
4

1
%
L
3

3
1.4

i3

A. Jacquemart, “"Les Hronzes Japonaises®, G.B.A., Op cit,

Cd
LN
iz,

. ) A
A, Jacquemart, La Céramique G.B.A. bp cit. a5
A. Jacquemart, "Les Bronzes Japonaises, op cit. kS
Duret, op cit, p.18, o R ) _{“:
'Miéeon, op cit,p.217;' ' ‘ . ' -l}§;
There were no doubt exceptions to this, such as the pift of a 5”;
bronze tiger made by Sarah Bernhardt, who, according to Migeon, B
drove personally to Cernuschi's to press the object on him after’ .% ;
he had expressed admiration for it. Migeon's description of i ]
Cernuschi as a hermit is rather contradicted by Bousquet in an ‘q,

article entitled "L'Art Japonais”, Revue dcs Boux-mondes I5 maf 1377
page 23¢ff,page 303, Cernuschi is saie there to ‘have beem most -L
1iberal im exhibiting his cellection;. -
My source for this account of their visit in Notes d'un biblioteur :
au Japon by P, Sichel, Charpentier, Paris, 1883, This is dedicated "
tc De Goncourt, one of their best customers, whose journal provides

the other main source of 1nformation about the brothers and their
dealings in Paris.

a3 R A, e

husband's rash purchases at Sichel's, De Goncourt names M, Real in
Maison d'un Artiste, Vol.1, p.9 as a dealer in Japanese art.

{

. Presumably this 1s élso how Fonblanque, the author of Niphon and f'%
Pe Che Lifacquired his prints, See above, Chlpter 1e - Lo
Sichel, o cit, ppa 30-31. S AR
'De Gonoourt. Journal, Jeudi 19 Octobre and Lundi 23 Octobre 1876 IR

(Flammarion. p.107)--4' _ . ‘3,3?5

'conae,. LiArt Jappnng, small edition, p.76.

Ibid, Samedi 24 Octobre 1874, Flaamarion,pp.174-175, | i
See R. Koch "Art Nouveau Bing", G.B.A. 1959.pp.179-190. Even N

‘occur in articles, but if Bing was Jewish as De Goncourt believed, N
then Samuel is the name that seems most appropriate and this is ol

(3 Vﬁinborg “Samuel Bing, Patron of Art Nouveau", Connoisseur, 4
January 1970, also G. Weisberg "Samuel Bing Patron of Art Nouveau,
- Part' 1. é "The appraoiation of Japanese Art" Connoisseur, October.

1969 oL L o :

Soa the udvortilenent for his lhop found in the catalogue of the o
1883 oxhibitiou organised by Louis Gonse at George Petit'a Galleny. ;ﬁ)

De Goncourt. Journal. Jeudi 1 Juillet. 1875. '>‘ o

end of this chapter. '
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227.

-his other 1nvolvements with Japan see this thesis, passim, = 2.

S

‘226, Dresser trained at the Government School of Désiun in London {n the
1840's and early '30. He worked with Henry Cole in the 'S0s on the -

pioneering of the Museum of Manufactures at Marlborough House. He
got to know Owen Jones amd other design reformers whose work ‘
depended on analogies with nature. By the early 1860's Dresser
was both lecturer in Botany at the Design School and a practising
designer. In 1862 he saw Alcock's exhibition of Japanese work., For

Dresser's honorary~doctorate was 1n botany from the University of
Jena, and he first became interested in the problems of design aft
a time when the reforms in design were promoted through eclectic .
botanical analysis, He was connected with both the Aesthetic
Movement and the Arts and Crafts Movement, the Fine Art Society and

the Grosvenor Gallery,

On Dresser see E, Aslin, The Aesthetic Movement, Elek, London,‘1969,

Christopher Dresser, an Exhibition organized by Richard Dennis and
John Jesse, fine Art Society, London, 1972. Catalogue intro-
duction by Stuart Durant,

"5, Bury, Silver Designs of C. Dresaer, Apollo, 1968,

- The Aesthetic Movement 1869-1890 exhibition catalogue ed.C, Spencer.

- 228.

229,

230,

oo,

-f 232,

o2,

234,

C.Dreaser, "Zaflera Art and it; effects, ™ opcit-page 1I2, e

T - . -

"Londos and Co.", The Art City Warehouses 126 and 127 London Wall,
and "Charles, Renolds and Co.", Milk St,, were their addresses.

C, Dresser "Art manufactures of Japan from personal observation"
s Journal of the society of Arts 1878 page 169ff,

The firms were Messrs. Minton, Doulton, Green Nephews, leington, Ward ’

and Cope, Jeffery and Co., Brinton and Co,, Lewis and Londes Bros,

The sources of information about Dresser's trip to Japan are the lec-

ture "The Art manufactures of Japan from personal observation",
published in the Journal of the Society of Arts, Feb.1, 1878, and
his book, Japan, “Its Architecture, Art and Art Manufactures,
London, 1882, This book was delayed owing to Dresser being

- gseriously 111, The first part of it is an account of his visit

written in a semi-diaristic style,

Dresser, op cit.,1882, Chapter One.

This list is as followss Ri Chio
Tokio in Musashi to Yokohama : 8 - 18
Yokohama to Kobe in Settsu : ' 145 0
Kobe to Sumoto in Awaji : - 14 0
Sumoto to Iga~-mura and back 12 0
Sumoto to Kobe o : 14 0
Kobe to Santa in Settsu ‘ 8 0

. .Santa to Shibe-yama in Settsu and back 3 v 0
" "Santa to Arima in Settsu ' : 1 18
Arima to Kobe _ o 7 18
"Kobe to Nara in Yamato 23 0
Nara to Kioto in Yamashiro- ‘ 13 14
Kioto to Osaka in Settsu : 12 12
Osaka to Wakayama in Kii , R Y 0
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W
RARGE € ) P

g
PR A iy



Wrkayama to Kuroye~mura in Kii{ and bucek
wakayama to Otasmura and back

Wnakayama to Koya-zan !

Koya-zan to Okunoin-and back

Koya-zan to Hashimoto-mura
Hashimoto-mura to Osaka

Osaka to Kobe:

Kobe to Hiogo and back

Kobe to Tenno-ji in Osaka

Tenno-3ji to kioto _
Kioto to Uji in Yamato and back
Kioto to Ishibe
Ishib to Tsu in Ise
Tsu to Futami-ga-ura
Futami-ga-ura to Nai~ku. (interior temple)
Nai-ku to Yamada :
Yamada to Yokkaichi !
Yokkaichito-Nagoya in Owari

Nagoya to Seto and back
Nagoya to Tazimi in Mino
Tazimi Ichi-no-kura in Mino and back

- Tazimi to Nagoya

Nagoya to Toyohashi in Mikawa

Toyohashi to Kanaya in Totomi

Kanaya to Shidsuoka in Suruga
Shidsuocka to Hakone in Idsu -
Hakone to Yokohama

Yokohama to Kamakara

Yokohama to Tokio

Tokio to Nikko -

Nikke to Tokio

- Tokio to Yokohama

235,

| ;.é36.
o237,

2138,
i 239,
" 240,

4i 241.

" 2424

243.

(or sbout 1,715 miles)

18

chin

N

b
OO DODO~NONC OO

-t

S ———————

685 3

The potteries were of courso, only small, often occupying one or

two men only.

Dresser, op c¢it,, p.211
Ibid, p.61.

Dresser, 1878, op cit,'p.175.
Dresser 1882, op cif. p.209.
Dresser, 1878, op cit., p.177.

Ibid, pe178. This was even true of bricks, not just art works.

Dresser, op cit, 1882, p.216.

V. Anderson, Descriptive and Historical Cat;iogue'of é Collection of

Japanese and Chinese paintings in the British Museum with an

1886, - s I

L]

-appendix contaxning an index of artists' signatures, b.M.London,
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244 See below diuCUQSLOn of Ph, ﬁurty, pasra 471 for thear art: ales, 0

‘Repamey *s illustrations are rcproducod in the 111“‘-,,‘1”n 'rntron
concerning his career,

245. This is discussed earlier in this thesis.

246, In 1863 Regamey made an 111u§tratipn of 4 vroduction of "La Tour de.,.‘
Nesle" in_ the studio, .for the periodical Le Aculevard., Bazille o
rlayed Pierrefonds, See G Poulain\"Bazille et ses amis” pgoriy 1952:

' " page 2%,

247. The first Western drama with a Japanese theme was performed at a ¢

-+ Charpentier Salon in 1871, see below. Note also Charpentier's e
connection with the Impressionists, g *

248. 1 bought a copy in a Leeds bookshop.
- 249. These dates are based on the signatures on Regamey's drawings which
: cover 1876-1878, together with the knowledge that he made drawings
of the 'hiladelphia exhibition and the publication of P.J. This
¢ives the dates, I have suggested though one must always beware -
of the use of photographs. A drawing by Regamey showing the Mikado ..
opening the Tokyo Yokohama Railroad in 1872 is taken from 2 photo- |
graph, See P.J. p.9, and a more detailed version in Le Japon en .
Images, Regamey, 1905, i
;250. P.J., P.29, 1880 edition, .
251. Ibid, p.41.
252. Ibid, p.30.
253, Ibid, pet1d. |
254, Ibid, Chap.XXV,p.157.
- 255, Ibid, p.159,ff.
* 256, Ibid, p.163.

257, Ibid, p.169.

.

_'258.'See Donald Gordon, ﬁ,LKirchner catalogue raissonée - New York I968.

1259, 1 will discuss it later in the thesis,

‘260, The 3ix genres ares _
' 1o Religieux bouddhique,

2. Soyne, elegant tras. detaille, reprégentant des scehes de

- 1'histoire Chinoiae.

3, Le genre rapide a grand effet, reproduisant des :c\hes legen-
4 daires,

4, Le genre décoratif. fleurs, oiseaux, etc., (Tous puatre venus

" de la Chine), :
Se le genre sobre grave shintoiste.
‘ 6» Le genre.gai
See _P_-_J_o. p.176.

261, On Kiosai (1831-1887) see W.Anderson, Kawanabe Kiosai, a Jépanese
Artist, Studio, Volume XV, pps.29-37. Though Anderson must be




262,
263.

264.

- 265.

treated with some caution, as he beliecved Okio to bLe the founder of
the Uki-yo-e school; perhars a joke made by Fiosai himself?

Unless of course the dating of Repumpy 8 drqw‘npn is unreliable,
L.de Milloue, Catalogue du Muséa Cuimet, Lyons, 1083,

The flrat room contained a large number of Chinese works loaned Ly
Parisian dealers and collectors, The third contained "toute
1'exposition de 1l'art ancien au Japon" with loans from the Japancee
Commissioners, Bing, Wakai and Vial. These will be discuased in
the .chapter on the 1878 exhibition. )

Catalogue de 1 Exposition Historique du Trocadéro, Paris 1878
pages [(II-II5;. .

266."A favourite_formvof paihtihg was the mandara, which in Sanskrit

267,

268,
| 269,

270,

211,

means ‘'circle'. In practice this is complicated and diagrammatic
maplike which sets out in geometric form the various heavens and
their countless deities. Generally the "Great Illuminator Daenichi"
occupies the central position,

It.aimed at overwhelming the worshipper with the limitlessness of
the supra~human worlds which awaited him, as well as with the.
seeking profundity or, at least, complexity of the beliefs hcld by

~theae secta,”

The paintings were oomposed of fine line drawing, and basically blue
and gold tones, See Japan by Peter C. Swann in Art of the Vorld
Series .London 966 page 84, '

The paintings are not at the Musée Guimet in Lyons, nor at its.
successor in Paris, nor at the Musée de 1'Homme. I have inquired or
searched personally at all of them. Some may still exi{st in private
nands but they would be difficult to trace. No original documents
relating to the Guimet collection survive in the museums,

The full list of types of ceramics on display can be found in the

introduction to the 1883 catalogue. There is ro reason to quote it
here, . o

“Le Bouddha Amida, enseignant assis les Jambes croisées Statue
Japonaise, bois doré du XVII® siécle. Haut 0.900." 1883 Cat.p.24e .
The Buddha is still in place today, above the library in Paris,

Mune hira, Tosi yoki, Ono Komati. Kintada, Atsa tada, Kanesuke.
This is & most popular subject in Japanese,

The full list of Far Eastern paintings displayed is as followsz‘

China,
Kakemonos reprea entant. )
1. .Sei-0=Bo et sa servante.

"2, Shio-ki accompagne par un potit deuil, = .v’

3, Le Sennim, Tekkai,

" 4. Guerrier Chinois,

5 Femme Chinoise.
6. Sujet de Fantalsie.

7. Deux Sennens dans un Jardin. :

8. Sennin avec un cerf, - . , .
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- Japanese paintings, 6{3‘&,
Kakemonos.
1, Li Hakou poéte chine.
2. Le Dieu Kouan Noh, ’
3, - Djou-Ro Djin, dieu de la bonheur avee un coerf, ,
4. Shin-to et Outsourai dleux mytholo,lqueq Aui chasaent igs
: demons, S
also ’
1. Kouannon,
2. Ksoune-ki, celebre general japonaia du XIV® aidcle. -
. 3 Foukou-Rokou, Djou dieu de bonheur. ) ¢
4. Sujet de fantaisies,
§. ' Kou ma Bue Hero Japonais, .
6. Teho Rio hero chine,
also
Kakemonos chinois représentant Tsing~Vanngo.
Portrait de Lao Tse—Touin. :
Deux kakemonos representant des Mandarins,
Trois Kakemonos représentant la mort de Buddha.

Facsimilé of the Mandara of Kobodaish temple of Too dji.
272. Le Theatre au Japon, par Emile Guihet and Felix Regamey. Conférence

fait au cercle St, Simon, le 16 Avril 1884, Paris Libraire Leopold
Cerf, 13 Rue de Meduis,

273, For a full list see the celebratory publication for the 15th anni-
versary of the conferences and the Musee in Paris, No title,
_ published 1904, Deshayes gave a memorable series in 1896/1897 on
Japanese palntings, prints and illustrated books.

-274. "Le curieux n'est 11 pas que nous en sachions si peu sur ces
impressions. Il y a quelquesanneestout ce qu'on savait d'elles,
c'est qu'elles etaient imprimées avec des loia,a peu pres comme le
mos grossieree indiennes, mais eans posseder aucun detail de la

 fabrication. Aujourd'hui des conversations de Felix Reramey, des
observations de Bracquemond il resulte que l'impression se fait de
la maniere la plus primitive." '

De Goncourt, Maison d'un Artiste, p.133, bharpentler paris 1918,
Vole1, A later version of Regamey's talk was published in Revuec
des Arts Decoratifs, 1899, Vol XIX.ppa.391 395. "L Impression
des images en couleur au Japon", . T
ds

275, Regamey wrote a memoir of Lecoq Boisbaudran in 1903, '
"Lecoqboisbaudran et ses eleves" Paris, Honore Champ ion Libraire
9, Quai Voltaire, 1903. There 18 no reference to Japancse art in:
this volume, ‘ - ’ : ‘

276. A magnificent series of satirical ﬁroadsheet‘pfints'concerning the
end of the Empire and the current government many of which F.ii. was
responsible can be seen in the Victoria and Albert srint Room,

277. See above, page 253 for discussion of this nourCP. : L B .
278. Cuimet, PoJe, Pu19te | |
279, See his report "Le dessin et son enseignﬁent dans les ecoles de

- Tokyo", Paris, 1899, He had written a eimilar report on American
art in schools in 1881, o v .



