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Greetings

The Japan Association for the Promotion of Arts (JAPA) was established in 1981 with the objectives to promote far
and wide interaction in fine arts, to foster creative activities founded on the traditions of Japanese culture, as well as to
exchange works of art with other foreign countries that will contribute to the improvement and development of the culture
of fine arts in Japan.

With this aim in mind, regarding international exchange in the culture of fine arts, we have held Japanese Art Program at
Leiden University, the Netherlands (the oldest faculty of Japanese studies in Europe was founded in 1855) from 2005, and
have dispatched artists as a lecturer. We held the Program that covered history, theory and practice side comprehensively
in some fields of Japanese art to promote understanding of Japanese art at Leiden University. This project gets great
results. The lecture by the 1st "Japanese woodblock printmaking (mokuhanga)" (lecturer: Akira Kurosaki), the 2nd and 5th
"calligraphy" (lecturer: Toshu Ogawa), the 3rd "sumie painting" (lecturer: Masatune Hojo), the 4th "pottery" (lecturer: Kazu
Fujiwara), and the 6th "Japanese painting" (lecturer: Norihiko Saito) was held until now. Prof. Miida Seiichiro (Associate
professor of Tokyo University of the Arts) was dispatched, and the 7th program "Japanese woodblock printmaking" was
carried out in 2013.

From 2012, the "Japanese Art Seminar" it's the open seminar as the Grant Program for Intellectual Exchange Conferences
of THE JAPAN FOUNDATION was held for a wide range of people as a target exceeding the student of the faculty of
Japanese studies of Leiden University for the purpose of promoting an understanding to Japanese culture. The 2nd seminar
(2013) was held at Leiden University and the Royal Academy of Art, the Hague. It was taught by Prof. Miida Seiichiro as
a lecturer, and was participated the students, staffs and people widely also from outside the university. We trust that these
seminars brought results to deepen understanding of Japanese culture.

Although it became the last, I thank you deeply for all of your encouragement and support in holding of this project.

Eibin Otsu
S5 4 =Y K EF Z o SRR L F Ok D President of Japan Association for the Promotion of Arts (JAPA)
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REPORT JAPA - LEIDEN UNIVERSITY
ARTIST-IN-RESIDENCE PROGRAM 2013

Preliminaries

Leiden University (Japan Studies program [UL]) and the Japanese Association
for the Promotion of Arts (JAPA) agreed to hold a new artist-in-residence
program in 2012 after an earlier series of such a program in the period 2005-
2010. A second installment of this new artist-in-residence program was carried
out in 2013.

The 2013 artist-in-residence was made possible by financial support of
Canon Foundation Europe, Japan Foundation (Japanese Art Seminar),
Japanese embassy in The Netherlands (Japanese Art Seminar), Japan museum
SieboldHuis (Japanese Art Seminar), and Leiden University Institute for Area
Studies (LIAS).

Artist-in-residence program 2013

The artist-in-residence program 2013 consisted of three elements: (1) a student
course; (2) an exhibition; and (3) two “Japanese art Seminar” public events. In
October and November 2013 professor Miida Sei’ichird (Tokyo University of
the Arts) stayed at Leiden University, and taught an artist-in-residence course
for UL students, with support from Prof. Dr. Ivo Smits (UL), and closed off
with two sessions of a public “Japanese Art Seminar”. The theme in 2013 was
“mokuhanga” (woodblock prints). The woodblock prints resulting from the
students’ seminar were part of an exhibition in Leiden University’s East Asia
Library, together with woodblock prints by Professor Miida.

Student course: an introductory session was taught at the Nihon no
Hanga museum in Amsterdam (http://www.nihon-no-hanga.nl/) by Prof. Miida
and curator Chris Uhlenbeck, including a visit to the museum’s autumn 2013
exhibition “Troubled Times and Beyond: Japanese Prints 1931-1960” and the
viewing of several rare early twentieth-century prints. In succession, Prof.
Miida taught five practical sessions (four scheduled and an additional one)
for a group of 13 UL students (for schedule, see electronic study guide: http://
hum.leidenuniv.nl/japans/actueel/artist-in-residence-programme-2013.html).
Participating students were students in the BA program Japan studies (years 2
and 3) and the MA program Asian Studies (Japan track) and well as students
from the Royal Academy of Art in The Hague (http://www.kabk.nl/), which is
linked to Leiden University. Students enjoyed these sessions immensely.

Exhibition: The final woodblock prints that participating students
produced were exhibited in UL’s East Asia Library, in the period December
2013 - February 2014. The exhibition presented works executed in mokuhanga

Impression of Prof. Miida Sei’ichird’s and students’ art works exhibited
in UL’s East Asia Library, December 2013.

or Japanese traditional-style woodblock prints, employing time-honored media
and ways of artistic expression and was promoted as one of the elements
of the JAPA-UL artist-in-residence program. Together with students’ work
woodblock prints by professor Miida were also exhibited.

Japanese art Seminar (public lecture): On November 10 and 11, 2013
respectively, Professor Miida taught a “Japanese Art Seminar” in the form
of a public lecture, at Leiden University and the following day at the Royal
Academy of Art (see also: http://hum.leidenuniv.nl/japans/actueel/visiting-
artist-in-residence-gives-public-lecture.html). Ca. 75 people attended, both
UL and Royal Academy students and attendees from outside the university.
Both Japanese Art Seminars were concluded with a reception for all attendees
at, respectively, the Japan Museum SieboldHuis in Leiden (http://www.
sieboldhuis.org/en/) and the Royal Academy of Art, with the generous support
from the Japanese Embassy to The Netherlands and LIAS.

Prof. Dr. Ivo Smits
Leiden University
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JAPANESE ART SEMINAR 2013
prof. M||da Seiichiro
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Image: Miida Sei'ichiro, The Book of Stretch “red woman" (2013), mokuhanga (woodblock print), 90x75 cm _ eside

water color and

multicolor mokuhanga

Leiden University
1, Leiden

14.30-16.30 Talk, with Introduction by
Prof. Dr. Ivo Smits (Leiden University) and Q&A

16:30-17.45 Drinks, Japan Museum
SieboldHuis, Leiden

16.00-18.00 Talk, with Introduction by Prof. Dr
Ivo Smits (Leiden University) and Q&A
18:00-19.00 Drinks

oodblock printmaking (1

exhibitions both in Japan an

More information
Smits, Artist in Residence Programme

Coordinator: |.B.Smits@hum.leidenuniv.nl

\iv.nl/japans/actueel/visiting-artist-in
>s-public-lecture.htrr poster by roxane
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As part of artist activities for Japanese Art Programs and
seminars, organized by the Japan Association for the Promotion
of Arts, I visited Leiden University in the Netherlands. I would
like to express my sincere appreciation to Japan Foundation,
Canon Foundation in Europe, Leiden University, the Embassy
of Japan in the Netherlands and Japan Museum Siebold Huis
for their support and especially to the Japan Association for the
Promotion of Arts for giving me such a great opportunity.

