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This fact perhaps you will recognize better in the case of a fine picture.
In viewing it, you are drawn out of yourself into something which for
the time being forms your only world, and this drawing is not one of
thinking or willing, but of feeling. Can you give any other explanation
of your state of mind? Do you not feel this absorption the better the
picture is? Do you not lose this feeling the poorer the picture is?
When one sees a great picture, he is so struck that he cannot
speak, or think but all his functions remain still, except the
contemplation which absorbes his whole being. It is the same with a
piece of fine music. When you hear it the world vanishes, and you
remain alone in the universe with the artistic creation.

(“Lecture on Art. Delivered before the Tokio Artists. Lecture I.
April 10th, 1881, pp. 40-41.)
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1 N#/%E4 unity of line
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unity of color
beauty of line
beauty of shades
beauty of color
unity of subject
beauty of subject
force of subject

force of execution
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In one thing bunjinga is right, namely that to copy all forms of nature is
not true art, but to get spirit. Nevertheless bunjinga errs in going after
the wrong spirit, not the pictorial but the literary. We have seen some-
thing common to all arts.  Also that each art has its own form under wh.
its ideality is to be realized. We see thus that poetical or literary ideals

are quite different from those of painting. Though subjects sometimes
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the same, sometimes not. Even so, their ideality differently conceived.
Now in bunjinga, the feeling is obtained through the medium of literary
association, and thus is quite independent of excellence in painting.
Thus bunjinga is not picture at all, in an artistic sense. There is no art
of painting in it. Bunjins admire the most horrible daubs, not for
pictorial reasons, but for extra pictorial reasons.

(“Lecture I'V,” [pp.1land 3])
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(49-50F)

The notion of unworldliness often dominates bunjin. And they go so
far as to despise pictures of all subjects except rocks, flowers, and bamboo.
A picture of a man is too worldly. Now such feeling does not prove the
strength of their unworldliness, but the weakness of it. The very essence
of an idea is to draw us off from all worldly relations. The great works
of great artists of all times have always done this. Ideas lie in all sub-
jects. If nobly conceived anything has become ideal. He is the great
man who can put unworldliness into any subject. He who can do it
only in one subject shows the weakness of his own ideality. He who
can feel it in only one subject, proves his own lack of seeing the depth
of spiritual things. Understand then that the only true sense of un-

worldliness means ideality.

(Ip- 2)
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If bunjinga is the upper millstone, oil painting is the lower, between

which Japanese painting is being ground to powder.
(‘“Lecture”)

Bunjinga is the lower millstone.
(“Lecture IV”)
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(53-55 )

By a national school, with professors, courses of instruction etc.? Now
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here gentlemen learn the lessons of history on this point. There never
has been in the world a case of the growth of great art, when education
was carried on by academies or government schools. The great masters
of Greece, the great masters of Italy, the great masters of China, and the
great masters of Japan, all received their first education from private
masters during youth, selecting usually such masters as suited their
talents, but, completing their own education by themselves through self
evolution of their own genius. To suppose that art is something to be
taught, is to mistake what art is.

If genius is the power of realizing ideas, we must be careful not to crush
the idea at its birth by false systems of teaching. It is thus an historical
fact that wherever national academies have attempted to control the
teaching of art, or whenever family academies have attempted to control
it, then is always the period of art decay.

([p. 10])
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Edited by Akiko Murakata

I have thought it will be interesting to you to have the opinions
of a foreigner upon Japanese painting. - Having studied to some
extent the history of Art in the West and, so far as yet possible, its
history in the East, I have come to some very definite opinions. And
my opinions are not only about the past state of things, but practical
ones about progress in the future. Today so far as I can in a short
time, I will give you my reasons for these opinions.