1865. Sous les Pins gouache d'apras 1o taMeavx de Sadie di Paris
, de Musée du Louvre, e
- 1870, Troiscroquis a la plume et a 1'acquurelln, :
1078, Comedien janonais dessin, . .
1881, Le fils de mon ami Gustav,fusain,
1682, Bapteme de negres a Philadelphia.
Vigite au monument de General Lee dans l'ltr]JCr du Sculr tenur
Valentin a Richmond peinture. '

.280. His salon exhibits were:

’ F T
281, For instance Van Gogh who f{irst got to know llegruney thrtush "wrod Ay
' engravings" of his work including Japanese subjects in 1863, Cee Van -
Gogh, letters, pe16, Vol.II, Letter No.276. Van Corh continued to '
admire Regamey throughout the remainder of his life and undoudtedly
looked often at his work, probatly v151ting the Musée Guimet when
in raris. (1886-1888),

' 282, See the M35321ne of Art for. 1886,p.256. The drawings reprodnced'are.
"Shohei and Sui Sakou in the tomb", "The death of Ckoma", "Okoma
seeks death in the waves.," ' ‘

283, Magazine of Art, 1886, p.262.

284. Regamey's works on Japan which ] have consulted are as follows;

‘ Qkoma, Paris, 1883,
"Le Theatre au Japon, Conference fait au cercle St. Simon" (with

- B, Cuimet), Paris, 1886.
"Le Japon vu par un artiste". Revue Bleug, 1890
Le Cahier rose de Madame Chrysantheme, 1894, taris, .
"Le Dessin et son enseignement dans les Ecoles de Tokyo", Paris, 1899.
Le Japon en images, Paris, no date (1903)? ,
Le Japon, Paris, 1905.
He also made many minor contributions to periodicals, text-books
and exhibition catalogues, including "L'Impression des images ecn
couleurs au Japon" Revue des Arts Decoratifs, 1899, Vol.XIX, ppe
391-395, and illustrations of Japanese female arts and crafts for 1.
.Sebrillot, "La Section des Traditions Populaires a 1'cxnosition
des art de la femme", Revue des Traditions Populaires, 1892, p.457.

- 285, "Le Japon vu par un artiste", Revue BieUE-Iego‘ pP.648, o .

" 286, "Le Japon Pratique", EnglishAtréns. by Mark Lemon, p.65.

287. Le Cahier Rose de Mme, Chrysanthetie, Hetzel, 1894 Cne section of
V the book "L'Ame Japonaise et L'Ame de M.Loti" is concerned with a, ‘:
syatematic collection of Loti's "banalit€s" on Japan. :

“288. _2!22.21222.?-552. These words are omitted in Le Japon Pratique.
289. Revue Bleu2 1890, p.652. ' o ‘
' 290. Le Japon, P304 .

7.291, Art Journal. 1881, p.}51. The‘tigures are from H.M.Consul,
. Kanagawa. . Cot :




et
1. They imcluded De Goncourt, Burty, Huysmans, Duranty, Duret, Wilde, o

‘Viollet Le Dm, Whistler I:d the p‘intm- Alfred Stevena rro' \thl l’
the quotation 13 taken, . a

2. *The Mikedo" vas beglnning & tradition of theatrical Japansse
cbaracterl. See )ﬂ.nu', op ¢it, p 52 f.

3, Schwarts, op cit. Chlptcr tvo, "‘l‘he Gonsourt brothers and French =
appreciation of Japanese Art, 1860.1895', p.65. o

4, Schwarts identifies an "uynatrical rovel® &8s a type of movel with .
an'asymmetrical plot such as "Mane# Salomon". This adopts the .
*accidental or trivial but veracious groupings of things and evemts
that is found in mature and reproduced in Japanese Art", and :
contreasts it with earlier "symetrical® novels with well worked
plots. As I have shown the "maturalistic® view of Japanese art is
only partly representative of the reactions of the De Gomcourts and
others to it, and there was much poetry and artifice in their view.
This 1is diacuuod in the chapter on Fremch critical response to
Japan. see belov, -

. 5., Mipsr, op ¢it, p.74 mkes this strange assertion.

" 6, R, Pumpelly "Across Americea aml Asia, motes of & five year Journey
around the world and of a residence in Arizoma, Japan and Chira®,
London, Sampson Low, Son and Marston, Brd Ed, 18’70.

1a Farge's essay forms Chapter XIV, beginning at p.195. It is
entitled "An essay on Japanese Art®, _

. 7. 1a Farge op oif, pe195.

8. Idid, p.201.

"9, See above, "The reap&nu to the 1867 Exhibition". The comment sbout
' the barbarism of vase decoration is taken directly from Chesnesu.

10. La Farge, gp cit, ps200.

11. An 1llustration of & page of comlc heads on p.197 can be identified *
as from the "Mangwa®, vol. II. The others are not so easy to {den-
tify, as they appear to be coq;onitee in wvhich parts of different
pages of the "Mangwa™ have been put together in the manner of an
originmal page by Hokusai., For imstance the juggling in the upper
portion of the illustration in p.201 is taken from vol,12 of the
"Mangwa® but the lower portion is from another book. The plate om
p.197 contains a selection of images from various books. The three
herons in the centre are taken from vol.,IV of the "Mangwa®™, Tha
publisher appesrs to have been reusing blocks intondod for an
earli{er wvork.

12, Lahrgo, ‘op oit, p.198 o | v )

13, la m(o uses this word several times in the uuy without ever

- . clarifying his meaning. I assume he refers to the ability to enmdow
art with an "i{dea", with that intellectusl significance which was a
preoccupation of Mnctunth cerntury criticism. Deapite this he
obnrna that Japanese art does pot show "That attempt at bringim



W i o e et B T ki n i s inns e s

14.
15.

16,
17.

25,
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: U3
to the surface some of the subtlest, deepest and most complicated '
feelings of the mind, which 18 the soul of the works of Leomardo,

of Michelangelo and of Rembrandt®, In this statement I presume:

him to be criticizing Japanese art for its lack of moral prooocu;oa- ‘.,
tion rather than its lack of intellectusl content.

The motion of an intellectual content or idea im Japanese art alao
occurs in the writings of Jarves, Audsley, Dresser and Alcock as

ve shall see belovw,

A GCemine Artistic Rlct' JeoJ.Jarves, Art Jourpel, 1871, pps. 77,
100, 136, 161, 185,

¢

*Parisian Sights and Fremch Principles®, Nev York, Haﬁ,er and Broes,
1852, ‘

"A Glimpse &t the Art of Japan", Londonm, 1876.

Jarves, gp cit, ;:;.‘9. Since the entirs text of the 1871 articles is
1ncorporatod in the book, most quotations will be taken from the
book.

Ibid, p.48

Ibid, p.44

Ibids p.45.

Ibid, p.22,

Ibid, p.22-23. |

Jarves, "Glimpse at }tho Art of Japan,"p,145.

Jarves, “Art Jourral, 187, p.161.

Jarves, "A Glimpse at the Art of Japan, pp.85-86.

Ibid, p.155.

Ibid, p.156

Ivid, p.162.

"Tales of Old Jepan®, A.B. Mitford, second secretary to the British
Legation in Japan. Vith illustrations cut on wood by Japanese
~artists. Twvo vols, Published by Macmillan & Co., 1871, rpt. in one
vol. in 1874 1876 1883’ 18% and 18900

*Chiusingure or the Loyel Letguo', a Japanese Romance, trams. from

. the origiml by F.V, Dickins, with an Introduction by Hoffman

Atkinson with notes; with 30 full page illustrations dreawn froms
Japanese artists and specimens of the Japanese text in facsimile,
Tokyo, 1875. Arother ed, 1879, London. This was probably the Tokyo
edition under & London title. Another ed, 1880, London, without
‘iin:rot‘lﬁtion. Amother od, 1881, London, with.only 25 plates, pub.

. en,
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3], The story vas origimlly a seventeernth century puppet play, based
on & true incidert, and then becams & classic of the Kabuki theatrs, ’-":

o

Many great Japanese printmakers 1llustrated it, notably Hokusai,
Kuniyoshi, Kunisada, Toyokunl among others. - For a simple acooutt
see "Hokusei", J. Hillier, chap,III, "Chiusingura" p.23 ff, or

Stewart, ﬂm&s&ﬂgm&m:. "Chiusingura®,

32, "Les Fiddles Ronins", trans. M.J. Gausseron, Paris, A. Quantin, §
1882, and "'I'chon-Chin-Goura ou une vergeance japomsise®., A Japanese. '
novel trinsl ated into Fremch by A, Dousddgnes with meny illus- ‘
trations by Japanese Artists, 232 pp. 8'°, Paris, 1886.

33, Ack Jouwrpsl, 1871, p.160,

34. R.L.Stevenson, "Byways of Book Illustration: Two Japanese Rominces®,
Magesine of Art, 1883, p.8. '

35- M’ p°12 ‘
36. Ibid, p.l4. 7 !

37, Ibid, p.15.
copy

38, The British Museum/has been destroyed; the Victoria and Albert
copy is missing; other libraries will only lend the text. However
T have discovered & copy in the Leeds Librery.

The book's full title 1s "Fugaku Hiysku-Kei, or & hundred views of

Fuji (Fusiysma) by Hokusai, Introductory amnd explanatory prefaces,

with translations from the Japanese and descriptions of the plates

by F.V. Plckims," (3 Vrt of Japanese plates and text; one part
Erglish translation, ete.) Batsford, London, 1880.

3. Diockinme, "Hokwui" op cit, introduction, p.XVIII.

40, L. de Rosny, "Anthologle Japomise," traduite en Frnmtiae par Leon
de Rosny, Maison Neuve et Cle, Paris, 1871,

41. Ibid, p.23.

‘2. nu,' po61c

43, Ruitei Tanefico, "Komts et Sakitei; Nouvelles scenes de oe monde
perissable exposes sur six feullles de paravent®, French tram-
lation by P. Turrentini, Gemvo, 1875-1876, with four plates,

“c 80. b‘l“o rage 47.Lffo '
45, lamcaster, "Japanese Influeme in America®, p.56 op cit.

46, The Vietoris and Albert Museun's fimt mjor ‘purchase of upun-n
prints wves in 1885,
Pl com~
47, ;utgu and Albert Dept. of Prints and Drawings, Miscellanscus,
() 4 .
Liberty's Catalogue of Eastern anl other Art objects. I boncvo that
the catalogue is of an earlier date, oirca 1877-1878, -

48, Liberty's Catalogue, p.22, Item 3.
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49,
50.

51.
52,
- 53,
54.
55.

56.
57.
58,

E. Miner, op oit, p.4l.

M. Veley, "A Japanese Fan", Corphil) Megazipe, vcl.XXXIV, Sept.1876,
pp0380.381. ,

W. Henley, "Ballade of a Toyokunml Colour Print", Bric N Brec, 1877-
1888, from Poeps by W,E,fenley, London, 1919.

For oyes' poems see Collected Poexs, Alfred Noyes, Lomdon, 1920,
"The Flower of Olde Japan" 18 to be found on p.39, vol.l.

"Kotaka a Samurai's Daughter®, J. Morris, A Japanese Tsle illus.’
treted by Stanley Wood, London, 1885,

*'he Aesthetic Movement and the Cult of Japan®, Robin Spercer,
Catalogye of the Fine Art Soglety , 1972,

*he Aesthetic Movement™ Catalogue, Robin Spencer, Camden Arts
Centre, 1973.

*"The Aeathetic i«bnnent" , Catalogue, p.67, 111ustratea it.
Ibid, p.108, 1llustrated.

One was published in "The World of Gilbert ard Sullivan®,
L. failey London I973, .

"The Diaries of John Ruskin",Ssiected & »dited by .aoan Ivare and
John.Novar€ . Whitehouse, Oxford, 1959, p.l003, Sapt. 25, 1881,

"The Art Teaching of Jobn Ruskin®, W. G. (hllingwood, Rivingtons,
LOﬂOn, 1900, p.122. .

Auvdsley G.A, and J.L.Bowes, "Keramic Art of Japan", folio edition
in 7 parts 187521877, 2 vol.ed, 1879, smll ed. 1881, London. 4
French tvo volume ed, treapslated by Racinet and Louisy published
1877-1880.

Lullley, "The Ormmental Arts of Japan" with illustretions in the
text and plates, 74 of which are in colour and gold, rolio, London
1882.1885. .
There are nine sectiors; Drawing and Painting, m:roidm,_ Textile.
Fabrics, Lacquer, Incrusted Work, Metal. Work, Cloisonne emnel,
Modelling, Heraldry.

Audsley published several catalogues of private collections,
design books & eto., for instame "The Art Carvings of Japan wood
and i{vory", with M. Tomkinson, London 1887.

Bis last wrk, "Gm of Japanese Art' was published in 1913. Boves

' published "Japanese Marks and Seals", London 1881, and "Cloisonne

62y,

63,
.

Emmels®, London, 1885, and was varkinc on a large book on leanoao
lacquer at the time of his death, v

See the previous chapter for a discussion of 'Liverpool Art clnb"
and the 1872 exhidition,

Lecture 1872, op oi%, p.4.

“Avdsley "Keremio Art" imtroduction, p.XLV. =




ke e T S

72,

73.
74,
- 75

83.

Lecture, 1872’ p-15.

Burty, writing under the title "Fii;o Art", in The Acedemy, Aug.21,
1875. . ' _

"Orpamental Outlines* W. ard G.A.Audsley, Batsford, London, 1881.
J.L.Bovea "Japanese Marks and Seals", London, 188l.

Auvdsley, "Ormmental Arts of Jepan", pp. 4 and 22 respectively.
These plates are an ocutstanding achievement of technique; 74 of
thew are in colour. The rest are heliographs. The plates of
textiles such &8s Section III, plate 10 of two designs in the Bing
collection are works of art in themselves., Section VII on
"Cloisonne Emamels" contains plates of almost unmiform excellence,
The softer forms of lacquer, ivories and some paintings do not
reprod uce so satisfactorily,

See above,

¥. Anderson, "The Piotorial Arts of Japan" with a brief historical
skoetch of the associated arts, London, 1886,

See above, p.’21for Dresser's career and Journey to Japan.
Dresser, op cit, 167 Jourmal R.S.A., Feb.6, 1674, p.21 ff.
Inid, p.221

Inid, p.24

8ee S. Bury, "Silver designs of Christopher Dresser", Apollo, 1968,
ard S. Duramt, "Christopher Dresser®, exhibition catalogue, 1972.

Dresser, 1882, on cit, p.180. g
With the usual exception of Ruskin,

The first person to present this thesis was Pevsner in "Pioneers

of the Modern mouement." London 1936,

Dresser, op oit, Jourml Soc. Arts, Vol.XIVI, 188, p.1&ff,
Dresser "Architecture ets." op oit, p.319.
Hokusal would appear to be respomsidle for the plates on pp.300-301

of vaves in the style of Korin; p.296 Birds from the "Mangwva® vol,

11; pp.306-307, Cranes by a stream; p.292, Bird from the "Mangwa®,
The other plates are by minor artists,

Aleceock "Japanese Art" Art Jourmal I875 pares]IOIff, 20Iff,333£f
1876,. pares ALFf II3Ff, | , 8od "Art and Art Industries in
Jepan' with 106 11lustrations from the original Japanese drawings,

London, 1878, I will give referemes from the book alone, -

Alooock, 1878, op cit, p.l1
Idid, p.1%. - - .

746

¢
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g8.

90.
9l.
92,
93.

94.

95.
96.

98.
- 99

100,

101.
102,
- 103,
104,

105,

106,

107.

P47 |

p.238 . Alcook quotes from Ruskin's latest work at that tinme
- the "ans of Fiesole" (1877) -~ not from the sources used by the:
earlier writers,

"Nothing can advamo art in any detail of this accursed machine and
devil driven England till she changes her mind in mny things®,

Alcock, op ¢it, p.35.

vid, p.im |

it, p.134 | ’
Did, p.254

Perhaps this 1s derived from Taime,

"Grammar of Japansse Orpament and Design with introduction,
descriptive and amlytic text", by Thomas Cutler, London, 187,

In "Blast® Wyndham Lewis blesses Korin and the wark 'ot other Eastern
artists.

Duret "Voyage en Asie®. Thil is discussed above,
See Burty "Maltres et Petits Miitres®, pp.273-274 and above.

L. Gonse, "I.'Art .Tlpom:la ot son influence sur le gout E\xmpoen"
». VOl IVIII, 1898, p.98 et seq.

. Idﬂﬂo

Zola "Aux Borheur des Dames® IIV, p.440, in Qm_m_u. od.
’. B"mr‘. 1928.