This program has combined workshops and seminars, and
the one I participated in is the second one. This time, I provided
an experimental class with the title of “Traditional Japanese
technique - Japanese woodblock printmaking (Mokuhanga)
using water color paints”, and a seminar about “History
Overview of Ukiyo-e Woodblock Printing Technique and My
Works”, which are my expertise.

Japanese Art Program

The workshop was a place filled with enthusiasm having
those people studying designs and teacher of print making
from the Royal Academy of Art, the Hague, in addition to
students of the Japanese course at Leiden University. We had
classes for four days at Leiden University; two hours (two units)
per day as to run the same as a usual class at the university.
Participating students and teachers were very passionate about
art productions.

When we have workshops in various countries for
Mokuhanga, 1 focus on local procurement of materials as I
want the participants to continue the art production after my
workshop. This time, the students of the Japanese course at
Leiden University have less experience in actual production as
they do more research in the course, therefore we brought all
the materials and tools from Japan. Considering the participants
who are studying art at the Royal Academy of Art in the Hague,
I believe that preparation of special materials and tools used
for Mokuhanga in overseas would be a future issue for Japanese
workshop providers like us. Also, regarding a workshop site
for Mokuhanga, there are big issues for practicing Mokuhanga
because we need the source of water, long worktime and
preparation rooms. I learned this time that I should have done
more researches about a venue, which is usually not used
for art. It is ideal and more realistic to implement this type of
workshops as a summer academy spending approximately five
days.

By the way, quality of local water is an important factor for
an art technique like Mokuhanga, in which we use water-based
materials. Not to mention, western style oil printing and oil
painting, which use oils, require preparing materials specifically.
That is why there is usually no problem to prepare these
materials wherever we go. However, for art techniques and
methods that require common things and material from nature,
characteristics of local places give big impact on such technique
and cause problems. Such problem often occurs to traditional
techniques that support Japanese arts.

It seemed that water in the Netherlands was good for
Japanese woodprint. We have had strange experiences in the
past. In Austria, the tap water is those from Alps. The taste is
good, however, when we started using it for printing, sumi-
ink colour on a paper became lightly whitish and blurry. We
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believe it was due to hard water containing a lot of calcium. The
water quality may affect other arts including Sumi-e painting,
calligraphy, and Japanese painting. When we need to deliver our
art culture by doing actual performance and artworks, I believe
it is needed to organize a venue based on the consideration to
create a relationship with local factors.

Japanese Art Seminar

Many artists, who use Mokuhanga as a form and a method of
expression, have strong interest in materials they use and being
motivated by it. Those whose goal is to become a woodprint
artist start their art career with Western art or modern art. Artists
become to pay more attention to Ukiyo-e woodblock printing,
which can be said as the basic of Mokuhanga, after they reach
to a certain age. Ukiyo-e woodblock printing is a mysterious
art even for Japanese people, and you will never stop being
puzzled once you raise your interest in it. Despite the global
popularity, we don’t have many chances in modern Japanese
society to obtain the knowledge and education about Ukiyo-e. It
seems that Ukiyo-e is more popular in Western countries as they
have more knowledge about it and they own more number of
the artworks.

For the Japanese Art Seminar, I had prepared the theme called
“a view to find the conditions to complete Ukiyo-e woodblock
printing”. The previously mentioned
issues have become obvious through the /
meeting with Professor Ivo Smits about the
lecture. Then we changed the contents of
the seminar widely to things mainly about
my artworks and activities.

Japanese language is very convenient.
It has made it possible to translate
other languages and their complicated
concepts by using various syllabaries,
kanji (Chinese characters) and alphabets
in a Japanese grammar. I see an ultimate
case of Creolization in this. This language
environment has made it easy to accept overseas culture but it is
hard to distribute it to the world.

Our interpreter was Ms. Aafke, introduced by Professor Smits.
She belongs to the Japanese Studies at the Graduate School. Like
Professor Smits, Ms. Aafke speaks very nice, fluent Japanese. I
sincerely appreciate these people. I conducted the seminar in
Japanese, with her translation into English. Ms. Aafke requested
me one simple thing; she wanted to do translations with the
full understanding of the language concept of a talker. She dealt
with me persistently. The cooperation with Ms. Aafke was an
opportunity for me to recognize and understand my own art
production activities.

Lastly, I would like to deliver my appreciation to His
Excellency Hisashi Owada, the Honorary Chairman of the
Japan Association for the Promotion of Arts and a judge of
International Court of Justice, for his great effort for the seminar.
I received persistent contacts and great review on my lecture
from Judge Owada. It was a great opportunity to think about
the importance of mutual understanding with others and the
need of serious efforts even in a communication in Japanese
language. Again, thank you very much.

Miida Seiichiro
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information on this seminar had been acquired at other places, such as the Siebold House, the Internet etc. There were participation of various
age groups. Since there were participants from off campus in more than a half, it led to the fransfer of the culture of Japan to various people
who are the targets of this seminar. The total number of participants was 75.
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The participant's 74% or more gave it good evaluation, and it can be said that the seminar was successful. It seems that the person who
expects more another contents was also in people, which are majoring in fine arts.
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Understanding of Japanese art/

Mokuhanga tradition expanded
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It seems that almost all of participants understood about the contents
of the lecture. 13% of the people who expected more another
contents of the lecture may also have understood the contents.

10

Heard about JAPA?

EHRRBESICOVTIRIFEAEDENEHL NS BD 2IcBELTHY.
SEOLIF—%EUT. BEOLIRICDOBHVELI.

It had answered that almost all participants did not know about
the JAPA, and led to public relations of the association through this
seminar.
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MOKUHANGA WORKSHOP SCHEDULE

October 30 (Wed) Introduction: Visit to Nihon-no-hanga Museum (Amsterdam)
lecture by Professor Seiichiro Miida / Lectures by Curator Chris Uhlenbeck

November 1 (Fri)  1-a Production of a key-block Explanation on materials and tools used in each process
(Japanese paper, woodblocks, paste, carving knives, dousa (glaze), etc)
- Explanation and production of key-block design
- Harikomi (copying a design to a block): explanation / demonstration / production
- Hori (carving) to a key-block: explanation / demonstration / production

November 6 (Wed) 1-b Production of a key-block, carving to the key-block: production
2-a Production of a color block Explanation on materials and tools
(sumi-ink, baren pad, various hake brushes, other tools for printing)
- Kydgozuri (key-block proofs): explanation / demonstration / production
- Explanation on Kento (registration mark)
- lIrosashi (painting): explanation / demonstration / production
- Harikomi: production - Carving to a color block

November 8 (Fri)  2-b Production of a color block
3-a Printing Explanation on printing materials (coloring inks, animal glue, paste, water, etc)
- Explanation on various kinds of printing and demonstration - Edition printing: production

November 13 (Wed) 3-b Printing production
4 From the completion of printing artwork to Shitate (flaming/mounting) and preservation:
explanation / demonstration / production

5 Artwork review and discussion meeting  the end of the workshop

Exhibition
The student’'s works created in the class of the "Japanese art program" was exhibited with Professor Seiichiro
Miida's artworks.