The Art of painting, like everything else in nature, is to be studi-
ed scientifically, that is, in connection with the causes which have
controlled it. Studied in this way its course seems much like that of
a flower or of a man itself, or anything that lives. It begins to grow
in a weak, undeveloped condition, like that of a child. It attains
maturity only under certain conditions which specially favor it, like
a plant, and having reached this point, it grows weak again, and
approaches the death of old age. Thus, in Europe, painting attained
its highest point from 350 to 400 years ago. Since then there has
been a period of terrible degeneration, so much so that we look back
upon the powers of such artists as those of gods. This you must
understand, that although the West has advanced much since then in
science and industry, with all its knowledge, it has lost the power of
great painting. A similar thing is true of China. Her greatest

period of painting was in the To and So dynasties, and since then
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there has been a steady degoneration in power. So in Japan.
Great many hundred years ago, her power of painting is now on the
point of expiring. Indeed, we might say, looking at the exhibition
of paintings at Uyeno, that the Japanese school of painting is already
dead. Now this decay in both East and West cannot be accidental.
We must then find its causes.

First, however, we must inquire the true meaning of Art, as
distinguished from those many human products which are not Art.
By Art I do not mean merely painting, but all those products which
minister in a similar way to the feelings, such as poetry, music, sculp-
ture, dancing, etc. There are many false opinions on this matter
both in the East and West. These I will briefly disprove. See first
my problem. I wish to find those characteristics of a thing which
make it artistic, and distinguish it from the non-artistic. Well then,
some people think that skill in execution is an ingredient of artistic
quality; and they think it sufficient for praise of a picture or poem or
piece of music, to perceive that it is skillfully done. Now this is not
true, for the very simple reason that things which are not art, like
carpenters’ work or tanning leather or making shoes can be done with
skill. Then that which belongs both to art and not art cannot be that
which distinguishes art from not art. It is clear then that skill, being
an accompaniment of all work, must have the difinition of art added
to it, in order for us to appreciate art truly.

In the second place many people think that the pleasure which
we get from objects of art defines their artistic quality. This clearly
cannot be true since we have pleasure in many things besides art,
and therefore pleasure cannot define the peculiarity of art. Again,
when men take pleasure in works of art, they do it for different rea-
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sons, some on account of association, some on account of skill
displayed, some on account of novelty, etc. But if they do not take
pleasure in the artistic quality itself, it cannot be truly artistic pleasure.
We must, then, define the artistic quality apart from pleasure. Thus,
those are wrong who think that because a picture pleases them, it is
therefore good. They must first ask, why ought it to please them.
Now in the third place, there are a large class of persons, both
in the East and West, who assert that likeness to nature is the essential
thing in art. This is false for many reasons. First, if it be true, the
photograph of the dirtiest and meanest thing in nature must be higher
art than the painting of a beautiful and noble thing, because it is more
true. The absurdity is apparent. The truth in nature is often very
ugly. To make the koto sound like groaning or blowing the nose,
while it would be like nature, would not be music. So to describe
this room truly would not be poetry, but very bad prose. In the same
way if I copy by painting an unartisic thing in nature, that is not art.
Thus, even if I copy nature, I must first define the artistic in nature.
In the second place many things, not in a nature, are artistic. For
instance, music is not a copy of nature, yet it is art. Many things in
poetry are not true at all. So in painting Hoos and dragons, we are
not following nature, yet this is legitimate art. Indeed painting
often makes beautiful decorations of figured patterns, but those are
not like nature. If then, all things like nature are not art, and some
things are art which are not like nature, this likeness cannot be artistic
quality. Then those are all wrong who think it is any excellence
in a painting that it is like nature. If it is like the artistic in nature,
that is all right, but then it is that quality in nature which we must
praise, and not the mere likeness. And if the picture is something
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not like nature, then before we condemn, we must first ask whether
it has artistic quality.