Klnpozutnt, "Bel Al!.", p.36, Comard ed. quoted in Schwartz, gp oit,
pol . .

De Gomsourt Jourpal 1876, Lundi 8 mai,
Bousquet, "L'Art Japomis ", R.D.D., 1877, p.316.
Chesnesu op cit, G,B,A., 1878.

De Gomoourt does not record his attendance in the Jourmal, perhaps
as Schwarts suggested out of jeslousy for Hervilly, though in my
opinlon 1t was out of a desire to avoid a damning comment on the
vork of a friend., Mme, Daudet records the event in her "Souvenirs
autour d'up groupe littereire®, Paris, 1910, p.35.

The play was published in 1876 by Lemerre of Paris.

Sohwarts cbserves that this opere when origimlly advertised was
called "The Nikado™ but that this title was eblngod by the cersor
under pressure from Japanese diplommoy,

\xu;m. Marriage iuventory - quoted by Sohwarts on.gits p.43,
e J.

i:- for instanse, "Le Dragon Imparial”, "a Chinesesrovel, 1869, or
¢ "Livre du Jade", 1871, tremslations from Chinese poetry,

e
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108. See Ph.Burty, "Le Salon de 1833", Paris, 1883. Heredia showed his
collection of Japanese art at the 1883 retrospective exhibition
discussed below.

lm. m‘h April, 1882' poLZOO

110. Sabatier 'L'EethStique de.Goncourts", Paris, 1924, p.364, cited by

Schwarts, op ¢ik,
111. Schwarts, Ibld, pp.72-73.

112, T. Geslin "Questions sur 1l'art orie:rbal en ¢emra1 et en pArticnlfer ’
sur L.‘rt du leon", Wi e . g A
701 1' pp.zo'z‘ Pari.. 187 -187

113. The following sre the relevant entries in the De Goncourt Jourmal

B. 24 Oot.,ls'n.

C. Froa Japon, 30 Oct, 1874

D, 16 Oct,, 1875.

E. 17, Pev,1876.

Y. 12 Oct., 1876

G, 4 Mal,1877 and 23 Julllet 1877.

1. 14 June, 1880,
J. 25 Awril 1883,
II3h is quoted from Burty "Japamese Pottery. op cit » 208,

114, See Maurice Tourneux, "Philivpe Burty", G,B,A., 1907, pp.388-402,
115. This is discussed above, see pps, 249 et seq.

116, "La Reépudblique Framoaise® 25 April, 1874, cited in Jacques Letheve,
*Impressionistes et Symbolistes deveant 1& Presse", Paris, 1959,
pp. 64 and 67. The article appeared on the same day as the abusive
article by Louis Leroy in "Charivari®, traditiomslly said to have
given the Impressionists their mme,

117, See Marcel Guerin, "Edgar Germaine Hilaire Degas Letters®, Oxford,
1940 "Letters to Bracquemond and Burty*, pp.37-43.

118, For a reprint of these articles see Venturi "Archives de L'Impress- °
ionnisme, Pparis 1938, pp.287-196, and Lethéve, op ¢it, pps. 75,87, .
102, 106 125, 195, 280.

I have not been able to consult Burty's novel "Grave Imprudence",
Paris, 1880, which resounts the history of Impressionism as Burty
knew it, although this way provide & positive link betveen Burty's

Japonisme and his defence of Impreesionisn,

119, See above, p. 98,

120, See "Remmissance Littereire et Artietique®, vol.l, 1872, p.60.
Burty wvas attrected to England in that year by the work of Audsley
and Boves; 8ee his review of their "Keramio Art", igademy, Aug.2d,
1875 and above, He must have seen the Siebold collection that the
British Museum acquired in 1869,

121, The date of the event is problematical. Burty mentions Mwe . de Soye
in conneotion with it. De Gomsourt olaims that Burty was one of de
Soye's customers, De noow'u classes started in the early 1860's,



’ %
bhovever Burty's great purchases of Japanese prints which he describes !

could pot have taken place be“ore 1869, when he had a small conection ]
on show at the Union des Beaux Arts, , A
Burty only had & smell shov of prints at the 1869 Unlon des Beaux
Arts exhibition, see above. He could have bought little during the
rranco-Prussian War,

122. "La Remaissarce Litt‘rairavot Artistique®, vol.2, 1873, p.4.

RS

123, For Burty's collection of Far Eastern books see E, Leroux and
S. Bing, "Vente de Ph.Burty®, 1891, G.P, Weisberg in his thesis oa
Burty has demonstrated that thon books were bought as they vers
publilhed

12, The seven articles are to be seen on the following pages of "la
Ren, Lit. et Art®, 411 are entitled "Japonisme™.
I, pp.25-26 1872
Iv. p.l%-107, 18’72.
V. pp.1222123, 1872,
vi. ppo3—5, 1873.
VII. pp.51-53p 18730

1125, Gomsourt Jourrmal 19 Janvier 1871
Burty showed De Gomsourt "un rouleau (!) de pointurea japomises de |
plus haut interet, C'est une §tude en plusiers planches, de la .
composition d'un corps apres 1a mort. Clest d'un macabre allemand - .
que je ne croysis pas pouvoir se retrouver dans 1'Art de 1'Extreme :
Orient®,

- 126, The relevent verse of "Une Charogne® is
' "Et la eiel re.gard.li’t la’ carcasse superbe
Coume une fleur s'epanouir

Ia puantexe tatt. gd~forte,que sur l'kerbe
Vous criltes.vous &vanouir,

See"Baudelaire®, ¥, Soarfe, Penguin, 1961, 48,

127, G,P.Weisberg, "Burty® Pb.D. John Mopkins, 1969, claims that Burty
is displaying an obsession vith death similar to that found in
Romntic novels such as "Camille”, and stimulated by the sight of
the many dead and mutilated bodies evident during the Commune, I
disagree strongly vith this simplistic reading of Burty's response
to the imge.

'128. Indd, ppe137-139. | |

13, 8, Blondal, "Histoire des lvtntlih ches tous les peuples et do

.. toutes les Spoques”, Paris Librerie Remouard, 1875, See pp.30-36
for My s comtridbution,

‘ DQ..uvcrpool Art Club estalogue of an exhibition of fans, 1874,

. mos, B5-HA,
Dl;.zl;o mto‘i.n are as followvss :
lpom ' ! "01.1 18750
*Les Foemnes do Qvnt{' ‘ m vol.2, , 1876,
"Patrons de 1a Vie Heureuse I" L'Art, vo1.2 1876,
"Patrovs de 1a Vie Heuwreuwse II LAxt. vol.3. 1877,

*Histoire de 1a Poetesse Ko-Mati® L'Art, vol.2, 1875




132,
133.
134.
135,
136.

q{137
.z158-

139,
140,
141,

142,

143.
144.
145.
146,
147.
148,
149,
© 150,
151,
152,
153,
154,

11858,

156,

157,

"Japonisere Conféerences de M. Burty™, L'Art, 1877, p.116. . L !

"Le Japbn Ancien et Le Japon Moderne", L'Art; 16878,

[

The article is discussed in the chapter on the 1878 exhibition.

o :
Ph. Burty, "La Ceramique Japonaise", Paris, 1886,

See S, Bing, "Artistic Japan",
Vol,II.th. Burty, "Japanese Swords" pp.111-121, : : '
"Japanese Pottery", pp.139-147. ' ’

¢
)("

‘L’lwartz, op Clto, p-72.

The other proposed titles were on Gakoutei, Hiroshige, Korin (his
lacquer work), Ritzouo (his laquer work), Gamboun (carver of

netsuke, etc.s Matzanoa (carver of netsuke), Kawadgi ~ Tomomitche
(ciseleur de gardes de sabre), Yuzen (embroidery), Kenzan (potter).

P Mantz., "L'Expositiox ie;‘Art vaponair." Cazette des Be:ux-Artu
1483 pa e400ff, ,

See De Goncourt, "Cherie", Paris, 1884, preface.

Goncourt Journal, 3 April, 1880,

Edmond and Jules De Gonoourt, "French XVIII century painters",
London, 1948, trans, with an introduction by Robin Ironside, pp.1-2.

De Goncourt, "Maison d'un Artiste", vol.1, pps.203 & 207.

De Goncourt Journal, 11 Juin, 1884,

Ibid, 1876, 11 Janvier.

This suggestion 1s made by Schwartz, op cit., at Severgl péints.

H. Honour "Chinoiserie" makes this mistake. !

Ibid, Lundi, 20 Mai, 1872,

Ibid,., Mercredi, 19 Aout, 1874.

Ibid., 3 Juillet 1876,
Ibid., Mardi, 31 Oct. 1876,

"Maison d'un Artiste", vol.Il.pp.343-345,
bid, 903560

Schwartz, op cit.

See articles in Paria Journal, Aout, 25,26, and Sept 4, 1869,
quoted by Crouzet, "Duranty - Un Méconnu du Realisme", Paris,1964,
Crouzet's work and Tabary, "Duranty", Paris, 1954, are the major
sources for information on Duranty 8 oriticism.

Goncourt Journal, Vendredi, 1°T Mars, 1872, |
|

\

Tabal'y’ OE Oit.. p.158. ) ' | ! L



- 158, Duranty, "La Nouvelle Peinture", a propos du groupe i'artistes qui 75;/ 
expose dans les KaleriesDgrand-ﬁuel,Paris LeDentu, 1876, Rpt.Paris y /
1954 with notes by J. Adhemar. : e

N i ~
- 159, Duranty, "L'kxtreme Orient" Revue d'insemble des Arts Asiatiques a
1'Exposition Universelle", Gazette des Beaux—Arts, 2° periode XVIII
187 Decembre, 1878, pp. 1011=1048, :

159b.Duranty "Japonisme" reprinted in "La Lecture Retrospeétiwc1891. 20
lars.pp.643-649. originally in la Vie Moderne 1¢¥ annéé, 26 Juin,
1879, pe.178. ' .

¢

160, Duret "Lee Peintres Impressionistes', 1877, rpt. Critique d' Avant

GCarde, 18895, pp.64-67.

161, Essay on Monet, 1880, rpt. Critique d'Avant Carde, Tags p.96.

162, Duret, "L' Art Japonais. les livres illustrés - les albums imprimes -
Hokusai", G.B.,A., 1882, y tXXVI, pps.113 and 300,

163, Duret, GC.B.A., 1882, op cit, p.118,
164, Ibid, p.130.
165, Ibid, Pp.300

166, Ibid., p.302.

167+ Duret, Critique d' Avant Garde, p.131ff,

168, Ibid, p.148ff,

169, For Bousquet's articles see B;zyg des Deux Mondes,
"le thedtre av Japem." I5 aout 1874 page 72,
"le J;pon cgntenpe?ain" I5 sept 1877 Lbct 1877,
" De Yeddo 3 Paris,” Dec IB77 page T2I I Jan I8
I5 jan 1E77 pare 310, ’ ' ' v 17 page 16
"La commcrce de la Chine et du Japon,” juilliet 1878
Other i?ticlgs are cited passimrin -his thesis.U7 page 04

170. Bousquet, R.D.D. op eit, 1877,pp.288ff,
171. Ibid, p.291. |
172, Ibid, p.309.

173. Ibid, p.312.

174. Ibid, p.315.

©175. Ibid, p.320.

176, Ibid, P.292.

“" 177, Ibia, pe313.

178, "Le Japon Artiste", Paris, 1879, There is a copy of this in the
~ Victoria and Albert Museum Library., "Japonisme", L'Art, 1880,p,286,
vol,1. "L'Art Japonais", L'Art, 1880,p.250, vol.2.
: )
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' 179. "Histoire d'un Dessinateur. comment on apprend iy dessiner", Viollet
‘Le Duc, Paris, 1880, A p

180, Ibid, pp.218-219.  G! Fraipont L‘Album Japonais". Faris, 1879, 2nd
ed. Paria, 1887, 30 plates, .
181, The volume was called “"Ornements du Japon Rehausses de dessfns sur
40 planches en chromolithographs rehaussés d'or et 4' argent. .
One of six volumes of "Encyclopedie des arts décoratifs de 1'Orient"
in six.vols.

182, T. Hayashi "Le Japon I1lustre” apecial edition of Paris Illustre, ,
May 1886 No.45/46.

PART THREE | mxnmxox« FOOTNOTES

183, G. Bousquet, "La Chine et Le Japon a L'Exposition de 1878", Revue
dea Deux Mondes, 1878, Vol XXVIII,pp.556-558,

184, Goncourt Journal, Jeudi, 10 Oct, 1878.

: \
185, Chesneau, "Le Japon a Paris", L'Art Ancien et L'Art Moderme a
L'Exposition Internationale de 1878. op cit, G,B.A,

. 486, E. Bergerat, "Les Chefs d'oeuvre de 1'Exposition Universelle de
' 1878", Paris, 1878, passim, : .

187. Bibliographical note for 1878 exhibitionj
The main sources for this study are:
A. GCazette des Beaux-Arts, "L'Art Ancien et L' Art Moderne a
L'Exposition de 1878", 2 vols. edited by L. Gonse, Paris IG7g,
articles from the G.B.A. including on the Far Eastern appearance;

"Le Japon a Paris", E, Chesneau.
"Revue de 1' Ensemble des Arts Asiatiques", Duranty.
"lLes Laques Japonaises au Trocadero“. Exhrussi.

B, H, Houssaye "La tour du Monde a l‘bxpositlon Universelle"
Revue des Deux Momdes 'I5 juilliet I878 pames 365-383,

- C, “Le Japon Mcien et Le Japon Moderne", Ph, Burty, L'Art, 1578
CvV, p.251.
D, "Le Japon M L*'Exposition Univeraelle de 18787, Deuxieme Partie;
Art, education et renseignement etc., Paris a la Commission
Imperiale'du Japon, 15, Avenue de MatigLon %5, 1878.

Apart from these main sources there are many other minor references
.. " -in the writings of De Goncourt and other Japanese enthusiasts. .
P References will bo giv-n briefly to author or publisher and page.

! g "La Céramique de 1'Extreme Orient", P. Gasnault, G.B.A., 1878,
,agebgoffand other general articlel which touch on the appearance of
“ Eastern art.

] ]

F, "Chafn d'oeuvres de 1' Exponition Univeraelle". E. Bergerat,
Paris, 1878, , .

G “The Illustrated Paris Exhibition of 1878", pub, by the London
Il1lustrated News in Parin, 1878, .

* L}



. 188,
f1é9.
19,

191.

""1'92.

193,
" 194,
195,
196,
j;;.19'7.
198,

E  "L'Album de 1'Exposition de 1878", Glucq, Paris, 1478, this is
an excellent source of photographs,

I.,  "L'Art et L'Indusitrie a 1'Exposition de 1875", C. Blanc, Puris,
1879. _

J.. “Catalogue de l'Exposition Historique du Trocadero", Paris,
1878, ° :

K, .Articles in the Revue des Deux Mondes, 1878,
"Le Commerce de la Chine et du Japon", G. Bousquet, p.84.0p cit!
"Ia Chine et le Japon a l'Exposition Universelle", G. Bousquet,

905560
Bousquet, 'La'Chine et Le Japon", p.558.

Duranty, G.B.A., P.536. im "L'Art anciem et 1'Art Moderne."
‘ Gonse ed raris I878 op cit,
Boussaye, R.D.D.y Pe373.

Gonse, "Coup d'oeil a Vol d'oiaeau sur l'Exposition Universelle",
G. B.‘o. 1878, p-60 )

P, Sédille "L'Architecture au Trocadéro",u.B.kg,p‘256. in
in "L Art Ancien et 1'Art Moderne,"” Gonse ed raris =~ °

L. Gonse, G.B.A., Op cit, p.11. I876 Op oit

For Robert Hart's activities, see Marina Warner; "The Dragon Empress",
London, 1972, p.83 and pasaim.