Schedule : December, 2013 - February, 2014 Exhibited artworks of prof. Seiichiro Miida and the students’ works
Venue : The East Asian Library, Leiden University Institute for Area Studies (LIAS)
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JAPANESE ART SEMINAR 2013
History Overview of Ukiyo-e Woodblock Printing Technique and My Works

Lecturer: Professor Seiiichiro Miida

Part 1 - AR DLk
History of mokuhanga

A, T4 T VREAAZER, WMEIENEN ULRBIG R ERO D v /S=—X - 77—+ - Ta 7 I LB XUt I F—lc THIB
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It is a great honour to me to be invited for the Artist in Residence Programme that is hosted by the department of Japanese
Studies of Leiden University and the Japan Association for the promotion of Arts (JAPA). I would like to take this occasion to
express my sincere gratitude for the help given by honorary chairman of JAPA, professor Owada Hisashi, and professor Ivo Smits,

who is in charge of the workshop programme at Leiden University.

EC. TOMBTHMDBLEA LK EEZA TR LI, REKIITOERLZZ 2 DOFENGTENE T, 5> TE. LHEM
LT 20HE. EMRE LTEHEBICBVTE, HARDGHRNARRE ZEME LIeE&BEFETI NS, SHEHELT S L,
ELLEARREICEIT ST Licab xd,

In this lecture, I would like to discuss two very different topics. The starting point for both parts however, will be the expression
and techniques found in traditional Japanese mokuhanga, the subject that I specialize in, both as an artist and as a teacher.
(Mokuhanga can be translated as ‘woodblock print’ or ‘woodcut’ but professor Miida told me that more words are needed in order

to catch the meaning of mokuhanga. Those words will come to you during this lecture of course.)

1D, HADERARE TS 2 kD, EOXSISFHERFMA LD, TLTEH S 1 DIIRBESDOIERORFE L ERHICE
HBBHTETY, TOTDN, REVSIHEROPTEDK S ICHHL, IXHEEEZED, MERZBOLESE ORI ZR T 5T L
MHKRIED EERFET, ZTLT, FAEWV S LEROHAD S Hic, HROAKREDFELAA A—ID, HREEAILLDZ T 25
HOBEOHEEE W LEX L X 9,

In the first part of this lecture I will discuss the development of traditional Japanese ukiyo-e prints. In the second part, I will
show you several of my own works and the changes over time. I hope to give you insight into how these two histories relate to
me as an artist, how I create distance to the mokuhanga of the past, and how my works come into existence. My aim today is to

introduce to you a historical image of Japanese mokuhanga, from my standpoint as an artist.

TiE. TN SIRINDOKRZFEST LED S ZED T EBNE T,

I will show you many examples of printed matter that illustrate my story.

HAOARRE & U AXHROELZRE 2K, 5 < 2TONHE. HEHED | FEHICHN T2 LRN T OH T - HEIETHTRR
FEJERE 764-770 TY, HEM (AAHDEBLHD) (GREUHIEE) OELEOBIELZ 8 5 72 OFMERZIC K > THEE N, FhT
. (770) 158 L7z 100 JiD/NEE IS S NTc 4 IO, —F 25 /7T 100 HEN 55 2%TY,

When speaking about Japanese mokuhanga or print, every scholar or teacher will first take up a work called Hyakumantou
Darani, or ‘Dharani contained in One Million Miniature Pagodas’. The small pagodas were commissioned by empress Koken in
order to calm down the disturbances that lingered after Fujiwara no Nakamaro’s rebellion. The one million pagoda’s were finished

in 770 CE and contained four different types of written prayers, each printed on 250.000 pieces of paper, counting up to a million.

P2 HINE ULLBGFRECD B 120755, BRREWVS FREOFRIETTRATY . LhL, AV Eickd, BILTE
SVAVET—EWVS BEMNRTIED ., H A2 HA T8RO HBINATREICR D X Ui, PEE 770 40 AT FA M, A X—
IDREMS T ETRMERNERKREICHND £S5 HPRHIR, REICERNTH 7T LTl &S, & FARFICTO 100 LW
SEUL, DAT ¢ 7 & UTORRENZ HFHC BT THWZ EEZX TRV TL X I,

As to the prayers that were stored in Buddhist temples, it was sufficient to copy them by hand. However, through the use of
printing plates it became possible to make an enormous amount of copies, as the Japanese word for ‘bestseller’ points out: ‘million
seller’. At the time, it must have been a miraculous thing to be able to make a huge amount of copied text and images by using a
plate. Also, this number of ‘one million’ shows that the possibilities of using plate as a medium existed before it came into use in

the lay world.

coc iy, HREFLVEDTIA, -/ S OARIREHIFIOEZ > b« ZJUZAFT 7 =26 0A 2T ET. TORAM
BRIE (D) ZZ L DALDFRRHCIE T B 805 T Lid, FRBINT AT 7 22 LW T A, X707 805 HET
ATTOUYEZLEEZTLKVTLE D, BARAICEY F - JUR T 7= HRE FIAN—DBFOICF— RNV A —IC Rz
ATMELTVET, TOARA—IZRIZHICROENEICHZ LRV EWS BFDTIEZ S TIMN, SEHZEIITMEFEN»E Lh
FEA

This idea of printing prayers was new at the time, but also in Europe the oldest example of printing technique, St. Christopher,
can be connected to religious benefits. These benefits can be enjoyed by many people at the same time, and even though these
prints have a religious underpinning, they might be called media containing information, and we might even think of these prints
as the beginning of mass media.

By the way, St. Christopher is nowadays still seen dangling on key holders as a lucky charm for car drivers. I have heard that on

the day one sees his image, one is protected against unnatural death, but this might have little to do with traffic safety.

ARREVRCHIRE N B DI T35 E TR T o TAUTHIEIN DX 5 72 L EDSBUEXR TEDSZVDTRENTL X 5D,
ZUThHICIE, &9 —DESIRENZIHL TRIZRNEH D X9,
The things that were printed by use of wooden plates were words and pictures. We could say that this has stayed the same ever

since the first printing techniques came into use. Plates have however, played yet another role.