In the fourth place, some people have said that it is the essence
of art to make men better and to teach them to be religious. This is
false for the following reason, that many things which give us religious
and moral instruction, such as sermons, courts of law, punishments,
good example, are manifestly not art. Then since this quality is
common both to art and not art, it cannot define the distinction between
them. Again, some things which are art do not so instruct us, as for
instance, comic pictures, some kinds of music and decorative painting.
It may be true then that art often calms the souls of men, but this is
not its artistic quality. Those are wrong therefore who criticize
pictures because they have no moral influence. And those are
wrong who consider that the excellence of art is measured by its
tendency to make society better, for poor works of a barbarous age
often affect society more deeply than good works of a later age.

I have now proved four things to you. I have proved that the
artistic quality of anything is not skill, is not pleasure, is not likeness
to nature, and is not moral influence—and that those who appreciate
painting for these reasons do not have artistic appreciation at all.
What, then, is artistic quality? I will now explain. We have seen
that it is not to instruct us either as to skill or as to nature; that is, it
does not appeal to our faculties of knowing; also that it does not
appeal to our moral faculties or desires, that is, to our will. Then it
must appeal to the third set of our faculties, namely, our feelings.
But we have also seen that it is not to our feelings of pleasure; then it
must be to some other kind of feeling still undefined.

Now I may advance another step. What qualities in a thing
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make us feel artistically with regard to them? It is not the relations
in which these things stand to other things. For these relations lead
us out to other things, and therefore do not point to the artistic quality
inside the thing itself. Again all things in the world, even those
which are not art, stand in relations to one another; then these re-
lations form no peculiarity of art things alone. For instance, if I
am pleased with a painting of fruit because it looks good enough
to eat, this relation to my appetite is independent of the artistic quality
in the picture, since it is the same relation in which rice or daikon
stand to my appetite. If again, I admire a painting for its skill, it
is not for itself I admire it, but only in relation to its maker, which
relation is the same for which we may admire a well made pair of
boots. Again, if it is the relations of the picture to nature, or to the
effects produced upon men, that is common to many things not art,
and so is not admiring its artistic quality. The same is true of all
possible external relations. Artistic quality must then lie inside the
work itself. But it must also be such a quality as to make us feel it.
Now how is it possible to satisfy both of these conditions?

The parts or internal relations of most things cannot make us feel
them, but can only make us understand them. For instance a group
of stones. These we group in succession one after another; but that
gives no peculiar feeling belonging to them; and is what we do when
we understand things which are not art; for instance this paper. But
there is a second kind of relations of parts which things may have.
There may be such a relation that the whole is not merely the sum of
the parts, but the parts exist only through the whole, and the whole
only through the parts. For example a man’s body—another example

is a circle or equiangular triangle. Here we have such a relation of
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parts that we do not merely understand them, but they present
themselves to us as a whole which must be grasped at once if at all.
Now such a grasping of the wholeness which underlies the parts must
be intuition, that is, feeling, since it is a direct immediate impression.

Another distinction between these two kinds of grasping is that
the first is necessarily imperfect. We can add or subtract parts
from it at pleasure without affecting the way in which our mind
grasps it. But in the second kind, a single change destroys the
mutual relations of the parts, and breaks up the feeling with which
we regarded it. Circle, triangle. Now such a perfect interrelation
of parts, I call an idea. For instance, a circle is an idea, and all
circles in nature are only imperfect copies of it. Thus idea must be
distinguished from imagination, since the latter often pictures things
which have no ideality at all. The test of an idea is the impossibility
of making a change without loss of feeling with which we grasp it.
I will now give several examples of ideas. If I sing some strange
sounds or play at random on the koto, this is only noise you say. But
if I sing some fine tune, then at once each part falls into its place in a
whole, which we grasp as a whole with a peculiar feeling which can be
defined in no other way. Now this is music. Music then is distin-
guished from noise in that the former embodies an idea and the latter
is a mere imperfect sum. Another example. In reading an ordinary
book, the words are a mere succession, following on, to which we may
add, but which have no unity in themselves. But when the words
form parts of a whole, such that a single change would spoil the im-
pression of that whole, that is poetry. So with nature. Take a tree.
The parts and relations of this seem accidental, they might as well be
other than this, they give us no particular feeling. But in the great
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painting of a tree we feel its perfection, each branch and leaf is put
exactly where it is, and we should not dare to suggest a change, for
fear of disturbing the unity of the whole. It is like looking through a
microscope. When out of focus, the image is blurred; but suddenly
out of the blur springs the clear image which we grasp at once. So
with nature and art. Nature is a distracting blur of imperfect forms.
But art grasps clear, perfect relations of parts by a single feeling which
nothing distracts. Example—tree in Shinno—