P, s;dillg""L'Arohitecturb au Champs du Mars", G.B.A.,p 233
in u#1,'Art Amcien et 1'Art Moderne,~ Gonse ed raris Igzecit
P Sg§dille, "L'Architecture du Trocadéro", C.B. G.B.A.y 3, 247¢F
in "L'Art Ancien et 1'Art inoderne." Gonse ed raris IB878
G, Bousquet, R.D.D., po558- - op cit.

Doulnsu Maritines Impériales III Série Géneral No. 5. Catalogue
Special de 1a Collection Exposée au Palais _du Champs de Mars,
Expoaition Universelle, Paris, 1878, Publie par ordre du Directeur

" - Gerleral des Douanes .,

" 202'.
| 293_

© The officials responsiblo in China were;
" G, GClover (Shanghai), G, Detring (Chefoo), 'R. Bredon (Canton)

The assembly of the exhibition in Paris was supervised by the same;

- Ge. Glover with J. D, Campbell, A, Novion and C. Jamieson,
"nouuquae. R.D.D. 559

h xnonasayo. R:D.D., p.}73.‘ | I 'z
01, -

De GOnoouxt. Journal. July. 1878,

Bounquet. B.D Do’ P-559o

c Blang in "Les Beaux Arts & I'Exposition de 1878", Paria, chez
- Renouard, 1 vol,1878,

This passage was quoted in ironic l:tiafaction by Burty in L'Art,
-He had quarrelled with Blanc in the early 1870's, pantly as a
result of his involvement with Japanese art and resigned from the G.B.A.
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. 205.
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207.
208.
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210,

211,

212,

; 213,
214,
" 215,

1216,

218,
219,

220,

221,

i222-

223,

S
Cheaneau,‘g;g;g., p.}96.- |
P, Gasnault, G.B.A., P.488.
H. Houssaye, R. R.D.D., p:373.
De Goncourt. op cit., Do 351. | ' . ‘ L
Dresser, _2_211., Pe347,
Bousquet, R.D.D.y pe347. o ¢ Y

Maeda, "Lea Laques du Japon", Revue Scientifique de la France et

A tray or stand on legs acquiréd in 1877 shows a series of storks
above waves in a crude blue and white,

4 Ephrussi, "“Les Laquea Japonais au Trocadero"
Gazette des Beaux Arts 1870pages 954-968,

Ibid, p.502.
Casnault, op cit., p.470.

The dates of the three occasions are recorded in Concourt's Journals
31 Oct. 1878. Dinner at Matzugata's.

6 Nov., 1878, Dinner at Charpentier's.

28 Nov, 1878, Dinner at Burty's.

De Goncourt "™aison d'un Artiste’ Vol.II.356-359.

For these lectures see "Conferences au Palais du Trocadéro". Paris,
1878, pe 37 £f, for Trélat's lecture and p.177£ff. for Feer's
lecture. _

¥, Cherbullicz, "La peinture Al‘Expositlon universelle,’

Revue des Deux Mondes I5 acit ;878 pages 858-8562 see page E73.
"An American Palace", by S. G.W, Benjamin, Magazine of Art, 1881,
p.’}'[. :

[

Cheeneuu, G.B.A., op cit., p.392.

All information on this exhibition is in "Catalogue of the Ixhibition
of Chinese and Japanese Art by the Burlington Fine Arts Club",
E. Dillon, London, 1878,

For 1nformation on this exhibition see "Catalogue de l'Exposition
retrospectif de 1l'art japonais aux galerieu Ceorges Petit", L.

Gonse, Paris, 1883, .
The full 1ist of collectors who made loans is as follQJbt ,
Mue, Ssrah Bernhardt , NM.J.M Heredia.
MM, S, Bing ‘ . Alphonse Hirsch
Henxri Bouilhet General Ida
Phillippe Burty Cie Kosho-kaisha, du Japon
Mme, Louis Cahen MM, Lansyer "

M., le ocomte Abraham Camondo, Mitsui, du Japon
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N

M. le comte Isaac Camondo. MM,E.~L.Montefiore
. M. le comte Nissim Camondo. De Nittis =
~ MM. Deudon , Georges letit
Theodore Duret ‘  Antonin Proust
Charles Ephrussi . BEdmond Taigny
Louis Gonse o ) + Georges Vibert ‘
C harles Haviland o Wakai, du Japon

224.
225.
226,

227,

Gonse, catalogue, op cit, p.487.
¢

See Swann, "Art and Architecture of Japan", Pelican, p.42 passim,
Paul Mantz, "L'Exposition de 1'Art Japbnais", G.B.A., 1883, page 400ff

See “The Japanese Village" Illustrated London News, Feb,21, 1885,
and

~ Buhicrosan (Otakesan) Japan Past and Present, London, 1886.
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tro ullbbi’)n to Section 4.

In

y, Huysmans, Salon de 1879. ‘- 3! aimerals mieux toutes les chambres
do 1'lxposition taplssees des chromes de Chéret ou de ces

q¢rV%111€UoGB feuilles du uapon qui valert un franc la piece, i

plutot qup de les voir tachetées ainsi par un amas de choses '
tristes.’

- Seel"L'Art Modern", Paris 1929 oA page 195,

o6
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FOOTHOTIS -~  MANET

J.K.Huysmans “Salon de 1830", reprinted in L'Art loderne, quoted
here from Huysmana, Oeuvres Complétes, Vol. Vi, L'4Art Moderne, luris
1929 - Ed. G. Cres et Cie, N

This process of recognition of Japanese elements within Manet's

_paintings had been going on in asides in various "Salons" and

exhibition reviews. The first I know of is the 1872 review of Jules
Claretie who commented on the "Kearsage and Alabama" .as tco Japan- ¢
ese in style, Huysmans himself praised Manet's barrowingz from
Japanese art in his 1879 Salon, as we shall see. See Jules Claretie,

“Li'Art xr”ﬁ¢413 em LBf{2,” im "Peintres et Sculpteurs Contemporaips®
Tabarant quotes from the inventory on p.106, . (raris 1882,)

The Chinese screen was in Manet's studio but many other items were
at his mother's home and some of his work at other places, It may

be that Manet had -once owned Japanese prints but had given them away.
T. Duret, '"Manet and the French Impressionists", trans, J.E,

Crawford Flitch, London, 1912, p,102, The original French addition
wag printed in 1902, :

See above, sections on Duret and Cernuschi, Duret as critic, and on
the 1883 exhibition,

Orienti No.131,

Orienti No.192,

Orienti No.229.

Orienti No.320,

It is tempting to identify it with the Chinese screen of the inven-
tory of Manet's studio but no "Chinese" screen would have such an
open composition - it would have been a series of repe:ted motifs
covering the whole of the screen.

For instance see De Leiris in "The Drawings of Edward Manet".op cit.

Orienti No.,121.

"Courthion op cit., p.102.

The quotation is from the second verse of the poem;

"Les soirs 111uminé§ par l'ardeur de charbon

Et les soirs au balcon, voiles de vapeurs roses

Que ton sein m'était doux! que ton coeur m'était bon!
Nous avons dit souvent d'imperissables choses

Les soirs illuminés par l'ardeur Gu charbon,”

»

See Hamilton "Manet and his Critics", p.129, 1869, ff.

Orienti No.s180 and 268 respectively.
i uoted by Richardson "Manet,” Londom and New York 1958,
‘ page 162, . from La Renaiesance lLittéraire et

Artistique, Nov,2 1872, Presumably the date or 1873 15 the date of
the first exhibition of the paintlng.
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:, 28,
(29.
’ ‘, 50.

51,

32.

This sugestion_ is made in passing by Sandblad and gthers.

guerin "L’ Oemvre Gravé ée Manet.” Paris I944 rev1sed J.C.
Farris Noew YorkKIQ7O shows. the quantity ant variety of Manet's
work increases dramatically after 10667.

.

This is discussed earlier in this thesis. The bas de page illus-
trations and Hiroshige print are illustrnted. nos, 28 & 29 |,

. Guerin Cat.No.74, a watercolour study for this print, De Leiria

Cat.No.227 shows considerable Japanese influence.

Hiroshige, Hokusai and Yuniyoshi all designed famous prints of cats.
(The Kuniyoshi prints are illustrated in Robinson, "Kuniyoshi",
Plates 52, 53 and 54). All these could have been seen by Vanet and
he would have assumed that they were all by Hokusai.

Adelina's book is J. Adelina, "Le Chat d'apres les Japonais", illus.
with lithographs by the author, louen, 1893,

Guerin, 53. .

De Leiris Cat.No.226, No.225, "Chat sous un Chaise", a brush drawing
and Nos.228,229,230 and 231 show some interest in Oriental drawing
methods.

Ibid. N090552 and 553.
A
Cuerin, op cit., No.52.

For instance, the brushwork for the design of birds on the jardiniere
clearly reflects the liberated brush which as I have shown above was
"invented" by Manet under the stimulus of Far Eastern art. The
composition of the work as a whole can be seen as derived from
Japanese prints in that the central figure is allowed a flat,
spatially indeterminate position on an imaginary area forward from
the picture plane and all the other elements of the composition are
arranged "decoratively" around him, rather than in any form of
spatial logic -~ note for instance the Arab sword in the lower left.
It is interesting to see how difficult Manet found it to fit the
"three dimensional” still life of the meal into this composition.
Japanese artists encountered similar problems with small intricate
areas three-dimensional which were essential to their human signi-
ficance of their work, notably in Surimono's. Manet's attitude to
still life was gradually altered by the Japanese example.,

Not six as declared by Tabarant and others, See Orienti 126 A, B,
1274, B, 128, 129 and 130.

Ibid‘ N°o1300

Hillier, "Hokueai" figs. 56 and 57
Steﬁart.'oE cit, Plate 18,
See abbve. Section One.

The exception to this is DBoudin who 1nfluenced Yanet indirectly
and affected lMonet directly.

. e L]
De Leiris igmores ‘the significance of the Jaranese example in his
catalogue and als» in his carlier articles. tee " anet: Sur la
i'lage de Boulogne", G.B,A.,I96T, .53,



33

34

55
36
37.

37B.
38,

39.

" 40.

L s

41, |
: Forte, 61, Rue Lafayette (1874).

42,

43,

45.

“47.

- 48,

‘and lifeless before the onset of enigmatic modemmist attztuaes ani

_its personification the waven, I make this rather nalve sugrestion

c -
De Leiria, 21t.%0,200, (f57

The comparisons may bte maue using e Leiris' illuntrations = Cat,
No. 250 and 49.

G.B.Aey 1969' p-56.

Orienti 126A and B,

Cem

See Adrian Stokes, "The Future and Art", in A Game that must be Loat,
collected papers,Cheadle Hulme, Cheshlre, 1973, p.155. ¢
Stokes quotes from an uncited lecture by Andrew Forge on this prob-
lem, linking the new openneﬁSof subject matter to ouchanps Ready
Mades and contemporary pérformance art.

See Duret G.B.A. 1882, op cit, p.309.

Gué}in, No.58, The comparison is made in Ives' "The Great Wwave",
New York, 1974, and elsewhere. In this comparison as in most of
those which her book consists Ives makes the same superficial and
approximate analogies that have marred all previous works on the
Japanese influence on nineteenth century western art,

See Stewart, op cit, Plate 10, for the Bhono Station,

See J Claretie, "L'Art Francais en 1872", trans. and quoted by
Hamilton, op cit, p.157.

Guerin 63 A-C, Gros, "ILa Fleuve" was published by Librarie de 1'Eau

See illus.No.25, Section One.

Ldgar Allen Poe,_"Le Corbeau", trans.S. Mallarmé, laria, Lesclide,
1875.

For Kyosai see above p.341Many of Kyosai's crows are reproduced in

J. Conder nPaintiyegs and studies by Kawanabe Kyocai" Tokyo and

Lorndon
One may observe many of the nineteenth century accounts ofI gginese

brush technique choose to describe the .painting of a bird as the
archetype of Japanese style, Bousquet, Veron and Dresser all do so.

Gﬁé;in. No;84 - Pfoofs in the Burty Coliection are dated Jaﬁbier
1879, in Burty's own hand. '

Cuerin No.86 A,

E.A.Poe, "The Raven" quoted from "The Poems of i’dzar Allen Poe”,
London, 1907,

To push this observation further one may note that the enigmatic
Raven perches on the "pallid"™ bust of Pallas, Classicism grows pale
that Manet may have seen the Raven as symbolic of his' own artistic
and human predicament as no doubt did Baudelaire an¢ Mallarmé.

with modernity one must hnve melancholy anc enigma. Hence the
"modern" Far tastern style iu chosen to represent tniz dilemma and

with some hesitation bu* alsec in the convigtion tgnt artists




968
‘"select” their imagery on :many levels simultaneou.ly and in many
ways that can and should be explored, not just on the formnl level,

49. Two of these aré illustrated in Baudelaire; "The lainter of Modern
1ife'", trans, Mayne, 1'lates 34 and 35.

50, Ibid, p.96 , "Further Notes on ldgar Poe". I have discussed in

- oection Ope the relation of Near and Far kast in Manet's and

Baudelaire's notion of modermity, especially in reference to the
metamorrhosis of Olympia from an Arabian to a Japanese lady, ,

51. I have consulted copy No.7 of the third editicn "L'Aprés Midi d'un
Faun® Eclogue par Stephane Mallarmé, nouvelle €dition avec Frontis-
piece, ex libris; flevrons et cul de lampe par Manet, Paris, 1887.
See also T, Munro, "Afternoon of the Faun", Journal of Aestretics
and Art Critics, X, 1951, p.95 et seq.

52. This was pointed out by A.Coffin Hanscn in her review of De Leiris'
artiocle, op cit., in Art Bulletin, 1971 vpascs U42-547, .

53, Alcock, "Capital of the Tycoon", Chap.XII, p.254.

54, S. Mallarme “Correspondance", Vol,II,1871 - 1885, Recueillie etc.,
par Henri Mondor et Lloyd James Austin, Callimard, 1965, p.119.

55, See "Documents Mallarme I", presente par Carl Paul Parbier, Libraire
Nizet, Paris, 1968, p.59 ff. .

56. See also Jean C, Harris, "A Little known essay on Manet by Stephane.
Mallarm/" The Art Bulletin, Dec,1964,Vol.XLVI,No,4,pp.559-563,

Opinions vary about the authenticity of the translations since
‘Robinson.the presumed translator, wrote 'la frangaise p énible". '
Mondot, op cit, p.29, questions the accuracy of ghe translation, C
Barbier, on the other hand, suggests that Robinson employed a '
translator and that his letter to Mallarme in which he appears to

state that he has done the work himself is another example of his i
bad French. I agzee with Barbier since the translation is quite lucid.
Barbier,"™allarmé", pps.85-86. |

57, De Goncourt "Maison d'un Artiste", quoted above, Pe

58, See Seotion Three passim,

59, Barbier, "Mallarmé“, p.69.

60. See Herbert Read, op cit and passim ,  Read's discussion of
Chinesa art theory in the content of twentieth century art underlines
my thesis that the Far Eastern example had a fundamental role in the

growth of Modern Art and Aesthetics borne out once more in Read's
discussion of the role of hand and eye in the creation of an image,

61, See C Greenberg "Art and Culture", Toronto, 1961 pe37ff. "The
Later Monet" ' .

62, Barbier, o ci s Po 77. It issignificant that Mallarmé identifies
the creation of instantaneous images by the painter with the Far
Eastern example and not with photography, which he fiails to mention,

63, Orienti XNos. 173,174,175,176,177 and 178,



64.
65.
6.

67.
68,
69.
70.

.

72.
13.

74.
75

Ibid, 197a.

Ibid, 197.

P, Mantz in "Le Temps", 1875, trans., and quoted by th. Courthlon.
"tanet." New lork 1963, pige II6

Orienti 194.

Huysmans "Salon de 1879", in Oeuvres Compl;tes, pe46.

Orienti No.229.

HumSert, “Le Japon‘ILanstré" op cit,

Orienti No.234-246. One of these, "The Tub", Orienti No.242, is well
reproduced as Plate 17 in K. Martin's "Manet",

De Leiris ®t.No,521.