THUIKHEEAMIZ EICH 6 NS, MO LE WS TETY, TN, RDHADKROEIC X 3 KiEZIEDTRN S 5 595
EREC T, Wi & GeikBat & OREZ Vv S8 X d,

That other role of plates can for example be seen in the decoration and creation of the Japanese paper called ryéshi. This is
something that I have faintly realized since the time I started making mokuhanga with Japanese watercolors. I feel there is a

relationship between prints and dying or weaving techniques.

C O DODORPFEZFHUCUANTHS & it - HIRNCHIT B X5 A T A b, MOINTICBF B EEMTT, B5 HRDHA
THAE > 72 F4JE 700 40 5 1500 FACREKERFRD D O | TLFRRDMRE 2HEE T, HREAR L UTOHIRIOENE., 2 <&
LB DOHRICIEN D KD ICH T EX T I, Efiitifii & UTORIMES . THEDRE T E0kE L <&, HTOERA DB
BCHoTeTETL & S0 HATASDIEIDHARA, FERNZERTRE - BUGDEL» 5. BR—RESOHIHBETEINS K
INCTE o Tel, ZNTNCHOTRIET A T7 ., B AE LAV — 7ML L E VA 2RI EFhE L,

Simply said, the two roots of mokuhanga are first, printed text and illustrations, and second, the patterns or decorations on
paper. [ think that from the time that the first prints appeared in the eight century till the end of the sixteenth century, the
technique of the print as an information medium was mainly an affair that was treasured in Buddhist temples. The technique of
printing decorations on paper must have been either something in possession of the court, or something known to artisans in
towns. When the publication of books and prints in Japan moved historically speaking from the realm of religion and politics to
the common people, a situation was born in which ideas and techniques came together in a cultural expression that we might call

uniquely Japanese.

16 HFRIRD B RSS9 2 17 i IORIZ. HARDHIFIORIUS KR E X2 D - TR RT T, T OB, Hid
THIREN SR HED D 2 DTI D, T TIEROERICHREHRNUL LBV T,
The short time period between the end of the sixteenth century and the middle of the seventeenth century, when the ukiyo-e
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prints appeared, was a period in which Japanese printing underwent considerable changes. Very interesting things happened, but

this must wait till I have another chance to speak on the subject.

PRGN, ARDFHEAHAZL LIc—HGa e UTIRE D K97, LI AKZ M U 7o RRHREI O ZE ) B E A IR PUES Tyt —55 )
DfffEZHY T 5, ORI ANKDHT, Roch—Riez ks 2 LWV N Td, TOAREWS B E DBIFRD 5 I IHHRARE D
JBRBHIZL TV EEZXE T, TO1DDORME LTHAER (DTHTV) TL—LZ2RELTHINIEEDN, T2 EeL
TE2NWTENBITONET, ThE, TFAMLHICHSTEADA T AN ELTOHRETT,

Ukiyo-e prints find their roots in single page illustrations in books. For example, the popular painter Hishikawa Moronobu
designed the illustrations of The life of an amorous man, by Thara Saikaku (1682). When these pictures became popular, the
illustrations were carved as separate prints and re-published. Also the formal appearance of the book itself was influential for
ukiyo-e. One such characteristic is that many ukiyo-e prints are designed with a box-like frame. This is a remnant of the way in

which illustrations were paired up with text in books.

LA R BRI S EAMERT CRRTI A, FRIHRRIRIEN, =¥ BoA, 2R E 0o MRy, &3 Ein, HmrashE,
KFZLR—b WEVEZ =Y aWICTEEELTOWE R, LT DRITOREHTH > &, HELOH LY, ®E&R, RED
RENTTELE TV X LT,

The Edo period, which lasted from 1600 till 1868, was a period in which commoner culture bloomed, and ukiyo-e prints
depicted worldly, sensational subject matter that was distanced from the powerful religious, political and scholarly institutions. The
fountainhead of latest fashion, the pleasure district Yoshiwara, and Kabuki plays and its actors became representational themes in

ukiyo-e.

T T T, FWeRE ORGEN T2 B2 I Lz e BV ET,

Now [ would like to introduce to you the artistic and technical developments in ukiyo-e prints.

FRIERR NS, SRR LTINS B, —ROBEBRENSEE D X9, TOZE/EFEOMERICIE, BAENTOI I,
CNRBAFICE>TEBINIZEDTT, WD /HIE, BUEOERLIEREZ>TWEDTL X ID, RITHRICD -T2 & LIR
KA EFSNTO0ER T, ROEDE EFZ FEIC U, SR CREMZHAEDNRSNE T, HIRL HWRDHERL WD SR
ENNLRICHN S FETI 1,

Ukiyo-e developed from sumizuri-e, or ‘black ink print’, that was created with only one plate and executed in black ink. This
work by Hishikawa Moronobu seems a multi-colour print, but it is actually hand-coloured by the person who bought it. The tools
that were used for carving must have been different from the ones we use today, but it is executed in simple, flowing lines. The
following monochrome prints, that also show Yoshiwara scenes, feature the characteristic frame that I just spoke about. The
Yoshiwara was a theme that naturally became popular when the creation of prints was no longer restricted to the powerful upper

class.

BEROVINE, BAEDOZE S TELATEILLDN, FETELVEDOZRDZKEDY 7T A MISABIET, Rt
XBEOOMEMDESL LET, Tnd. HEL. BEOFEWSHMEICEMEDNS. FH TNEEROFROER TR AR Gz
FROLET,

Although the colouring of monochrome prints had been a favourite pastime of those who bought them, there were also requests
for elaborate, multicolour pictures that were professionally coloured. In this hand-coloured print vermilion is used, a vividly red

pigment made from the mineral cinnabar. This type of print is called tan-e, or ‘vermilion picture’.

BT VS EIETY, B (Shb) ZZHLUT, JORZNI 2D, w72 U7 miRA & O Z eI Lz leolc, e
EMUET,
These are examples of urushi-e or ‘lacquer prints’. As these prints make for example use of glues, gloss, and imitate the gold or

silver surfaces that you might know from Japanese decorated lacquer boxes, they are called ‘lacquer prints’.

tAzE. FHOBRNCHA TR ZE> 72 DT, PHRICHNTRZICESHGHIRICED £9, 722 L, ALEESNBICTHNT
o, HEBRBZEI I ENHD T,
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The red colour in beni-e, or ‘red pictures’, is not created with vermilion, but makes use of a pigment taken from safflower.
Compared to the brightly vermillion tan-e they make a less gaudy impression. However, this pigment is weak and becomes

yellowish when exposed to ultra-violet rays.