Now we have seen that artistic quality must lie in the thing itself,
and also that it must make us feel. Now these ideal relations of parts
do just these two things. They refer to nothing outside of themselves,
and in the perfect interrelation they make us feel their wholeness at a
blow. To have such relations of parts then must be artistic quality,
and wherever such relations are found, whether in sounds, in words,
in colors, or in nature, there is artistic quality. Such then is the true
definition.

What we have said so far is true of all forms of art. But now we
wish to speak of painting in particular. We must then find how artis-
tic quality is to be specially realized in the art of painting. Now ina
painting we generally see two things, the subject or matter of the
painting, and the form in which it is expressed. In music the form of
expression is sound, in poetry it is words, but in painting it is lines,
shades, and colors. As for subjects, they may belong equally to all
three arts. In the case however, of some decorative art, painting has
no subject. In most cases it has both subject and form. Now since
a painting must impress our feelings as an idea, there must be artistic
quality in both these parts, subject and form. Artistic quality of
subject would be such a subject that the internal relations or parts of
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it are all necessary and complete for getting an impressive feeling of
that subject. Artistic quality of form would be such a disposition of
the lines, shades, and colors of a picture that each part is necessary for
giving us a single impression of the form as a whole. Example.
But these two idealities cannot be independent of one another,
for that would be to break up our feeling, and so spoil its perfection.
The artistic quality of the subject, and the artistic quality of the form
must then be united together so closely into a single whole that any
variation in either would spoil the perfection of both. Now this
requirement throws a certain limitation or control over the possibilities
of both. For not all possible artistic lines and colors are good in
any picture, since they must be suited to the artistic requirements of
the subject. On the other hand, not all possible subjects are proper
for painting, but only such subjects as can find expression in an artis-
tic rendering of lines, shades and colors. For instance the idea of a
process in time cannot be given properly in painting, whose form
comprises ideal relations of space only. Thus the artistic of both
subject and its lines, shades, and colors must be grasped by the artist
at once in a single feeling, and not one after the other. Example.
We can now deduce a list of artistic qualities possible in a paint-
ing. We have seen that in artistic feeling our impression must be
perfect. Then it must be one. But the parts of a picture are many
and tend to distract one’s attention. Then those parts must be so
arranged as to concentrate the attention upon one part alone in the
picture. At the same time the other parts must be seen. Then they
must be seen as secondary only, not taking the attention from the
primary, but by their judicious relation even enforcing the attention

upon the primary. This quality of a picture, without which no feeling
p y q y P
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can be realized, 1 call the unity of the picture. Examples. No
unity—Tosa. Unity. Ganki, dragon etc.

But unity alone is not sufficient to make a fine picture; for unity,
while it is indispensable to our having artistic feeling, does not of
itself necessarily imply artistic feeling. (Examples)

Artistic feeling is caused by the perfection of the relations. Now
in order that the whole shall be perfect, all the parts themselves must
be perfect, as perfect at least as parts can be; that is they must be
ideal in character, such that they are interesting for themselves alone.
Now this quality of harmonious relation in each part, which fits it
to be part of a complete pictorial idea, is what we mean by beauty.
Is beauty the same thing then with complete ideality? No, for we
speak of beauty of parts, but of perfection of the whole. For instance
the lines alone may be beautiful, and nothing else. Then the picture
as a whole is imperfect. So if the right side is beautiful and the left
not. Now in a perfect picture all ought to be beautiful. Beauty
then is not artistic quality, but that abstract peculiarity of the parts
which lies at the basis of artistic quality and renders it possible.