A, Coffin Hanson’ "Drawings of Edouard Manet by A. de Leiris" review,
Art Bulletin.p 54%,.0pcit,

For insﬁance de Leiris 550 and 551,

Many Japanese prints and paintings based on Korin's work were
published into the nineteenth century. I have discussed the sale of
one such set of lacquer designs by the Sichels in Paris, in Section
Three of this thesis.
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FOOTNOTES - FAR LASTERN EXAM:|E

I have in mind the "naive" acceptance of the orthodox critical view-
point of Impressionism 'by A. Hauser "The Social History of Arti",
Vol,1V, "Naturalism, Impressionism, The Film Age", pps.196-167,
contains the crucial argument. Hauser accepts thc view that
"Impressionism" was essentially the last stage in the progress of
representational decay, the loss of ccnviction in Western art,
parallelling, in his view, a crisis in Western and particularly
French social confidence after 1871, I find this view very limiting,
The relationship of an art to the society in whick it occurs is not
consistently reflexive., Nor was aestheticism, which like Impress-
jonism, Hauser regards as a falling away frcm naturalism, a means

of running for shelter from the harsh facts of life. On the

contrary they were in many respects means of recorstructing the
unity of human experience. For example Hauser seems unaware that
Huysmans regarded "A Rebours" at least in part ss a comment on

those who failed to perceive this attempt at the heart of these
movements and worked instead by controlling their environment alone. '

See above, Section Oné, P. 96

Journal of Aesthetics, Spring 1941, Vol.1, No.1, pp.34-45.
Mallarmé, op cit, 1876, p.T6.

Duref, "Les Peintres Frangais en 1867", Paris, 1867, p.23.

J. Laf%rge "On Japanese Art" quoted from Pumpelly, op cit., For a
full discussion of this, see above, Section III, p, 378

See above Section III, chapter on "Committed Critics" and also
sections on Dresser, Alcock, etc,

Je Lethéve, op cit, 1999.
Ph. Burty, "Exposition de la Societe anonyme des artistes", la aJ4JL

République Francaise, 25 Avril, 1874, quoted in Catalogue Centenmfade.
de 1'Impressionisme, Paris, 1974, p.261.

Armand Silvestre, Preface de "Galerie Durand Ruel Recuiel des

" Estampea", Paris, Irand Ruel, 1873,

- . arre.
J. Castagnary, "Le Siecle", 29 Avril, 1874, quoted in Centenufipge
de 1'Impressionisme, p.265.

Goncourt Journal, Avril 1884 - for discussion of this passagé see
Section Three on De Goncourt,

See above, Section Three, p.502 for a discussion of this point,

H. Houssaye, "Salons", R.D.D., 1882, quoted in Richardson, op cit,
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FUCTROTFS -  DEGAUS

J. Meier~Graefe "Degasf, London 1923, p.65,

Quoted by (abanne "Degas" op cit, pps.45-46, From G. Moore and a
letter by Degas. "

Meler-Graefe "Degas" op cit, p.65.

Collection E. Degas Sale,Paris,Nov. 6, 7, nos.324, 325,326,326

‘respectively,

Sale 'No.328.

M. Guerin “Degas Lettres", Paris, 1931, p.151. letter received
at Angouleme 29 April, 1890, : a
’ *»

G.Moore "ImpféssionéAand Opinions'. op cit, Degns, p.223,
Nos., 328,729 respectively.

Nos. 330,331 respectively.

No.332. |

See Degaa sale 15, 16, 1518, No. 160.

and .
§kberv Baverkenp Begemann * Sterling and Francine Clark Art

. Instifute - DTawings from the Clark Art Institute, New 1964, Vol.2,

Plat{e ,22‘7. '_'v. | 2

I owe this informgtion to J. Kloner "Japanese Influence -in the work
of Manet and Gau n", Pk.D. Thesis 1968.

Howevar Kloner doea not follow up the implications of his discovery.

Guéiin’"negae Lettrea®, op cit, p.168, letter CLXIV,
See T. Shinoda ”Degaa‘ Uki-yo-e" op cit, and

S; Wichmann "World ures and Modern Art" op cit, passim which
presents many of the visual analogies made by earlier studies.

See George Moore "Impressions and Opinions" op cit, Dlegas,p.232.

" For Huysmans' treatment of‘the Japanese attitude to the nude see

below, chapter on Japanese\art and Fantasy,
G. Moore, op cit."Degas", pp.219-220.

See Ingres. " Jupiter and Semele," where he does this.

See Moore, op cit, éssay on Degas,

Huysmans "L'Art Moderne", Oﬁ cit. '
"L'Expoaitgon des Indépendants en- 1880" . .

“L'Exposition des Indépendusts en 1881", ‘
The moast extended Mar¥ist treatment is in Max Raphael "The Demands
?; Axrt", London. I968.

his essay on an angraying of a female nude by Degas. However, sce
also llauser “Social Higtory of Art"™ Volume IV op cite., Pe197
vhere the unbalancing oI the human centre of interest’in a Degas is
compared to the same attempt at occidentalism in Chekhov's Short

Stories and yplays,

w»
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Le Moisne 146. The ballet la oource was firat produced in November,

1866.

E. Zola "Mon Salon", LiEvenement 1llu°tro 9 Juin 1868 quoied in
Venturi "ArchlveadolﬂmpreSS1oARsme", Paris 1939 pace.276
For a colour reproduction see F, Russoli "L'Opera Completa di Degan™
Milano 1970, Tav.IX.

Lemoisne No, 186,

See above discussion of E. Fonblanque, pape 83,
and appendix E .

For the Osaka school see

For examples, see Stewart op cit, plate 34 no.1, Toyaharu "View of
dramatic performance at the three theatres" plate 37 No.1,
Hiroshige "Theatre interior, scene from Sgra Brother's revenge",
and Hillier "Hokusai" op cit, plate 29, Hokusai "Interieur of a
theatre" signed Shunro 1794, which is the most convincing example
easily available,

Bing published a theatre print as Plate B.E.C. of Artistic Japan,

op cit.

It is natural to react to this suggestion by searching for Western
parallels to Degas' work. Degas was found to own many Daumier
prints on his death but I find it hard to accept the assertion

that Daumier was responsible for Degas' conception of the workof art
as incidental to the audience.

Daumier's work was satirical, it required a direct relation to an
audience, its psychology was gross, based on caricatured stereotypes. °
wWhile Daumier portrayed "audiences" they remain essentially the
*gubject"” of his work in the traditional sense,

A. Scha r{ "Art and.Photography" op cit, note 57, reproduces a photo

by Disdere showing the legs only of all the dancers at the Opera,
made in the 1860's,

Lemoisne nos,294 and 391,

Reproduced in L. Browse "Degaa Dancers"; Lemdon (949,
Plates 6, 6a, 7.

For inatance 1n Noh Dféma and even in Kabuki to some extent,

‘dramatic "highpoxnts" remain unstressed compared to theatre in the

west.

See Shinoda op cit, 1llus, 71,72. The Hokusai is roproduced in _
Hillier, ‘'Hokusai', op cit., illus 26, The Degas is reproduced in
colour as plate 9 in D, Cooper "Pasiels by Edgar Desas", New York,
1960.

Lemoinna 477, 478, 478 bis, See al80 "Chantcusesde Cafell
Lemoisne 504-50%,

See for instance a work by Hirosada of 1840

“An actor as O te no O-Roku", in Leighton, op cit, plate I,16, in

which one hand grasps a vertical beam represented as a series of

vertical stripes,
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32. Lemoi1sne 405, reproduced in colour in Russoli tav., XAil.

" 30B. Chesneau G.B.A. 1378, op cit, p.3u(.
'55, For the social and organisational aspects of the ballet see L. Browse, f
"wpagas vancers" cp cit, chapters on Degas and the Ballet, ‘page 46,

and Degas and the Opera, page 65.

The ballet’'attracted hordes of young children pushed by their mothers

“ into its school, They went through many years of arduous work and
examinations before joining the chorus, "Les Rats" as they were ¢’
called were subject to considerabdle exp101tatlon arnd open to moral
danger. Degas is said to have been very friendly with the "Rats"
who ¢alled him " Papa *,

34, The device is discussed in the essay on the fashionable and
travellers to Japan, below p, 718.

" 35.. Lemoisne 430. .

fjg;n Reproduced in World Cultures and Modern Art, No,808.
?31;: Lemoisne numbers 341,396.

?33;}{uasor~exam910° are Lemoiene 399, 625, 820, 905.

. 39. Lemoisne 924.

%" . The vertical bar persists in Degas' work to the end of his life.
lﬁ‘ . Shinoda cites an example in a drawing 1900-1905, op cit, illus,32,
‘O. Baproduced in nrowse~P1ate 10, the drawing is in the Fogg Museum,

Cambridge, U S.A. o
.\: o ' .
41. Lemoisne No.409 -a good colour reproduction can be found in D Cooper. Y

b '1 ‘"Pa"t?l by vegas Y London no date, i

\&2.' See above, pps.471,8& for Burty and illustration No. 90k for a
‘~ ¥¢ Sumi-ye in his collection, See page 54 for references to movement,

Mj.';_,fSee above page 161
' and Illus. no., l4a. .

;‘4Jf Bee Gonse "L'Art Japonaia" 1883, Tbme 1, page 271, and plate VI ‘ 'i
&:{f opposite paga 286, . k

! 5 Raprodnoed in Brcuce. op §it, plate 243.
‘46. The suggeation is made by Aaron Scha rf. Art and }hotography,
“t op gi y pages 202-205.

463. Huyanana “L'Expoeition des Independants en 1881", L'Art loderne,
og cit. p.248,

wl?. Qnoted 1n Lemcisne og ;t, p.117.

48aA 7.8, Eliot "Burnt Norton,II, Four Quartets" qucted from "Collected
Poems 1909-1962". rourth ea.lordon 1968. kliot was ¢ course
berrowing from Far Zastern rhilosophy for hic metaphor,

49. Desaus quoted by George Moore ob cit, p.236, ° ‘

iéﬁk* | . o
N T _ "



50, Duranty, "la Nouvelle Peinture"”, op cit. for a discuusion of
Duranty's writing on Far Iastern art see above, p. 502

51, Duranty, op cit, page 52.
52, ©See below, pe. 681
53. Duranty, op cit, p.40.

54, OSee ‘Reff. "The pictures within Degas' pictures", op cit
and asaociated discussion, _ ’ °it, plate 41, ¢

5. Duranty op cit, page 44.
¢ 56, Duranty op cit, page 45.
/57. Lemoisne, no.320.
. 58. Lemoisne no.410,

59, For a comparison, see Michener "Hokusai's MangQa" late 11. et
. men lifting bdails, ' P » showing

60, Duranty “Le peintre Louls Martin" quoted in the 1946 ediii
"1,a Nouvelle Peinture" page 43. 945 ition of

€1, See for instance Lemoisne No.681, dated 1882,

5562. See Lemoisne No.324 and Reff"The pictures within Degas' pictures"
pages 150-153. | '

5:6ﬁ. For an example see World Cultures and Modern Art cit, illus 74

. op « 142,74
- in which the pose of a ballerina is compared to éne of tﬁe butter-~ ?
fly dance drawings from the Mangwa. Shinoda offers more examples, -

1;64' Lemoisne No.376.

- 6%, One was reproduced as no.55 in Migeon’"Chef.d'oeuvres d'art Japonaics"
' in 1905, It was in the de Havilland collection and may protably
have been in Paris for some time.

. 66, See below, p. T76. ;‘ . : ' y
‘67. Lemoisne No.845, Shinoda 1llus.61 and 62.‘ | ;
68, Lemoisne 1011,

- 69, For Degas prints see ”Degaﬂ the complete etchings, lithographs and
. Monotypes", J. Adhemar et F, Cachiny, London,1974. This is number
95 in the Monotype catalogue.

V

70.‘ Adhen;r and Cachin, op cit, regard monotypes as "anti-prints" but
(U)n{dy'trouble themselves a8 to the reason for Degas' usevof this ‘
strange davioo. .

71« The man has a moustache.

2. See Adhémar and Cachin, op cit, Monotypes 85, 103, 104, for examples. '
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T4,
75

76..
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78.

This was },WC“.NM‘\:“ , Guizet! s "pm"““‘i"-"tdcu vl ot arsy ang S

illustration ~o.553um this Thasis.  ~or a comparisen of a Degas
. s X S o o g

Fan with a Hiroshige painting sce Sninnda ilius.9i1/v92.

Lemoisne no.254. .

Lemoisne no.563.

For Degas Sculpture see J. Hewald "Degas works in Sculpture - a
complete catalogue. Phajdon, New York, 1944.

See Lemoisne 1046.

For a good example see Adhgmar et Cachin, plate 200,

Gsg




1,

3.

4.
5
“6e

19,.-

Reproduced in Seitz, "Monet", Daily :xpress, Londony 1560.

Ter

CUTMT s = PONRT

] received this informatien in & letters from . L.Richeba, Conservateur
of the Muszee rarmottan in December, 1974, Uince tnat nime lettery
from myself and {rom rrofessor Hoach have been iymored. Thuse

letters met the official conditions for seeing tno prints which are

in very poor state after having been on display in the house at
GCiverny for many years. I had hoped to research these prints anc

ta apply the general knowledge gained in writing tnis thesis in such

a way as to su/west a date for their acquisition by Monet, 2

The prints constitute a uniquely surviving record of an artist's
collection made in the later nineteenth century. They are therefcre
immensely important in general terms,

M. Elder "Chez Claude Monet a Giverny", Paris, 1924, pps.61-62.
Ge¢ffroy ""Monet sa vie son euevre " Paris.l92; pages 33I-332,
J, Hoschede, "Claude Monet - Ce Mal Connu", Vol.1, p.54. |
See above, p. J313-314

Mirbeau, "La 628 - E&", p.269.

See "Monet at Giverny", text by Claire Joyes, research by Robert
Gordon and Jean Marie Toulgouat, commentary by andrew rorge.

‘London, 1975, pps.72 and 85,

Elder, op cit. pps.63-64.
Reproduced in W. Seitz, "Monet", p.105.

See for instance a print by Eisen of 1830, illustrated in (righton,
op cit, II 30,

Ge#ffroy, op cit, p.59 ff. publishes an interestin: collection of
reviews of Monet's part in this exhibition. [Por the reviews citeu
see pps.71 and 62 respectively.

Bradley Smith op cit, P.247. publishes a print by Uadanide of 1861,
shows kuropeans in Yokohama, in which fans are seern asymmetricall;
on a background wall,

Seg¢ Meier Graefe, "Renoir", Leﬂzig. 1929, p.57.
Reproduced in Seitz, op cit, p.87. For a discussion of these

works done in London, see The Impressionists in London, Cat. Hayw: rd,
G,1973, Manet I 1V,

' See above, pps. 102 and 585.

See illustration no, 10b,
Reproduced in Hayward Gallery 1973, cat. op cit., Nos.‘Q and 3.
See for instance Itation 37, "Miecja Wo Koshi" rep. Stewart, Plate 14.

For a more detailed analysis of this motif see the 83 :v on Manet
above.




24.
25
' 260
2T

" 28,

29.

41,

:éuch as thSée in.Burges' collection illustrated above, No, 13. ‘ f ﬂf1
'See above P 76. ' ‘

~‘Sea above D 508 |
- Armand Silveatre "Preface de Galeries mrand Ruel, Recuiel 4! S
‘Reproduced in '"World Cultures and Modern Art", p.109,

ﬂ;txanaaotiono of the Japan Society of London IV, 1899, pps.244 and 245,

JIde, p.245. .

. similan work is in the Courtauld Institute.

‘Reproduced in Seitz, p.141.

I visited Giverny in 1973, ' : "

%9 -

Illustrated above, no. 2?4c Lection One,

‘Scharf, "Painting and Photography".