CHELIREODEIPHEPEHR L CTIA, HAD 17 HFdOFRRE & U T & THRELMXIE, (FRENESNET T, 1%
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In these uki-e, or floating prints’, the colouring is the same as in the prints I just showed, but it is rather the unusual composition
that singles out these seventeenth century prints. Uki-e are prints that make use of perspective. This is something that does not
appear at all in the works by the traditional Kano school or in Yamato-e, but in order to please the popular audience of Ukiyo-e

prints, anything new or interesting was tried out. We might compare this situation to contemporary magazines.

AR E VIR TOZMNIF TOLSEIENEG LE T, HRO R AMICHY TS, k2O EbE 3 AT LERDIHEOT X
T LR E NI (A8 i) TEH O T, A5 ROAZMMP LD Bz 5 W20 OB A MED N L AR
ENKITH, FAIRIEZORHEIROA Y I FHIVDOMZ Rz &M T A, BKkDH BT,

In the mid-eighteenth century, the technique to print colours appeared. These prints are called benizuri-e or ‘printed red
pictures’. In this time a system was developed for combining and composing pictures that used multiple plates. This system was
similar to the cross-like registration marks that are used today. They must have used the corners of the plates or drawn lines for
orientation of the composition, but I have never seen the original plates that were used for benizuri-e. It is however something that

highly interests me.

C ORFARIEEARBEOMFHIC L 26D T, KR BFE CHMABEOMEME. FielmEn, BRFAZBN, Fitkhe UTH
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Just like the benizuri-e that I just showed, this work is designed by Suzuki Harunobu. It is a nishiki-e or ‘brocade picture’, and

can be considered one of the first in a type of prints that closely resembles the ukiyo-e that is loved by us today.

BRFRIE 1765 SRICEARFED, HFREN (EARARELIIER) KT T A > LA, EBU\RORIEIC & > THRIRLET,
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With Harunobu's series Zashiki hakkei, or ‘Eight indoor scenes’, nishiki-e reached its prime. These prints were commissioned by
haiku composer Kyosen, whose real name was Okubo Jinshir6, and published in 1765. A very important development in technique
was the use of kent6 or registration marks that are still used today in order to have every layer printed in the right place. These

registration marks are carved into all plates.

CHUCED, METLEODREES T EMNTE, BALEIN, FEMEE—-NRTRKT S Lichb T,

In this way, a print could be build up of many colours. In Harunobu's time many techniques and technical skills were formed.

BIZIE, B &S BRI DA T — 3, FFHRICHBWTE TOMNNEERN T T, SAIOZE)EE DIEHO I & X5 L
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For example, a mosquito net was considered a very fascinating object in ukiyo-e prints. These nets appear in the early prints
by Moronobu, but the technical performance was very different. The works by Harunobu are of course, woodblock prints or
mokuhanga. Mokuhanga is a form of relief printing (or ‘hoogdruk’ in Dutch). Let’s imagine how a line is carved into the wooden
plate. One first traces both sides of the line with a small sharp knife. Then one carves the spaces where nothing is drawn away
with a rounded or flat chisel. When two lines come together, one carves away the wood in the order that professor Miida has just

pointed out.
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Now, how was a mosquito net be cut in wood then? A student in my class once asked. Carving the entire net seems like an
impossible task, but the answer is simple: One can prepare one plate with horizontal lines and another one with vertical lines and

print them over each other!
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The use of registration marks was a revolutionary technique that not only made the creation of prints with many colours
possible, but also changed the entire printing structure: the picture is broken down in different plates, and also the process of plate

making and printing itself changed.
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Just like in our times, it was possible to use embossing techniques to create relief prints and make prints without colours.

COFRTERIC K > T, B DR ISR, MU, JbF. JLEZ EORLNHEHE NID T,

The perfection of nishiki-e paved the way for the famous designers of ukiyo-e, like Utamaro, Hokusai and Hiroshige.
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Here we see a design I made in 2009 when I worked for the Adachi Institute of Woodblock Prints. I will introduce the process in

which a design is carved by a professional woodcarver in the traditional way of ukiyo-e.

9. RETOROIDR TR 1] ZHIEL £, AHIEERK k2] TY,

First, in my role of designer of the print, I make the line drawing.

(X171 WA (M2] 52X
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Then, the woodcarver pastes the drawing on the block with glue and rubs off the top layers of the paper so the picture becomes

clearly visible. This copying technique is possible because Japanese paper, or washi, consists of multiple layers of scooped fibres.

FRICAE S NIk ZORTI E WS YIO I L/ANT] (A7) T I A VICYIDIABZ ANTITE XS, £ LICHBT T A K4
BKEEW>TEZEDTZD . TILOMARTIORZHS LIzD T, OPI<I2ERTT,

Next, the woodcarver carves the outlines with a small knife. The flask in the upper left is a traditional tool that transmits the
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light in such a way that the carver has a clear view without shadows.
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When all outlines have been cut into the wood, the part that is not needed is carved away with a round or flat chisel. We call this
first plate with its black lines omohan ‘main plate’ or sumiita ‘black plate’. A print is made from this plate in black ink, so it can be

used in order to create the colour plates.
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In this print, the designer indicates where certain colours have to be used. We call this a sashiagezu, or draft of the final colour

picture.
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The woodcarver uses red ink to indicate parts that have the same colour and creates a separate plate for every single colour
used. (X 11] BIESE D 2SR
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When all plates have been carved, they are brought to the printer. The printer uses a so-called baren to press the paper onto the |

blocks and ads layer after layer till all blocks are printed. J
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The designer and the carver check if the colours are all printed correctly and then the work is declared finished. The materials,

techniques and forms may differ, but the process of printing is not so different from the way in which designs are printed today.

[X12] 58k
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Seiichiro Miida's Activity and Artworks

T, FAXT D& S BARRRIEI O EL P EIEZ RIS AT, FRE L TOE#ZRH T T,

LD L. TS THIN T B2RDOMEMEBERIZVXR X THBRYE LI HARDHIR O LI Z R & 3MBIRICHE K SICRAS
ERVWET,

COARMEOFIEIC I, MR EERE UT, RN, THRE & /258, K B TSL > REEORIE). Bkic Thok, R,
B.OML k) TR, B BEMEDbNT T, ARREOREEE ZOMEPRIER &V EWENE EHFOR-> TEX LT

FADHIMEE Z OARIREIOYIENZRTANE T oM DRS>TLES K BRDTY, TOMELNVCHEEZILANGEDS, 1EME
EBZRN L THIZDE-RVET,

I learned the history and techniques of mokuhanga at university, and started my life as an artist. However, the works that I will
introduce to you now might appear as having no relationship at all to the history of Japanese printing. As to the production of
mokuhanga, for printing, materials like paper, ink, paint, water, glue, and tools like chisels, baren and several types of brushes are
used. For plate making, wood, paper, ink, glue, water, chisels, whetstones and so on are used. The history of mokuhanga is linked
to these physical objects.