Now we can see still better what we mean by beauty if we say
that it is a combination of contrast and gradation. There can be no
beauty without contrast. But contrast alone would be too harsh, if
the gap was not filled up by intermediate grades. I will illustrate
this in a moment by several kinds of beauty. But this gradation
can go on infinitely from part to part. This, then, increases the
beauty.

Now I have shown that a picture must have unity and the unified
parts must have beauty as a means to being perfect. But painting
has four elements, one of subject and three of form. Now each of
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these must have a unity of its own, and each must be beautiful.
Then we can deduce 8 necessary qualities of a perfect picture. Let
us consider them separately.

Ist of ZLimes. Unity. This consists in such a disposition of
lines that the attention is concentrated on one point, and other lines
support the attention. (Examples) Kakei picture, bad Shaka

2nd, Beauty of line. This means such a contrast and gradation
of lines added to this unity, as gives them as much of an interest as
they can have by themselves. This can increase in degree infinitely.
(Example) Toba

3rd, Unity of shades. AIll colors have a shade. Example.
Bunrin[?] Now, whether colored or not, unity of shade means such a
disposition of light and dark parts that the attention is concentrated.
This can be reached only by having one strongest light and one
strongest dark. (Example) Sessiu [ ] [ ] [ ] bad example,
Quannon

4th, Beauty of shades. This means such a contrast and grada-
tion of parts, that added to the main contrast of the unity it gives us
an artistic feeling of its own, not complete, but still powerful. This
can be carried to infinite degree. Examples. Quannon. Taniu
dragon.

One of the rarest qualities to find, contributes very largely to
fineness of picture. Can be carried to parts of parts.

Sth, Unity of color. This means such a disposition of the colors,
that our attention is concentrated, and the others are subservient to it.
Rare quality. Examples. No good one. Kwangu. Very bad.
Many birds.

6th, Beauty of color. This means such a contrast and gradation
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of colors, that, combined with the unity of color, we get a color idea
from it. This admits of infinite gradation. Examples. imp on other
side of Kwangu. Tosa on the other side of Quannon.

Now these six qualities are to be found in the form of painting.
Unity is most important, without unity there can be no beauty. To
sacrifice unity to beauty is failure. (Example) But keeping unity,
the greatest artist 7%z form is he who can carry beauty the farthest.

7th, Unity of subject. By this I mean that the things represent-
ed in the picture must be such and so disposed that the attention is
attracted to the main thing in the subject, and the accessories remain
secondary. Examples. Toba. bad, many birds.

8th, Beauty of subject. By this I mean such a character in the
subject by which its many parts impress us with a deep idea. Ex-
amples. Nijiushiko (have already explained this).

We have now described eight qualities. But there are two more.
So far we have described the qualities of the parts. But we previously
saw that the perfection of the picture requires singleness of impression.
Then all these eight qualities must be realized at once. How is this
possible? Only by the highest genius. (Magic) Cannot be done in
succession. If so, some will be lost. Now from this necessity spring
two qualities.

Oth, Force of subject. That is, the picture must be so conceived
by the artist in the first place that all eight qualities flash out at once.
This can only be when the whole thing has a force of its own, which
seizes as well on the spectator. Examples. None. Taniu dragon
a little.