L., Leroy in "Le Charivari", 25 Avril, 1874, , .
Reproduced'in Stewart, Plate'28A._

See below for a discussion of Van Gogh's borrowings from Hokusai,
p. 805 and 818, ,

See adove, for a discu331on of the metaphysical aspects of landscape
painting in the 1860's and its relation to the Japanese example, p. 175«

For a discussion of this see H, Adhemar, "Centen#i§l# de L'Impressionisme"™ ;
Paris, 1974, pps.150 and 152, and Rewald, "History of Impressionism",op cit.
pps. 315,316,317, Rewald reproduced the correct painting.

See illustration.

See Hillier, "Hokusai", colour plate VIII, |

See Comte’ de Trevise "Le Pelerinage de Giverny", Revue de L'Art,

1920, p.132. Trévise regrets that he did not have timg/ta stay

to hear Monet "parler du Japon et des trouvailles operees par lui
& une époque méritoire".

1iﬂeproducéd'1n H;'Adhemér, p.154, with a detail on p,157.

‘Estampes”, Paris, Durand Ruel, 1873. Guoted in Venturi "Documents a
d'Impresalon?sme", P.285.

8, Bing "Fugaku San Ju Rokkei or thirty-six views of Fuji"
Por an example see the Arts Council "Monet", 1957, Plate 15a. Another

@haro are some interesting analogies in photographs of Japanese
ﬁandscapes pudblished in the 1880's by Krafft and others and in the
“arawings of Felix Regamey, but neither of these is first hand and
they may be examples of the same kind of meulation of Far Eastern
‘imagery that led to lonet's work. .




42.
43.

44.
45-

NN
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16
See Joyes and Toulgouat, or cit., p.79.

See Musee Marmottan "Monet et ses Amis", nouveiix enrégistrement .,
Paris, 1972, p.18, Illus,144. )

See Joyes and Toulgouat, Op cit.,p.127.

rlder, og'cit.. p.63. lonet made a similar remark to Tré@ise,
op cit.y pe132.
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FOCTNOTES ~ WHISTLEh

. See "The International Society's Whistler Lxhibition", The Studio,

Vol.34, pp.224-236, na author, p,228,

For instance S, Weintraub, "Whistler, a biography", London, 1474,
devotes only a few paragraphs to discussing Japanese influence on
nhistler, -

This information is from the Pennells life of Whistler, Chap.XV,
For Cole's Diary see Pennell, p.169, Jan.6,1876:

J.E.Blanche, "Propos de Peintre *', laris, i9I3j, p.61.

Blanche, ibid, p.62. -

See above, p. 147.

See Mortimer Menpes, "Whistler aagI knew him", London, 1904, P+24.
)

Menpes' career and his relations with Whistler are discussed below,
p. T48ff.

.Menpes, op cit, p.20,

This is not the screen which the Pennefls believed Whistler to have
painted for Leyland but kept in his studios, showing Battersea
Bridge, Chelsea Church and a bright moon. Pennell op cit.,Vol.1,
p.138. '

i.,e. Sandblad “"Whistler's Japonisme”, Sutton, "Whistler", Weintraub, -

"Whistler".
Menpes; op cit, p.53.
See above, p. 139 pasaig.

The full list of the B.M. prints is as follows:-

Kiyonaga, "Shinagawa Bay - the fourth month of thre series of
Twelve Months" published in 1784 (a diptych)
"A young lord with his nurse and two servants"
"Joruri Hime serenaded by Ushikawa(centre and right
panels of a triptych).

Utamaro "The beach at Enoshima" ' ‘

Anonymous in the style of &henso "Girls at home on a winter's lay”
Eisho "Portrait of a girl holding a fan" _
Gotote Kunisada "Actor in Character" dated 1812.

The Clasgow University prints are as follows:-

Shuncho "A Spring Quting" ¢,1790 (Three sheets of a triptych, cach
) 367 x 250).
Kyonaga "A Group of Ladies and Childre}, c.1785. (Sheet of a triptych
from the series “Fuzoku Adzuma no Nishiki" or
“Manners in Eaatern Brocade" 372 x 242).
"Young Nobleman Hawking with Ladies near Mount Fuji", ¢.1790.
( Sheet of a triptych, 372 x 245).

“Ladies by an Iris Pond" c,1790 (Two sheets of a triptych, eac:

372 x 250)

.

e




16.

.17.

“winter Scene with ladies or. a Balecony and in a GCarcen”, c.1790
(Two sheets of a triptych, each 374 x 250).

“ladies preparing a Picnic” ¢.1790 (Three shects of a triptych,
each 371 x 250)

Follower of Utamaro, "The Courtesan Karakoto and an Attendant", : !
¢.1800 (372 x 235) . |

Toyokuni, "Yedo Ryogoku Suzumi no Dzu" or "Bvening Cooling at.
Ryogokgoku, Yedo", c.1805. (Pentatych, five sheets, each

375 x 250)
Hokusai, '"The Great Pine Trees of Aoyama" c¢.1825, {From the series
"Thirty-0ix Views of Mount Fuji". 257 x 380) ¢

"The Doge's Eye Pass in Kai Province" c,1825. (I'rom the series a
"Thirty-Six Views of Mount Fuji", 257 x 380)

Hiroshige "Shiba-ura no seran" or "Clearing Weather at Shiba-ura",
c.1840., (From the series "Yedo Kinko Hakkei", 217 x 345).

#Cranes and Waves", 1858, (362 x 245). A :

Anonymous "3Street Scene in Mist", ¢.1870. 340 x 247.

The books of prints were:

Shuntosai "Dobra Hosoye Shu" or "Collection ¢f detailed pictures
printed from copper"”, Yedo, Suigetsudo 1857,

Tanaka, Kikuo (editor) "Iroha - Biki Moncho" or "Alphabetical Index
of patterns", Tokyo, Matsuzaki 1881,

Je Sandberg'"Japoniama ahd Whisflér". Burlington Magazine, CVI, 1904,
P.504 .
Basil Gray, "Japonisme and Whistler", B.Mazx.CVII,1965,p.324 ff.

A catalbgue of Blue and White Nankin Porcelain, forming the collection
of Sir Henry Thompson, illustrated by the autotype process from

" drawings by James Whistler and Sir Henry Thompson, London, Ellis

R ‘,17.3.

- 17c

18,

and white, 1878,

Catalogue of the Decorative Porcelain, Cabinets, Paintings and other
works of Art of J.A. McN, Whistler, which will be sold at auction

by Messrs, Sotheby Wilkinaon and Hodge - on Thursday 12th February
1880 and the following day.

The most interesting items in the catalogue:

66, Handsome Japanese screen of 5 folds, with panels of silk
painted with flowers, glazed, and gilt wood frare, L.

67. Pair of dwarf screens, painted with landscapes and figures on
gold grounds, ,

70. Llarge roll of paper painted with Japanese landscape and figures,

71. Pair of Japanese Pictures of raised figures formed of silk
brocade, in gilt frames "Summer and Winter" in extra glass
frames, o :

72. Painting of a Japanese Harbour, with fleet of ships, soldiers
and highly colomred.

73, Picture of Three Ladies, formed of raised brocace framed and
glazed, and a sketch of storks in a landscape.

74, Eighteen Japanese picture books, sketches of landscqpes and
figures, some coloured and 64 loose drawings.

Tha letter is in the Library of Ongress., It is quoted in trans-
lation in Sutton "Nogturne", p.56 and in R.McMullen "Whistler,
Yictorian Outsider", london, 1974, p.147, who takes it from Bénédite,
G.B.A., 1905, fourth article T, XXXIV, p.231ff,

L]



19.

20.

21,
22.

23.
24.
JA?S.
26,

7.

'l 'l

33.

34.

138,

C 37,

G772

23 \ + " ~ ’ - : . ..
uoted by dutton "Nocturre”, p,64, from i« letier in the Library of
Congress., ’

Sutton "Whistler", l'late 44.
I have given my reasons for finaing the proposed models by Haronobu
(sandberg) and Kiyonaga (Gray) as unacceptable, see above.

" Note the detail from this painting-reprcduced in Sutton "Whistler",

p0460 ) . ’
For the "Studio" see above, p. 149,

Quoted in Pennell, op cit., Vol.1, p.148,

Reproduced in Sutton "Whistler" plate 43,

"Symphony in Blue and Pink" is reproduced in Sutton, "Whistlér",
Flate 43. Pennell reproduces various studies for the Projects,
particularly opposite pps.142 and 140 of Vol.1,

Reproduced in Sutton, op cit, plate 41.

For instance Jarves, see above, p.383.

‘See "The Studio", Vol.30, p.20, "Girl and Cherry Blossom" by J,

McNeill Whistler. ‘
Sutton "Whistler", plate 115,

Ibid, plate 49.

For Moore see A.L.Baldry "Albert Moore'", London. .

Many of Moore's other paintings can be related in general terms to
Japanese prints - such as "Quartette" of 1869 and the "ind of the
Story” and the small paintings done in the 1870's and his master-
piece "Reading Aloud". However without more firm evidence of Moore's
interest in Japanese art this would be a pointless exercise,

G H.Boughton, "Reminiscences of “nistler", The Studio, Vol, 30,
1903-4, p.216.

For discussions of asymmetry see above, pps. 53 Leighton
' . - 387 Alcock
422 Audsley
463 Jarves,

See above discussions of Chesneau, Feydesu and Burty.
See Menpes, "Whistler , As I knew him." p.95.

For the story of lrving, see Ibid, pps.75-76. -

There i8 a strange parallel between this story nd Ce:zarne's famcus
"gshirt front". Both seem to spring from the painters® need tw
reconstruct experience in absolute pictorial terms. ‘wnistler
believed that these absolute terms were to be founa in tne art

of the Far kast,




18,

39.

40.
41.
42,
43.
.
45.
46.

4T,
48.

49,
t 50.

;'51.
520
v 83,

54.

55
56,

5T,

58,

59.

See Sutton, "Whistler", plate 51 and the colour repreduction in The

97

3

Studio, Vol.34, 1905, opposite p.224. The vainting was exhidited in =

the Dudley Gallery in 1871. For the frame see Pennell, “Life of‘ .
whistler", opp.p.156.

Aris Coupci} “Whistler”, illus.9, Cat.25, Sandterg, op cit.,.igﬂgrea.
these paintings as they provide a contradiction to his thesis that
Japorisme in Whistler was a short lived enthusiusm,

See ttewart, op cit., plate 28a, No.4. ’
Ibid. Plate 27. N004.

SeelPlate 22 for examples,

See above, passim,

See Illus.

Reproduced in Hillier "Hokusai", colour plate IX.

Sutton "Whistler", blates 64 & 65; see also Arts Council
"Wwhistler" Plate II..

Sutton "Whistler", plate 66.
See S. Wichmann, "The bridge as a motif in Far Eastern and European

painting in the nineteenth century". World Cultures ard Modern Art
p.104, Wichmann suggests "Kyo Bridge" No.76 of the 100 Views of

- Yedo 2s a model though it has the viewpoint it does have the

T-ghaped motif,
No.31 of the 36 Views of Fuji

See T. Pocock, "Chelsea Reach", 1970, illus. opp. p.48. On Cremorne
see W, Wroth "Cremorne and later London Gardens", London, 1907.

Arts Council, "Whistler" illus.No.12, Cremorne Gardens No.2.
id, Plate VI,

See Menpes "Reminiscences of Whistler" The Studio, Vol.29,1903,
p. 246.

See'Menpea “Japan = A Record in Colour", London, 1901, p.668., I
have discussed Menpes' reaction to Kiosai at length below, p.7°°

See Menpes, "Uh;ntlgr As I Knew Him", p.71.

For Menpes! account of his discussion with Whistler on Kiosai's
method, see "Whistler as I Knew Him", p.40ff.

Sutton "whiltlcr”'plate 53 - for the poasibility that Whistler spent

some years on this painting see Sandberg, op cit., appendix
on the dating of "Whistler's Mother",

Arts Council, "Whistler", plate III,
See Bradley Smith, p.137, for such a portrait of the great General

Oda Nobunga. B. Robinson "Kuniyoshi", plate.?3, remroduces a portrait
"Paira No Shigenori® in bdlack, made in 1842,
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~le

,Menpe. ”whiatler as I Knew Him" pps,80,81,
i Aadvr-on “Kioaai” The Studio, p.32.

Mervyn Levy "wnistler Lithograj.s'", a catalosue rassonnce with
an introduction bty Allen Stacey, London, 1975, Ms. 10,71,14,15,
16’17°

' See Menpes "The tudio", Vol, 30.

For a full account of Kiosai's technique see J, Conder, op,cit.”

.

Suttcn "Whistler", plate 56.

ibid, plate 63,

Ivid, plate 92,

Ibid, plate 95.

Pernell, "Whistler", Vol.1, p.222, and p.224.

For a discussion of "Midori No Sato" see chapter on Regamey above.

P, Perriday "The Peacock Room" Architectural Review, CXXV 1959, pps.
., 407-414, is the best account. However even Mr. Ferriday tends to
“. push the Japanese aspects of the Peacock Room to one side.

Tﬁe'Tiﬁes, Feb.15, 1877, quoted by Weintraub, op cit., p.178.

HPonnell ‘Whistler“ p.204.

':Soo nbove 111ustration 8& ( Chinese screen 1867).
: ‘f800~abovs 1llustration "19¢ (Lacquer Peacock 1'ish),:
Q,Soe Audaley and Boves, op cit., p.44.

c.g. Ibid, Plate X.

Illus. in Sutton "Whistler", flg.é
See Whintlar "The Gentle Art of Making Enemies", Chelsea, 1892,
Prologne.. '

Uhiatlar, “Phe Gentle Art", p.6.
Ptnnoll, "Whiatler Journal®, 1921, p.31,.

Tbr reproductiona of the colour lithographs see Levy “Whistler

" ldthographs" op cit, pps.9,13,21,24. .This introduction makes no
reference to the Japanese source of these prints. lMr. Levy confesses.
himself myatified as to why there are so few colour lithographs and
.18 clearly ignorant of their experimental "Japanese" nature.

Pennell "Life", Volume 2, p. 135.

970
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5
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8.

9.

10,

11,

12.
13,

14,
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FOOTNOTES — SALON PATNTenS AND TRAVELLEWS TO JAVAL
Chesneau, G.B.A., 1878
For Carolus Duran see A Alexandre "Carolus Duran®, fevue de 1'Art ’
Ancien et Moderne, 1903, pps.189ff and 289ff,, and J. Clar€tie,
"Peintures et Sculpteurs Contemporain!, 1882. Clarf€tie writing
shortly after’Chesneau makes no reference to Duran's interest in :
Far Eaatern art. ' it
¢ by

For Fortuny see J. Yriarte, "Fortuny", "L'Art", 1875, Vol.

361ff and C, Yriarte "Fortuny", Paris., W. Fol,"Fortuny", G.B.A.
1875, p.268ff and 278ff. Davillier, "Fortuny, Sa Vie et son oeuvre”,
Paris, 1875, :

-An engraving after this work appears both in Fol and in Vriarte's
book - one is reversed. Neither date the original painting, and
Davillier's catalogue does not mention it, though he lists "lLes
Antiquaries" as having been painted-in 1874.

W.Fol, op cit., p.362. I have not-been able to examine the cata-
logue of the sale at Fortuny's studio, 1875. .

Ibid, Dp.362.

The original painting like so many works by Fortuny was in the
Stewart collection which I have not been able to trace.

Now in the B.M. collection, P.D.70, exhibited B.M. 1970.

Reproduced in E.Bargérat "Les Chefs d'oeuvreX d'art.a 1'uxposition
de 1878", as "le Choix du iModele." photogravure nol0 page76,

The catalogue of the Toronto, Tissot exhibition in 1968 identifies
this with a work in a private collection in Cincinatti which .
remains unpublished. See above, Section One. -

Hepro. in Ontario Catalogue 18,

vArtistic Japan", op cit, Plate B.E.C.
See Hillier "Hokusai", Plate I, p.17, "The Lover in the Snow" (179).