My works are closely connected to the physical dimension of mokuhanga. I want to introduce my works and activities while

paying close attention to this physical level.

T OFEM ['Work 90T (FFADAERMUCTHE L, HifRE LT > TV 2 RE EHWER
T9o ZA MVRTTE e EDT X Ui, RREOIERETIE, SR EBHRE LE
[EARRREHEO 7 O AD K SICHiZR < T2, 5 Lichih v o7e T Eh,
7. FOTa ADOHTHRORENET,

COEHAECIE, LEDE TR LW SEMHLTOX L, HETIEEL, "‘1"5“
BB DPER A S &0 S B, ABERIIED 7 1 RIS T LT, S > T0E Lk, ‘ .‘4-;5};
ffE7T e X L UTE, FCHROWARZRCREICEAED BDERNERDOEZIED . ‘?-.'---Q
ZINFAR LOEHAKROY)O A EDWiHZZ DX THEOID ., ThzeFnnvic, i =l :a - iy
ZHECLUTHEERSZLDTY, FICERE LWVEET, BETH T & LIImIcH % iE -4 { 2
I BAEMTY, Vae. X -
I made this work when [ was still a student and it is the oldest work of which a '*: ) }
photograph exists. The title is just ‘work’. Mokuhanga goes through the same process ¥

as ukiyo-e, which I just showed: a process in which ripping paper, applying glue,
moistening and drying, carving and printing repeats itself.
In my notes of this time, I used the word shokkaku, or ‘the sense of touch’. Creating
this work, was just like traditional mokuhanga not only a visual process, but also a very — “Work ‘90"
tactile one. In this case, the creating process is one in which I glued many layers of ~ Woodcut printon pasted paper
ripped paper on each other and formed it into an indefinite shape. Then I made prints 120x120cm
o ' from roughly cut pieces of unprocessed wood and let myself be led by their natural forms in
creating plates and several layers of prints. This way of working is really one of trial and error

and differs greatly from designing by drawing with a brush.

T, ZERCH B, BEFEELTT [Work 9271, ARREOHIMETIX, AL IX5E
RBHIEMET, BMICHOHET BIEEDFE X T, TOEHE. 1EbA A=V 2EST2H0%
DTHBHICEMHDET, REIHIURDDH S LTI,

FADHWEIC BN TIE. T DIMPUBRD VD B8 &G G > T /Ef A A=Y 2O T &
5 TY, EIURE, MEEEDOERE, SOhhEaWnIcE>TEEN, ROSAICIEDD 7,
fm, AL Rl & FOFEMIEREE M T, FERiEEIEE & X0, fIFICBOL T,
: .o, _ Rz ws by, REBERERTT, LA L, TORHHIIARRE OFEDMEZ FI ANT
“Work ‘92 2HESTTULREMN, AREOMFENZERICESENMNTOWIZRTT, BHARZGWEDR
woodcut print on pasted paper 210x181cm BELLE, SoTnELE,
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This is my graduation piece. Mokuhanga is created through a continuous process of touching materials, which is something
different than just ‘carving’. Even though this operation is essential for creating the image, it is also something that calls up a lot of
resistance in me.

As to my own works, this feeling of resistance leads to a different kind of works than simply pictures. The resistance is born out
of the friction and collision between objects and this is transmitted through my body. An art that consists of pictures, carvings and
prints is of course a visual art. Seeing is very important for the appreciation of the aesthetics and the creation process of the work.
However, at that moment in my life, even though I had experienced the techniques and materials of mokuhanga only for less than
two years, I was fascinated by the tactile quality of mokuhanga. I also spoke of things such as

‘mokuhanga for the blind’.

TliE. fFMELTHNZEDNEDXSICTESNEFAR, ATV L LTHIRZIEDEDE
NIAHEERIE DA TV 2 E LTORPHES TETHEEN, Th2FUdda X511, FAD&
EADNTEL F 9, ["Work ‘92 -idol 14 - ]

CNZlE> TVAEDIERELTE, REIES WIERTID, ROHICH 21 A—I 72 ki
bd %, #i< 2L ei3E B AENT, MERDOA A—VBROIMINCSD > T, ME EWEN RN,
FERENTITS S EZTFR, Bk 2T &M, ROERFEFTH 2 X IRNET,

The form of this work appeared from an encounter between the sculpted washi paper and the

wood as an object, and I myself am a mediator in this process. Even though I am the artist who
created this work, I have the uneasy feeling that the work should not be formed according to  «work ‘92 -idol 5 -~
an image that I purposely designed for the occasion. Rather, I consider myself an onlooker who  woodcut print on pasted paper

only helps the objects to meet and take form. 90x60cm

ZhuZ. D UARRY/ESL [“Work '94 -with a red square-" *Work ‘94 -with a scene-"] T3 hY, T DIESLZE
TEB IR Z FICE ST RERBEEDDH D £, FHTHREPRICEA -V 2T TLRY,
COUNEYDDEH T, MK LZRD EVSEENSETNIZEDTY, kT TV SR
EWVSFEME. ADHUTT VWS KU T, Thzfikito4 7Y cIciiff i TE> 728 DT
ERS

This work is a bit three-dimensional, and the story behind it is that my working hand was

severely injured. Because of an accident, the nerves and tendons were damaged and I thought
that molding papier-maché would be a good way to rehabilitate. I thought that the washi that 1 i

used felt like the human skin and I covered the papier-maché object in washi.

CNEY S ENFIT/ERIETAE L TWE E LTz, [“Work ‘95 - a form of red-"]

From that time, my works became more three-dimensional.
— . clay) 60x20cm

Z LT, ZEMZROAARA VAR L—2 a3y o s .
Work ‘94 -with a scene-
EWVS RINCE TREM UK L7z [ostallation ‘97 -with Object (printed and pasted paper, paper
aform of red, a scene-"] o ESEAMAIDDIZT A TERF  clay) 60x20cm
5. TLUTEMALESCLTITEEHFES L . Eb
BIEMEENE T EDH D ET,

I also created installations that stood freely

“Work ‘94 -with a red square-"
Object (printed and pasted paper, paper

in space. My works always start to develop on a

certain spur, and then expand in different ways.