But this effect cannot be produced in the picture without another

quality.
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10th, Force of execution. This means that all eight qualities
must not only be all conceived together, but all executed together.
To attempt to realize them in succession is to fail. How can all be
done at a single touch? Only by the touch containing all at once.
This is force in the true sense. This requires the highest genius.
Examples. None. (Will speak more next time)

Now let me make some comments on these qualities. To realize
all is perfection in a picture. This is hardly ever done. Only certain
qualities alone are even tried for by most people. Each is celebrated
for one quality alone. This is bad and the first cause of degeneration
in art. Unity more important than beauty. Or Unity with a little
beauty makes a finer picture than high beauty with no unity. Force
does not mean mere strength of touch. This is nothing, unless it
expresses something. The more it expresses the stronger it must be.
Thus if only two or three qualities are united together, that is some
strength, though not so much as if all were united. To aim at
strength alone is to defeat oneself. Most people, especially women,
satisfied with beauty and ignorant of other qualities.

A great artist must be original, for he has an original unity of
many qualities to express, which he must conceive together first.
This is the reason why a mere copyist is always poor. We can copy
one quality, but we cannot copy the unity of all qualities. Every
man who invents a new style, does so because he has need of it to
express his new idea. But that originality which is a mere startling
grotesqueness is not what I mean. We require high spiritual
qualities to be original. This is the second cause of degeneration in
painting. To copy the style of another is to destroy all greatness or

power of original conception in ourselves. It cannot reach artistic
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quality. Examples.

We have now a test for criticizing paintings. Japanese art was
formerly great. In later times it was much crushed out by bunjinga.
Many gentlemen, even at the present day, suppose that bunjinga is
good art. We can now prove that it is not. It ignores the essential
difference between literature, poetry, and painting. We said before
that the idea of subject must be unified with the idea of the form.
Now the form of poetry is words in succession. The form of painting
is lines, shades and color in coexistence. Consequently those
subjects, fit for one, are not for the other. Painting conceives its
subject in space, not in the form of a process. Poetry conceives of
its subject in the form of a process. If either takes the subject of the
other it fails. For instance, poems sometimes give tedious lengthy
descriptions of some thing, so that we forget the first before we get to
the last. How much better [than] this description can be given by a
picture? An example of the opposite error is the attempt to paint a
history in a long makimono. This has no pictorial unity. Its unity
is properly poetical and not fit for painting. We must make a
succession of pictures, each perfect in itself. Now bunjinga makes
this mistake. The picture suggests a poem to the literary man.
But it does not suggest a picture, for it has no unity or beauty of form.
It then is not the true art of painting, and there is no painting idea
in it at all. Thus the most horrible paintings are now prized by
bunjin for reasons extraneous to artistic reasons. Then these men do
not know what painting is. Of course some bunjinga is good, for
the artists were truer than their theory, but rarely this is so.
(Examples) This mixture of literature with art is the third cause of
degeneration of the latter, in both East and West.
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Of late, however, Japanese gentlemen have taken up oil painting,
borrowed from Europe. If bunjinga is the upper millstone, oil
painting is the lower, between which Japanese painting is being
ground to powder. Now is this a good thing [?] Let us apply our
tests, and value the differences between Eastern and Western paint-
ing.

First difference. Japanese look largely at touch in a picture.
But Europeans look at the effect of the whole. Now which is wrong?
The Japanese are here wrong. Touch is merely a single abstract
quality, and unless it be forceful in the true sense of combining many
qualities, it is not artistic at all. But if it combines them, then it
makes great effect. Thus Taniu’s touch is great, because it makes
great effect. (Examples) But touch alone without effect is nothing.
Now the belief that touch is all is the fourth cause of degeneration of
painting in Japan. It is as if we should take the dead bones of
a man, instead of his living body. Modern Japanese critics see
nothing but touch in an old picture. But it is certain that the artists
themselves saw great ideas. The critics, having lost the knowledge
of impressive ideas, cannot see them. This cause of degeneration
almost always attacks great artists themselves. Becoming proud
of their own great touch, they follow that alone, and thus lose all
spirit, and so become poor. Thus every artist has three periods; that
of growth, that of maturity of power and style, that of slavery to style
and decay. So with each school of painting generally in East and
West, Japanese must learn to follow their own and old Chinese
masters of painting whose style was but a means of realizing effect.
They must learn this also from Europeans. (Picture—Examples)