For instance a print by Sharaku, "Portraits of the actors Ichikawa
Komazo II as Kameya Chubei and Nakayama Tomisahuro as the courtesan
Umeyawa in a production of Katsuragawa tsuki-no omoide at the Kavarazaki—za
in August, 1794". B.M. No.1909 - 06 - 18 = 55, reproducea in
Crighton,op cit., Plate 141, Crighton states that "These are the -
protagonists of a rather sordid Yoshiwara story. Chubei was in love
with courtesan Umegawa and, to buy her out stole money which was
being sent through the government's courier system. He was forced
into hiding to avoid detection. Overcome by shame the couple

committed suicide, v

For a full liating of the paintings see the Ontario catalogue No.35,
"LtAcrobat® which gives a list of titles with their numbers in both
the

I have not been able to obtain photos of them all and regret in
particular not being able to see "L'Eathétique" - which is in the
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‘Puerto Rico Museum of Art ani wnich would probibly acd 1o one'z
understanding of the fashioniavie position of Jhpanesc frt,

Reproduced in Ontario Catalogue No.39.

'17. Unnumbered plate The Yoshiwara by Utamaro, It should be added that'the

o

i
21,

Nogiw

. ';’220

A
:
¢ 4 B
L.

23.

3.

32,

" his work.

formal conaciousness of spaces of different typecs was part of the
rituals of the Yoshiwa¥a, involving as they did, go between,s tea
parties, and other formal ceremonies, each taking place in a
separate "zone" of the Geisha house selected by the visitor. This

spatial consciousness echoed in the prints probably appealed ‘ ¢

indirectly to those in Paris in need of a similar sense of framing

. for experience. Once again cultural "need" appears to lie behind

formal usage in art,

Ontario catalogue nos, 35 and 38,
Ontario number 76,

Lostalot G.B.A. 1882, op cit, p.452. (lLostalot refers to the hero as
a yo Englishman clearly placing the work in Tissot's English
per1:2§ ' ,

”Regamoy,' Duret and others have given such accounts in the works

diacussed above,

A. Stevens "Impressiona sur'la Peinture", Paris, 1886,

' The English edition was published in 1904 under the title
-7”A Paintor'e philosophy” translated by Ina Maria White,

See abova, page 556 = . and illus. no, 88 Section 4.

Seo J. Adhemar "Baudelazre, Stevens et la Modernlte", G.B.A. 1958,
' page 124 for a discussion of the relationship between Baudelaire,
© Manet and Arthur and Alfred Stevens and the suggestion that

s’Bcudelaire himeelf may have looked to Stevens to become the great
nodern painter.

' ‘Camille Lemonnier "Salon de 1870" reprxnted in "Propos de peintre"
. P&ris. 1874' p0137o

f Lemonnier, ”Propoa de Peintre p.118,

. Inid, o111, .

On aome_occaaione,vas in the dismissal of Stevens oy Roskill, op cit,

they have _misunderstood . ~ the range and nature of

. See for instance CVII "Aﬁ order for a painting is almost enough in
 itself to embitter the artist for it limits his initiative".

Yor these quotations, see Stevens "A Painter's Philosophy", 1904,
pp8.22-23, 1 will not quote further pages Slnce the aphorism number
alone is an adequate location,

"Grasshopper" is here a translation for "fourmi" in tae Frencn

edition -« which 1 would translate "ant".
L]

Yee below, p. 841,
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38.
39

40,

41,

42,
43.

- 44,

45.
46.
a7.

48,

49.
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See above, p.568Both Boucher arnd Montesquiou dincuss this work.
Stevens' Far tastern collection did not arpear in pub]lc exhibitions
nor is it mentioned in books on Japanese art, I have unfortunately
been unable to trace the sale of his property which must have taken
place on his return to Brussels in the 1890°'s, .
See. F. BOUChel', "stevenS", p.29. OP Cit.

See De Goncourt Journal, 13 Mars, 1875,

: [} ol
See C. Lemonnier "Alfred Stevens", G.B.A., 1878, Vol.I, pps.160-162.
for this description. The second half of the article begins on p.335.

Montesquiou, op cit, p.116.

Ibid. N

See above, p. 566.

-

Stevens may have been insuired to this painting by some lessons in
painting which he gave to Sarah Bernhardt soon after 1880,

Montesquiou, op cit, p.104.

For a good comparison see Robinson, op cit., Plate 3, Illus.no.3.-
a print by a pupil of Utamaro showing a scene from The Chiusingura.

See Ph. Burty, "Salon de 1882", p.92, for an 11lustration of this
work. In the same year G. Courtois showed a '"Fantaisie" in which
the model's pose completely belies her Japanese costume, see Ibid,

p.124.
See De Goncourt, Journal, 23 Fevrier, 1878,

See J.De Nittis "Notes et Souvenirs", Paris, 1895, p.14S.

Por examples see F, Gibson, "The Art of Henri Fantin Latour", Loﬁdon.n,i.

Plate XXXIII "Petunias", and Plate XXXIV "Coin de Tatle".

For Buhot see Gustav Bourcard, "Felix Buhot, catalogue de son oeuvre
grave", descriptif avec une preface d'Arsene Mexandre, Paris, 1899,

* and L. Béenédite "The Late Felix Buhot, painter etcher", translated

from the French by Mme. Felix Buhot, New York, No date (original
French edition published 1902). . ,

See G, Bourcard Cat. Nos, 82 and 83.

Ibid' Cat .N0084o

Ibid, Cat. Nos. 11-20, The subjects of the prints were "Titre, Masque
en Bois, Pharmacie en Ivoire, Genie Bronze, Boite a the Porcelaine,
Vase étain Laque, Cavalier Bronze Crapaud Bronze, Barquevde Dai-Ko-
Ku-Bois Ex Libris Papillon et Liberlule".

Ibid. NOossc

Ibid, No.52.

Ibid, No.167. | | .
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See Bénedite, "Buhot", p.14.

Burty Sale Cat.No.874.

The two albums are bound together as V. and A. Nos. b1249—1268 1935 -

and E1269-1279, 1935, pressmark 94.G.25,

See M. Kawbkita, '"Modern Currents in Japanese Art", New York, 1974,
p.}8. ‘

See "The Studio" 1896-7, IX, pps.14-28 and 178-189 and p.245, and

~ J. Conder, "Flower Arrangement in Japan",

L.Gonse "Catalogue de 1'Exposition Rétrospectif de 1'Art Japonais”,
1883, p.487.

See “Catalogue of Mr, East's Exhibition of Pictures of Japan",
The Fine Art Sciety, Bond St., London, 1890, introduction by
Dr, A.J. Junker,

This was shown as No 17 in the exhibition "The Aesthetic Movement
and the Cult of Japan", opeit, . where I saw it.

V. and A, Nos. 393, 1891 and p.21, 1917,

For the full story of Msnpea relationship to Whistler, see
"Whistler as I knew him" by Mortimer Menpes, London, 1904.

Menpes. op cit, p.24.
Fbr Mboro'a challongt. see above, p. 147.

Manpea, pps.20-21.

M. Menpes, "A Personal View of Japanese Art, a Lesson from Kyosai"
Hagazine of Art, 1888 page. 192

See above chapter on Vhintler in this §ection of the thesis,

The relevant book for this thesis is "Japan, a record in colour"
by Mortimer Menpes, transcribed by Dorothy Menpes, published by
Adam Charles Black, London, 1901. Thias book contains much of
Menpes' writings on Japan, expanded from earlier articles.

For a general selection of Menpes' paintings from all over the world
see '"World Pictures™ being a record in colour by Mortimer Menpes,
text by Dorothy Menpes, London.

For instance in "The Aesthetic Movement and The Cult of Japan", _
“op cit. and in “"Four for Whistler" arranged by Tom Pocock for
Michael Parkin, Fine Art Ltd. Mr. Parkin has been helpful with some
information of Menpes and has also confirmed that Mr. Pocock's
acoount of Menpes' Japanese journeys is in error. v

Nanpeo, "Japan', 1961, ppa.}S-AO.

Brinockley later wrote a book on Japanese art "and became a leadina
figure in the gircle of Japaneae enthusiasts in England in the
1890's", | : .
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Menpﬁs “A Anrsonﬁl ViPW o f J“‘&”QSC Art" 1d88. p.195.
A
Menpes "Japan", pps. A4-45.

Menpes, "A Personal Vlew ot Japanese Art, the living art of the
country", M.A., 1888, p.255.

Ibid, p.261. For a long discussion of placing see lMenpes,or cit,
M(‘npes, .MQA.' 1888’ p.521.

See "Catalogue of the Paintings, Drawings and Etchings of Japan .y
Mortimer Menpes," R.B.A. exhibited in London at Messrs, Dowdeswell

and Dowdeswells No,160, New Bond Lt,, W, MDCCC CXXXVIII., “The
Giant Lantern" 1is reproduced opposite p.28 of Merpes 1501, op ci-,

Reproduced in Menpes, ibid, opp. p.126.

lee Aaron Scha rf, "Painting and rhotography", London, 1974, p.248,
and Note 66,

Reproduced in Menpes, ibid, opp. p.148.

Tbid, p.12.

Ibid, p.88.

Menpes, op cit, 1888, M.A.p.257.

Menpes, op cit., 1901, p.137.

For an anonymous review of the 18396 work see "The Studio", Vol.X,
1897, p.165, "™Mortimer Menpes Japanese Drawings'". The reviewer
was probably Charles Holmes., :

See Studio Vol.X., 1897, pps.32-36, and Vol.XII,pps.21-26.

For a fu;l account of his dealings in Japan in 1&.'v cee Menpes
1901, op cit., Chap.X., "Workers". :

See "Mr. Mortimer Menpes" House, an experiment in the applicatior
of Japanese ornament to the decoration of an English House", Stucio,
Vol. 18 1899, p.170. ( please note the imconsistency im " studio"

references results from the differing rystems .dopted by the

publishers in the 1890's vol 18 is also vol XYY 5¢(@,a_dipca‘f
N : ‘ o ) i
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FOUINCTSS - PANTASY

See above, pe. Note 114 - the discussion of the respontd 8 the
Japanese exhibition in 1867,

A. Lang "Some Japanese Bogies", llagazine of Art, 1886, p.15.

For a discussion of Victorian fantasy writing see "Beyond the
Looking Glass", introduction by Leslie Fiedler and the essay

"Notes on the Fairy Faith" by Jonathan Cott. The book contains ’
many reprints of illustrated fantasy tales, including Ruskin® s

" The King of the Golden River",

A, Lang "Some Japanese Bogies'" Magazine of Art 1886, page 15.

This is evident in the case of Magritte but I would argue that it
is also the case in the work of Dali - the most "fantastic" of

the surrealists. The case of "Pop" art and the work of Paolozzi in
particular shows very clearly the distinction between fantasy as '
art and fantasy as an excuse for art. Paolozzi makes "art" from
the fantastic productions of others.

I once discussed this matter with a former animator for Disney who
confirmed the general interest in Far Basterm art in the Disney
Studios.

Baudelaire, "Salon of 1859", p.155. trans. Mayne,

Huysmans "Certains" essays "Le Monstre", p.123.

‘Ibid, p.129.

Ibid’ p- 1 33'

Information on Crane is taken from

W, Crane "An Artist's Reminiscences", London, 1904,
P.J.Konody "The Art of Walter Crane", London 1902,
G.C.E.Masse "A bibliography of the first editions illustrated
by Walter Crane", Chelsea, London, no date (19267).

P. Muir, "Victorian Illustrated Books", London, 1971.

See Edmund Evans, "Reminiscences" ed. byR.McLean , reprint 1967.

Crane quoted by Konody, op cit., p.32.

See W. Crane "Of the Decorative Illustration of Books Old and New
by Walter Crane", 2nd.ed. London, 1900,

See Crane, ég_gli., p;107.

Ibid, p.152.

No authority will commit himself on the exact number.’
Mitford "Tales of 0Old Japan", op cit.

See Appendix b and account of Burges Collection.

These were Aladdin, Goody Two Shoes, Beauty and tie Beast, The Frog
Prince, Yellow Dwarf, The Hind in the Wood, Princess Belle Ktoile,
The Alphabet of 0ld Friends.
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31,
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Crane "Dccorative Illustration of PFooks", p.162.

Huysmans "Le Salon Officiel de 1831“, in"L*Art Moderne", p.211,

Ibidap p0219.

A copy of the stories is in the V., and A, Library, bound in one
volume with the original red, black and gold pseudo Japanese cover.
The stories are not dated nor paginated, but I would date them
around 1877-79.

For a description and illustrations of the Oni see Juliet Piggott,
“"Japanese Mythology". London, 1969, p,24.

For this information and many more similar works see Wenckstern,
"Japanese Bibliography", section VIII C, Fairytales, etc.

J.K.Huysmans "Felicien Rops" rpt. in "Certains", pps.67-T71.
Ibid, p.74.

Ibid., p.78.

Ivid, pp.79-€0.

See C. Brison “Pornocrates", london, 1969, for a good selection of
Rops' work. This is plate 51,

K. Berger "Redon", knglish Edition, lLondon, 1968, pps.46, 47, 92ff,
“The Japanese Influence".

For all these comparisons see "World Cultures and Modern Art",
ratalogue, op cit., pe151. S. VWichmann, "European Symbolism around
1900 and the influence of Hokusai's Spectres",

PR

Theodore Bowie makes a similar point in East/West in Art, op cit

0. Redon "A Soi-meme Journal® (1867-1915), Paris, H, Floury, 1922.
Burges fantasies

See/1llustration no. , the Cyclops are third from the left on th»

top row and second from the left on th> third row down,

Mitford, OR Cito. po1920

1
One of the Buddha series is reproduced as Plate 28, "Buddha
Wandering among Flowe:s", d.1905, in Berger, op cit.
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FOOTNCT: - VAN COGH

Letter 510, Vol.II, p.611,

All quotations from Van Gogh's letters are taken from -

"The Complete letters of Vincent Van Gogh" in three volumes,
second edition, 1959. _

R. Fry "Transformations: Critical and Speculatlve “ssays on Art",
London, 1926. Ikssay on Van Gogh, -

J. Rewald "Post Impressionism from Van Gogh to Cezanne", P.72 and
chapters VII, VIII passim., kew Yerk I963,.

M., Schapiro "Vincent Van Qogh", London, 1951, especially pps.14,15.

M. Roskill "Van Gogh, Gauguin and the Impressionist Ciréle", o) cit.‘ !
passim, '

See the endless comparisons of Hokusai with Rembrandt, Callot and
others discussed in Section three of this thesis. For instance by
Gonse - p. 562 above,

His use of these texts is entirely misconceived, he is apparently
wanaware of their nature as reflettions of generally held beliefs. In
the case of Duret for instance, his evidence is inadequate, the
notion of the "luminous sky of -Japan' had been a commonplace since ',
Duranty's "La Nouvelle Peinture". There is no reason to assume b
Vincent read Duret's "Critique d'avant garde". Moreover Duret may _
have been personally acquainted with Theo, he certainly knew T
Goupils well. B s

. ".l' :

H.R.Graetz. "The Symbolic Language of Vlncent Van Gogh", London,1958. ﬁﬁ

W
L
e
i

{
'
'

Letter 351a, Vol,II,p.255. This can be dated before January 20, the
postscript promising to pay money by that date to Purndes father and
after the land surveyor passed his exams. Kewald claims that a

Mme. de Sabloniére "has established Vincent': acquaintance with
Japanese prints at Nuenen". I have been unable to trace his source,

=~ =

See abové. page 482 and illus, 92 for a discussion of Burty's

. article. The story of Komati, a distressed romantic poetess, wuld
. have appealed to Van Gogh and he could easily have scen in a’

pa.rallel with his own ralations with the model forg Sorrow.

‘ Lattar 459a, Vol, x:,p;513.
g Letter 439a, Vol.3, P44
i ? Pvr draving see Lettera ‘Vol, II.p.511.A

ngua, June 13-20, 1886,

Revue desIﬂdependants 1888,p.489, "Aux XX et aux Indé;endanta" by
E, Dujardin.

Ibid, in translatxon quoted from H, Dorra and Aslln. "Seurat'q
Jayoniswe." Gazette ées Beaux Arts." 1969 pa@og 8I- 94¢~
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Letter 520, Vol.1II,p.6.