When the development comes to a deadlock,

without thinking one can take in the harvest,
— - A consider the work finished and start a new stallation 97 -with a form of red, a
Work ‘95 - a form of red- scene-" Object (wood, Japanese paper,

Object (collage on a piece of wood, printed and pasted

variation. ink,pigment, etc.) Gallery 4Gats, Tokyo

paper) 90x90x15cm
VIV =N, KERRZVREAL TR
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Y5 THhB, ThzFvy oV —OBREmICEE LT, KEEAMEZ LT
BB AHKD FICHZNZVIROLT Y F2EL XS THYy Z—TaZ LT,
ERNOBRZER>THD L, FHTHIMMIEX S BAA—IDPHBILELE
[“Installation ‘97 -with a form of red, a scene-" “Work ‘97 -with a scene-" ],

ST HHTHIYHELHICH S5 Te A A=W SEEN S K 5 I [%
1 2R E Lz CORBOERDTATHI EFNEXT,
e 1] fER &, FAIC L > TR, ILAMEMD L 51 object (M) L LTHHE L,
CHUGHRE & U TR T v NI ge  BIG ” LdES . COEMTE. D Ade
DL LML B, LA L, G E object & OBIfRIE, &1 & ST AMEROFRICH 2, T
T T, MBBURE object L LTHIEL T WD, ZTTRIB (A A=) DNEZTYENDS
BN TVD XS RERZ, COVEMZIES TRMZE Uz,

Here I randomly cut into a big plywood with a coping saw. I hung the plates

“Installation ‘97 -with a form of red, a scene-"

Object (wood, Japanese paper, ink,pigment, etc.)

on the wall and covered them with a large piece of washi. I rubbed the paper
Gallery 4Gats, Tokyo

into the plywood and when [ scattered mica over it, an image appeared that
seemed almost drawn on purpose. (Mica is a fine, glittering powder made of
mineral and it was also used in prints from the Edo period.)

Here for the first time, I felt as if the image that was created with the three

dimensional objects of wood and paper separated itself from the object itself,
that the image was not material.
From this experience grew the next artistic idea.
FITBROYE ML DBIRO LICENTWHEOERZED KD HUWHKIC .

A A=V RHEINS X5 BlEmiEHREVN &, B TZON T DER ['Floating
Place’] T9, XA MU [Floating Place | {#\\\ e & T A LW EKTT, o .
. Work ‘97 -with a scene-
LU, CORRIE . TROMY Mmlc)E < B, fimic i < g Object (wood, Japanese paper, ink,pigment, etc.), Tokyo
EE UKD I TmoIENZRET 5, £528TLK,
E L. A A=IRGZHNT 2B 2T 572D, MOBPUEK, WEEZID ZH50ENHZTLLI, LML, ThEE->
EBDEA LD ET,

In this work, I wanted to make use of less heavy materials, and experimented with
ripping images out of thin paper. The title is Floating Place.

However, the result is as you can see, that both an extremely thick, heavy object and
extremely light objects (like paper) similarly express the strong qualities of the material.

In case I would just have tried to extract an image, it would have been necessary to take
away the resistance and material qualities of the paper. However, this would become a

much later experiment.

CAUE. LT T E B RR S IR A T 7% d
DONTAFEDFIER T [Exhibition - MIIDA SEIICHIRO -1,
K59, BBEOX S BIBICHD F L, -
These are pictures of a solo-exhibition at ' .
“Floating Place” the Machida City Museum of Graphic Arts in

Object (woodcut print, Ganpi paper, mica  Tokyo. Unexpectedly, the exposition became a
powder, ink) 123x109cm

retrospective. Exhibition - MIIDA SEIICHIRO - Machida City
Museum of Graphic Arts, Tokyo Japan

[Floating Place] &WIERIE, A A=Y Z2YH SHEMOHMILT 25 L 05 HiiMI K LT, A X—T DORHENE L7l 7z /F
DS EERFIC, MO KBNS ATV 27 FELTOA A=V ZICEZAE L, TNHDT LRBUEDIEMICES BB > TE
9,

As to the work Floating Place, contrary to the fact that my intention was to distill an image from the materials, I both extracted

the indefinite and floating sensation of the image, and at the same time the image appeared on the paper as an object that presents
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itself to me. This process is closely connected to my

current work.

T D5 [Performance : “Klopfzeichen'] (D%~ Z5b - 1=
£ D TI M, Klopfzeichen &1 /37 +—< > AicH
TYo HHWRDT U A— T aF AR — IN—=)F -
00— & A2 HDICERER & RMEFED 2R
L—232T9, TORMIRICE > TREICHE
TYT. EMMEMAEEE ZE oK BE B ER L IR
il 72 SIS SHRICH D AR, RIET B 05T
ERS

CONRTF—=VALBMT B LT, £XH
TEHEEMBHOAGELEE VS, INENDH D £ LT,
EWVI DI, HEREREDT AT TOATHRL—2 a3 Y TERLNcAA—Y HERE—KICG > THELNT Thit) ITIE BN GER
ENTVBIEETTY, BEEAA-IDIRICEERE N, ThZRT 2 LN TESRENBNTZDTT,

KELCBILUEGETTH, 2O EICX>TEDIE, HBBICRICH SNTA A=V RS 0S5 REAKRD FiEZMES T &)
TEDEIITEIRTT,

These photographs are a bit strange, but they are a registration of a performance called Klopfzeichen. It is a project by

Performance : “Klopfzeichen” Symposium in Zwettel Austria

the musicians Giinther Schneider and Barbara Roman and involves a collaboration of musicians and woodblock artists. This
experiment was for me something very special, as I was heavily influenced in my expression by the elements and timing of the
musicians. Artists and musicians create their work from different elements with a different timing, and in this performance these
were combined into one work.

Because I took part in this performance, my work again took an unexpected turn. I am sure that, while I created the plate and
the image, I ‘recorded’, so to say, the music. The music was recorded in the block, and it was possible to print the result.

In other words, because of this project, it became possible for me to carve an image in the block and print it in the original way

of mokuhanga.

C OFER. RADIERIIID TV 2GS 5 EMTE X L7 [Bxhibition “a
plate’]l, LA U, TOREREHTE LU TL B8R, FHIRICH B A A=,
KgEiZ? W5 2T, FADOTERDEREIITRL T, MFEhRICD S K5
HRemOEREZER LU TRIEYTREH D A, REKCEHLVWEEE 13X
D XA, KUGZlED I ik, Bk & OBIRMEZ (R D72 DI B G
FRRICZ LT I, IO TRIONENE T, FxRE LT, fERRIRE
IZWa3ERTT, EA T EMTERVEWVS BT,

The result was that my works could for the first time be executed on a

flat surface. However, the question that rose to me was: ‘what exactly is the
image on the surface?’ After all, my career as an artist would not be made Exhibition “a plate” MIIDA SEIICHIRO ~ Gallery SHUN, Nagoya Aichi
up of purely abstract art. It might be a very difficult problem, but I became

once more aware of the discussions surrounding the making of images, the theory that is
necessary for retaining a relationship between the image and its meaning, and my lack of
motives. For an artist, this is a dangerous situation to be in. The danger lies in that one might

become unable to create any work.