Second difference. Oil painting is more like nature than Japa-
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nese. But we have already seen that this is no artistic excellence.
Nature hardly ever presents true ideas. But sometimes she does.
Then we say she is picturesque. That means that he can readily see
an artistic idea in her. To copy nature for the sake of likeness only
is then to lose all power of ideality. This is the fifth cause of de-
generation in painting. It has killed art in Europe. Oil painting is
bad, when it merely realizes nature. Foreigners are generally proud
of their oil painting. But this only shows the ignorance of the times.
Artists go to consult the professors. If they paint a rock, they do not
feel it, but go to the geologist to tell their intellects how to paint it.
If they wish to paint some night scene which happened in history two
thousand years ago, they must consult the astronomers to find out
in what phase the moon was that night. All this is nonsense. It is
science but not art, for it has nothing whatever to do with unity of
feeling.

This notion too has greatly injured art in Japan. Coming
in with the school of Okio, it has debased art to be mere copies of
natural trivialities. Okio’s pictures are generally not good for they
have little ideality in them. This is still more true of his followers.
If they have ideality then they are good for that, not because they are
like nature. If a picture has the ten qualities, that is enough. But
if not, then no amount of likeness to nature makes it art. Still
we must not neglect to study from nature. Why? In order to learn
freedom of expression. An artist ignorant of nature can draw a man
only one way. Example. In order to express ideas freely, a man
must be able to realize the ideal under any form, then must be able to
draw from all points of view. If he cannot do this, then his idea is

cramped, and cannot breathe as it were. Thus great artists are those
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who can draw all their ideas clearly. Then an artist must study from
nature, not mind you, for the sake of copying nature, but for the sake
of getting the elements of a variety of ideas from nature. Examples.
Then we may conclude that it is no excellence of oil painting that it is
like nature.

Third difference. Japanese pictures have no shadow. But this
is no fault at all. What we need is variety and unity of dark and
light parts. But it is not necessary that the dark parts shall represent
cast shadows. This is one way of reaching unity and beauty of shade
to be sure, but it is not the only way. Further it is generally a bad
way, because it distracts the mind from the purity of its idea in order
to calculate intellectually how such and such a shadow would actually
fall in nature. This is the old error, that it is art to be like nature.
To make shadows correctly is very difficult. To overcome this oil
painters sacrifice all artistic excellences. Then the Japanese way
without shadows is far better. For it enables one to conceive and
realize an idea at once. Examples. Quannon.

I do not say that sometimes we may not introduce shadow, but
I say that it is unneccesary. And [ say now this has been the sixth
cause of degeneration in European art. It has taken all the life out
of it.

Fourth difference. Japanese pictures are simpler. This is
much better. In oil paintings we must fill up all the corners. This
distracts the attention. Foreigners do not like the waste paper in
Japanese pictures. They are wrong. Unity of feeling requires
simplicity. This is the result of having a taste for ideas. The paint-
ing of the old European masters was simple. Examples. Any one.

Fifth difference, kind of color. Japanese thin wash is purer and
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more harmonious. Foreign oil colors are harsh, and very difficult
to grade so as to keep other qualities.* In this difficulty of color,
European art has degenerated. Beauty of color lies in contrast and
gradation and does not require coarse richness. Then a light wash is
all that is necessary, for in this there can be unity and beauty. Ex-
amples. Any one.

Sixth difference. Oil painting has no outline. This is because
nature has none. This is no art reason. Japanese way of giving
outline is better generally. Lines become more beautiful. The
effect of form is simpler and more unified. The touch can be more
powerful. But many good Japanese pictures have little outline.
Not always necessary, but when required it is a good thing, and better
than oil painting. Examples.