Letter W.3., Vol.III, dated /irles shortly after Murch 30,

I have been unable to arrange a visit to Amsterdam to lock at the
prints, though they are freely available now. During my last

visit the Van Gogh Foundation was in the process of being organised
(1ate 1972) I hope to go soon,

The Musée Guimet prints are catalogued as follows:
Album de Paul Gachet, M.A. 2107,

1§ Acteur dans un role de femme ecrivant urrlettre, par Toyokuni,

2 Acteur dans un role de femme par Toyokuni.

3 Acteur par Toyokuni.

4 Acteur dans un role de femme, par Toyokuni,

5 Acteur dans un role de soldat tenant un fusil par Toyokuni,
6 Acteur dans un role de femme tenant un enfant par Yoshitora.
7 Acteur dans un role de gamurai, tenant un pinceau; bond de

rivieére et lucioles, par Kunichika,

8) Acteur dans un role de femme sous une cascade et enfant, par
Kunichika. v _

9) Acteur dans un role de samurail blesse, par Kunichika,

10) Acteur dans un role de servante de restaurant par Kunichika.

; Acteur dans un role de Samurai montant les marches d'un

temple, par Toyokuni,

12) Acteurs (partie d'un polyptique), Anon,

13) Lutteurs par Toyokuni.

14) Musique de chambre dans une maison habitfe par des Hollandals,
par Yoshikazu. . ol “r

I owe this infbrmation to M.M. Deneck of the Musee Gulmet, lettern
of the 3 Decembre 1973.

None of the prints supply direct motifs for Vincent's work. Though
as a group their bright, contrasting colours would have had a great
effect on him, I have been unable to obtain photographs of these
works,

Letter 510, Vol.II,p.611, also letter 511,
Letter 511, Vol.II, p.614.

Hartrick. "A painter's pilgrimage through Fifty Years", Cambrid.e,
1939, pp.45-46. .

1a Faille 370, All Van Gogh's paintingswill be referred to by their
numbers in the catalogue by Jacob Baart de la Faille. "L'Oeuvre de
Vincent Van Gogh catalogue raisonneg" Paris Brussels 1928, 4 vols,

However in 1970 a new catalogue incorporating De la Faille's work
on Van Cogh's drawings was published in English by Weidenfeld and
Nicholson. This book was basically the same numbering system and
may thus be used for reference,

Letter 510, Vol.II,p.612 mentiona the exhlbition and ite influencc
on Bernard.

The La Faille nos. are Rodin 363, Niarchos 364;

A key and suggestion identification of the prints in the two port-
raits is given with the 111ustrntionu. : .

e g s T T e g
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Roskill, who publishes the Niarchos version as the Hodin version in

~ colour, and also a black and white photo of the Kkodin version, takes

the view that the backgrqund is only of associative value, He secems
to be concealing objections to his dismissal of Van Goyh's interest
in Japanese prints as 'Japonaiserie', for the second version is
much more mechanical than the first. He omits to make clear that
there are twp versios. See Roskill, p.51, colourplate 3, plate 958,

Hillier: Hokusai, Plate IX: "The Coact of the Seven Leagues" is a
clear example of this, because it is designed entirely in several

shades of blue, overprinted, whose interaction is a complex based ,

on the, forms in each overprint and not on a simple relation of form

to contour. The flexibility of the medium may be aypreciated by examining
the drapery detail of the reproduction of QOiran by Keisai YeiseRyhich |
is i1llustrated here. ‘

Vincent was fully aware of the similarity between Cezanne's efforts
and his own, see letter 613, Vol.3, p.227:

'yes, you must feel the whole of a country isn't that
what distinguishes a Cezanne from anything else.'

See for instance letter 522, Vol.3, p.10:

"Why am I so little an artist that 1 always regret that
the statue and the picture are not alive?",

la Faille 371 is a fairly exact copy of Hiroshige's 'Ohashi no Yuducki'
No. 52 of his 100 Views of Yedo with a painted frame added.. The
Whitworth Gallery possesses two prints of this scene which 1 have

examined.

La Faille 3723 it is a copy of the 'Plum Gatden of Kameido' by
Hiroshige which is reproduced in the book Hiroshige by W. kxmer,
plate on P.99 - from 100 Famous Views of Yedo. A tracing of the
Hiroshige was found in Van Gogh's effects. The phrase ‘the new
Yoshiwara' and the name and address of a publishing house can be -
read on the added border. The address can als be read on La Faille
371. Most of the remaining characters are meaningless or unrelated

words.

La Faille 373. It was copied from the cover of the special issue of -
Paris Illustre (May 1, 1886), A tracing of the oiran from the cover
and a copy of the magazine survived in Van Gogh's effects., The

frame is composed from three sources. The bamboo on the right is
copied from p.71 of the special issue of Paris Illustr€ where it
frames the text. The frogs on lily pads, lower left, are taken

from a woodcut by Hokusai, according to Reskill who does not identify
it. The two cranes are taken from the print 'Geishas in a landscape'
by Sato Torakyo, which Van Gogh used again in his self portrait

with bandaged ear of 1888, It enables us to say that this print

must have been in Van Gogh's possession in 1887, In 1889 it was

~given by Vincent to Dr..Gachet at Auvers, together with another

print, 'Girls in a Boat' by Yoshimaru, which presumably wes in his
possession also by 1887, Together the three elements suggest the

. bank of a river,

Tralbaut dated the Bridge scene to early 1888, although he gives no
reason. Nordenfalk quotes an opinion that these three coples were
intended as part of a decorative scheme that Vincent was to design
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for la Segatori. This would explain their light 'decorative' chara-
cter, but there is no evidence for this opinion.

La Faille 319; 1t is dated by association with the self portrait
at the easel which is 31gned and dated 1888. 5

L]

—

Letter Wi, Vol.3, p.427. See also letter 459a, Vol.2,: p.513, which
confirms the date, '

Letter 460, Yol.2, p.517. ¢
The ‘two paintings are La Faille 213 and 214. Ihey are identified

from Letter 460, Vol.2, p.517:

'and then a bunch of orange tiger lilies against a blue
background, then a bunch of dahlias violet against a
yellow background, and red gladioli in a blue vase

" against bright yellow.'

For exampies see Hokusai, J. Hillier's plates of sets of small and

large flowers - colour plates XI and XII,

La Faille 243.
La Faille 244.

La Faille 280,

Paris Illustre, May 1, 1886, page T1.

La Faille 272,

The Hiroshige-like snowscape in the upper left hand corner of the
Rodin Museum version of the portrait of Pere Tanguy shows such a

" recession and shows figures used as they are used in "A Corner of

Montmartre" - La Faille 347.
La Faille 3%47.
La Faille 310,

La Faille 313,

La Faille 350.

Hillier, Hokusai, Plate 60,

Bing “Fugaku San Ju Rokkei" op cit, p.244.

Ibid, p.50.

La Paille 318, | | o .

Acts of XX International Congress of the History of Art Vol.lV,
P.9e+ Symposium on reaction against Impressionism,

Princeton 1963,
L. Conse "L'Art Japonais" op oit., omevolume edition, p.323.

Elald
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La Faille, letter W4, Vol.3, p.437 indicates thit tnis paintinge was
in Paris in June 1888 and it is.unlikely that such a portrait ‘was
sent from Arles as it is not mentioned in the letters,

, , ,
Paris Illustré, Nos., 45/46, May 1, 1886. 'Le Japan' special ifsue by -
TadamasqQ Hayashi  Published by Charles Gillot. The illusfrations
included many small line drawings taken from Hokusai, Korin and
others, The colour plates were:.

Outer Cover: A design incorporating a flower blossom and
outer print by Kesai Yeisen. ¢
Inner Covert A print by Outamaro 'Chanteuse de Drame dans ure
salle de réunion',

Two prints of ‘autours a la fin du XVIII® siecle! by Shun Yei

and Toyokuro. ' ’

Page 658 Outamaro print *la Cuisine au Japon',

Page 68: ‘Fuji Hama, montagne sacre du Japon' print by Hokusai,
showing pilgrims grouped round a tree, in the distance
a view of Fuji. . ! '

There were alsc modern paintings of Japaheée scenes which treat them
according to Goncourt's opinion that they were like grench eighteenth
century painters - one even shows a girl on a swing a la Fragonard,

The note on art begins on p.83. According to Reidemeister, Van Gogh
left a copy of this magazine amongst his property on his death.
Vincent made a copy of the cover and used some of the other illus-
trations in his later work (see elsewhere in thesis),

Letter No.322.‘Vol.2. pp.164 & 168,

E. Veren » revue of 'Promenades Japdnaisea - Tokio Nikkg', texte
par Emile Guimet, dessins par F, Regamey, in L'Art, Vol.4, (1880)

p.137.

L., Gonse: L'Art Japonais, editeur Quantin., First two volumes 1883,
this quotation from p.71 of the one volume edition of 1886, editeur

Quantin.
'L'Art Japonais', by L.Blano du Vernmet in L'Art, Vol.3 (1880) p.227.

Letter WT, Vol.3, p.443.
Letter 542, Vol.3, p.55.

Roekill makes use of Vincent's apparently contradictory statements

on Japanese art to argue that they are simply derivative., In part-
cular he quotes from Duret, Critigue D'Avant Garde, p.168, on
Japanese art and compares it with Vincent's description of the land-
scape on his arrival in Arles and asserts that since there is a
vague similarity in the terms used, the ideas and meanings that
Vincent gave to Japanese art must be no more than dynamic re-
statements of views that he had read, R However, the treatment of
Japanese prints as examples of 'light and atmosphere' is very common '’
in writings of this time and is no evidence of a direct source. ‘
Vincent may or may not have read Duret. E.' Fermigier in Lautrec
records that Duret, who was a famous collector of Japanese prints,
entrusted his collection to Goupil, but does not say when, or where
this information originates. There is a possibility that Vincent met
Duret through Theo, and could have absorbed his iddas at first hané.




Roskill ignores the capacity for synthesis which is the basis of all
Van Gogh's art, and the strong link between Vincent's ideas about
art before hé came to Paris and his 'adopted' views based on the
commen critical appreciation of Japanese art, Uee iosxill, Chapter
2, and Appendix B. , . '

64, Bing's magazine was published in three languages. The illustrations
riven here are from the IEnglish Edition, but are identical with
those in the French version which Vincent presumably received.

For Milliettavisit to Paris, see Letter 529, Vol.3, p.17, dated ¢
August 19 (1888) For the delivery of the Magazines, along with some
Javanese prints on Milliet's return, see Letter 540, especially
Vincent's comments on Bing's material. It is not certain how many
issues Vincent received., He certainly had issues 1 and 2., In.
Letter 542 he mentions the 'Blade of Grass', which is Plate C in.
issue 1, and the 'Carnations' which is Plate GD in issue 2, Also in
letter 542 the reference to a .'Hokusai' is taken by Roskill to mean
Plate GC in Volume  which shows two outline prints of Hokusai

from the Guaskiki 'Crabs and Seaweed! and ‘rersons caught in a
shower', But 'Hokusai' is in the singular and in my opinion refers
to the full colour plate, 'landscape taken from the thirty-six views
of Fuji', by Hokusai, published as a plate in the August issue, which
Milliet would have picked up on his return to Paris from the north,
on his way to Arles. ‘Hokusai' is in the singular not the plural

and the other two plates which Vincent admired were colour plates,
‘not line drawings. He was clearly attracted by their colour.

65. The passage is on p.6 in the English edition; I give the full
quotation below: '

'Not that the Japanese artist emancipates himself from all
rule, or ever lets his fancy wander at haphazard. Far from
this, the constant guide whose indications he follows in
‘Nature'; she is his sole, his revered teacher, and her
precepts form the inexhaustible source of his inspiration.
To Nature he surrenders himself with a frankness which

- expresses itself in all his works and invests them with

" touching sincerity.

The Japanese is drawn to this ideal by a twofold character-
istic of his temperament. He is at once an enthusiastic
poet moved by the spectacles of Nature, and an attentive
and minute observer of the intricaté mysteries which lurk
in the infinitely little., It is in the spider's web that
he loves to study geometryy the marks of a bird's claw
on the snow furnish him with a design for ornamentation,
and when he wants to depict the curves of a sinuous line
he will certainly resort for inspiration to the capricious
ripples which the breeze draws on the surface of the mordial
elements of all things and according to him nothing exists
. in creation be it only a blade of grass, that is not worthy
- of a place in the loftiest conceptions of Art. This, if I
‘do not err, is the great and nalutory lesson we may derive
- from the examplan he sets before us,'

66, BRoskill oanc it this (p.82).

67. It was with him on May 3, 1883, at St. Remy. See Letter 590,
Vol. 3' p0163' .
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70.
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76.
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81,
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83.

Vincent first mentions the novel at the same time thit he first
mentions Milliet, the second lieutenant, in his letters. (See
Letters 505 and 506, Vol.2, p.601 and 602,) A drawing of a fly

on Letter 506 is based, on an illustration in it. Lotter B.7 (dat-d o

the second half of June 1688) mentions having read the novel 'the
other day'. We know that Theo could not obtain the novel in barie
because Vincent made many inquiries to see if he had read it ana he
did not do.so for several months,

See Letter 561, Vol.3, p.104, for the record of the exchange of the
illustrated edition with Gauguin. This edition is '"tdition du s
Figaro', Calmann Levy 1888, The page numbers in the notes below

refer to the edition published by Calmarm Levy in their Collection
Nouvelle, no publishing date.  ° o - :

’

For description of interiors see Calmann Levy edition, pp.204, 23
and 1780

Letter 509, Vol.2, 610-611,

'Mousme® is used in Calmann Levy, p.75 and quoted by Van Gogh in
Letter 514, Vol.2, p.620. 'Bonze' is used in Calmann Levy edition,
p.201 and quoted by Van Gogh in Letter 544a, Vol.3, p.64 and Letter
545,V0l.3, pp.66-67. :

The description of M., Suere's drawings is in Calmann Levy edition,
Chapter XXXIII,p.155. The Bing remarks are

The description is on

Letter W.7, Vol.3, p.443. For mention of M. Kanjarou and his sweet-
meats see Letter 519, .

See Letter B.6, p.490. The example of the girl with black hair was
used earlier in the deacription of Antwerp docks, In Letter B.14,
Vol.3, p.508, Vincent refers to the 'simultaneous contrast of lines
and forms'. In a later letter, he writes that the world has not
yet realisedi the importance of contrasts to the existence of all

things,

According to Tralbaut,Toulouse Lautrec may have suggested the

journey, knowing how interested Vincent was in Japanese art.

Letter B.22, Vol,3, see also Letter B.2 (2) for a description of
Arles as Japan.

Letter 463, Vol.2, p.525.

L'Art, Vol.1 (1880), p.287.'Japoﬂism§', by lq Blanc du Vernet.
Letter 500, Vol.2, pp.589-590,

Letter 543, Vol.},_p.SG. ’ v
Letter 540, Vol.3, p.47. | |

Durets Critique d'avant garde ( 1gss), p.131 op cit.
Letter B,18, Vol,3, p.516. ' , "



84. Por Van Rappard, see letters 249, 262, $10. ior Theo as a potential
partner, see Letter 336. ,

85. Uee Letter 544a, P.S., Vol.3, p.65.
86, See Letter 511.. )

87. See Letter 533. This is the only evidence we have of Theo's critical
influence on his brother's thought. It indicates that his analysis ’
of Japanese art may have helped Vincent considerablily. ' ¢

88, Duret: Critique d'avant garde, p.146.

89. Gonse: L'Art Japonais, (1886), p.87.

90. Lettar 511. VOl.?. p.614.
91. Letter 542,
92, Letter 520, Vol.3, p.6.

93, Letter 519, Vol.3, pe4. The full list.of masters he gives is:

'Delacroix, Millet, Rousseau, Diaz, Monticelli, Isabej,
Decamps, Dupre, Jongkind, Ziem, Israels, Meunier, a lot
of others Corot, J%Que etc. could understand.

Ah, Manet has come very very near to it, and Courbet,
the wedding of form to colour.'

94. Letter 480, Vol.2, p