Seventh, ideality of Japanese. This is artistic quality. Oil
painting leaves you sticking in the mud often. Oil painting can
reach ideality. But not so perfectly or spontaneously. This is the
glory of your painting. Examples. Quannon etc. difference of
form in figures, perspective.

Thus in all several important differences, all but the first are in
favor of Japan, and even in this the old Japanese paintings agree
with oil painting. Oil painting in Europe is now at its low point.
Our artists, in becoming more philosophical, have come to despair
of it, and wish to give it up or improve it. It has spoilt our art.
Lessing, the greatest German critic, says it is a pity that oil painting

was ever invented, for it has killed out all spontaneity. Now it is

* The technicalities are so great that an artist has declared it takes a life time to master,
Thus life is wasted over form alone. This makes people think that to be like nature is
all the business of an artist. He dies before ideality comes.
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certain that in the future, Europe and America will adopt in large
degree the Eastern method of painting, because it is the best. We
can clearly see the beginning of the movement at home now.

How foolish then are the Japanese! They have given up that
very national painting which Philosophy proves to be the best, and
which Europe will gladly take from her as a priceless treasure, and
they are adopting a bad, wornout style of painting from Europe,
which we ourselves are ashamed of and wish to improve. Could
anything be more foolish than this to throw away a jewel, in order to
pick up a stone? If Japanese do not let their art die and will revive
it again in its true glory, then I solemnly predict that twenty years
from now Japanese artists will be employed as professors in American
schools of art to teach their methods of painting.

The same causes of degeneration in Europe have to some degree
also worked in Japan, until her art is now dead. The practical pro-
blem is, how is it possible to revive it?

The first thing is to study to reach the ten qualities, consciously
to try this. To do this you must study the old Japanese and Chinese
Masters. Not merely to copy them however, for that is weakness and
death. But to get a basis for producing new things. But new things
require new ideas, and great ones. These no longer found in religion.
Then must be found in the great field of national history. But how
treated. Buddhist style? No unity or beauty of shade. Tosa? No
unities of any kind. Okio? Merely copies nature. Hokusai?
No beauty and is vulgar. Old Chinese and Kano combines all ex-
cellences. Examples.

No shadows, outlines freely used. Color more or less of a wash.

One thing only borrowed from foreign, must study from nature to get
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variety and ideal beauty of form. For instance, hands and feet. = If
we do not know how to draw them in all positions, then we cannot
express the ideal in them. This is a fault of old art, but it is out-
balanced by a thousand excellencies. If a man is full of ideas, he
will seize them from nature and his soul at all times.

But how can Japanese artists afford to make the experiment?
They can’t without patronage. Few good things have ever been done
in art without patronage. Government may set the example.
Found a school for Japanese painting. But not teach bunjinga or
oil painting or Tosa style, and not teach to copy, but to express new
ideas. Public or private means must found an academy, with
regular exhibitions, and guarantees of purchase of all good work.
When people buy only old things, art is already dead. Then public
taste will follow this academy, and demand will spring up. But
Japanese are too prejudiced. Then they will wake up some day to
find European and American millionaires buying from under their
eyes the gems of Japan. Artists, your patronage may have to begin
from abroad if your own people neglect you. But be true to your-
selves. If you try to paint like foreigners you only disgust them by
failure. Paint your own style. Strange you have not yet learned
that foreigners of taste like it best. Do not paint to catch the eye and
pennies of the vulgar, but to entrap the heart and dollars of the
educated.

Lastly, earnestness and highmindedness are required. An
artist must be refined in order to have great ideas. An ignorant man
can only copy. A bad man too can see no great ideas. If you have
genius to seize ideas, follow it reverently, and do not prostitute it
for money. Other things equal, the man of greatest mind makes the



76 Ernest F. Fenollosa, ‘“Lecture’’

best artist. Be noble. If these directions could be followed, art

would arise in Japan and surpass all former achievements. This
lecture brief. Cannot say much. Thank.

By courtesy of the Houghton Library, Harvard University.