CTT. FEREII T NS, AT LIS B ORT. 7 & F R iZe
FieDasRL—y gy I—2Tliz, Eid. CORBIRERENS X0 &Y T ILEe LTHE
8 SNIEWEDTT, 2009 LD 7 XF/RET. MRED7DOBROWRAZ RO 5, 1EHL

TIeesi s TR UKIYOE KB AMAE D, FMEEEB L LTI £, AREIZH S ROEWOIER
Exhibition “a plate” MIIDA SEIICHIRO JEE, ZDNEDOMRICIEZD E VD T ET. A A=IED DT at A8 2 7 )V EtEVER L
Gallery SHUN, Nagoya Aichi T, TOVEMICHD £ T [Part 1- AIREOHEZI]
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COERDA A—=VIE, B> THNIHOEBMEOMEY T, MEEEI LIC, EARICH LW LICHID T, BA#A.
TEETEDVRNBL»\DZ L, EEiiZLLET, ROBEBHIZL IOV EVWER A A—IUNENE T,

B E LTARA=IETEB LIS, BLPAND | BAfMEME L TAA—ILTES T Lid, BYROETLE D,

Here again, something happened that was of great help to me: it was the collaboration with the ukiyo-e woodcutter from the
Adachi Institute of Woodblock Prints whom I spoke about earlier. Actually this woodcut was produced as a sample and not as a
work of art. In 2009, the Adachi Institute was looking for contemporary designers of hanga and organised the ‘Adachi Ukiyo-e
grand prize’, and | was to be a judge. As young artists who knew little about hanga could also apply, we made this work in order to
show the participants an example of the process.

The design of this work is actually something like a doodle. Somehow, however difficult the things that one is involved in, may it
be scientists or philosophers, they engage in small talk and draw doodles now and then. My doodles became figurative images of
small talk.

The fact that music can be caught in a hanga picture, that a chat can become an image, I see as a very natural thing.

BIEDORME, THBLeRD ) ® DUNSRBEE 27 —<ICERNGEA A=Vl THTE 2D TV E T,

Recently, [ started to create figurative images of ‘small talk’.

BRI EIT N SETHRRBERAA—I2MS CLICHEETLL L. ZNZET 5 X S IcHilfEZ#Hild TE X Lic, ToMfIZz,
FeH. BIERZICBIMERIC A > TWEIAT VDA T+ « A v VRECHNENT, 7 LATIVE LICH 2 HARDRIEFENAE
Rl U7z Bucsgaslc O U E Uiz, FRRIEO % 1 )V [Troubled Times and Beyond | fafiaif e Zn A TEWV D
XOBERTLE I,

We have come to the last part of my lecture. So far I had been evasive in the use of figurative images and had worked in a way
that made it possible to do so. The reason for this behavior became vividly clear to me again when professor Ivo Smits kindly
introduced me to the Nihon no Hanga museum in Amsterdam that we all visited as part of the workshop programme. The title of the

current exposition is Troubled Times and Beyond: Japanese prints between 1931 and 1960.

COHZTH SRR LT T, RHUCIEHADRIT 2600 fF28L5 A XA—, Do, ERICE AIWERE - Frhkim O 1ESR
CHFHE L DBIRZE L TORIET ENH D XFRATLUIZ LA L. ZDORRICHNUS LR > THA I HRATI, 2naly vy
YERRREICHET, SBAAROENREZHE2 ECEEZLDEEZIETTIDOT, BIFTEHEZILOATI,

I would like to introduce to you several works from the exhibition catalog. On the cover we see an image of the commemoration of
2600 years Japan. Ignorantly, I never thought about the relationship between wartime images and the artists of sésaku hanga and
shin hanga woodcuts. (These are the names of two genres from the early twentieth century.) However, it is quite logical that such
prints existed in that time. This is an extremely valuable collection and I would like to advice you all to go and see the exhibition.

These prints will definitely become an important source of information about modern Japanese woodcuts.

JIBBEELK &S il OFAlE . #HlZ BSRE TSN T. HEVDBXLVEMOL DRI EN -T2 ANTT, TOH ESFD
FRE DIERTHIRED X9 A, B OB RZZ I REDMIC R A X9, 76, FmBERE LTdE THEELYTI D SifED
BHZE SV TERCDTIN, DLOELAZEAETZ21FFE .

Kawase Hasui is a shin hanga artist who is known for his delicate landscapes and he never depicted very heroic subjects. This
comparison with a print of the Z6jé temple will make it quite clear. His woodcuts with war-time scenes look very crude. Of course,

as it is an important work for its subject matter, we don't need to discuss its aesthetic value. But one does feel a bit sad nonetheless.

JIPG IS BIERRE ORMIEIE TH 5 7 VIR LT Ria 2 F> T AT, #&lcid. HOMCDWTOFEZ LWL Iy A/ MRA 5N T
£9,
The sésaku hanga artist Kawanishi Hide is known for his colorful pictures. Next to the illustration is a heroic essay about the

hinomaru, the rising sun symbol on the Japanese flag.

DA ZOTINEHAED SHEDORMRICTERE U 7z Mgk, AWEH (TP LEXED) DERBEHINTVES, ThE#
GDRTT, K EEHRTITMN. AOELEIZHSEMCENENE T, LT OIFMHIGHTIOMM & 2 K 25 [Troubled Times |
FEFIOM S, /IMRERIGIRRNEZMR TN 2 B0, LA L, HFICHL Tz LTEENRIWVZDE, BHENIE T, &
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Thhid, KEHKE Bl I E £ 5 DT A, 2 KA E WS [Troubled Times| &5 BAIOMAZHEHR LTLES &
Kz, Mzl (S EWEETTA) LT, ZMRVF2H L TRV IAVEBICZ S TLERS TS EAVE T, [% 2]
[ 2] {LARHRICIE T 217k & U C O/ O T, 728 AR LTE, KidZFoHk Ik y) ZEF—TICLT, #HD
BLBDIZDDART Z) (REY) LULTo MHg) ZEHEEUTRELET, BHE L TEREL TV THIUL, KT BILIFDKE Tofi< e
WNED, LHL, 2 XKKOZDOIADN S, MFHEDX 57, HiNfc A A=V ZERE L TRA XD T 51ERERER, 7—FT 2 XD, TOX5 7%
Db > TRV TRy E, FAEEVET,

In this catalog one can also find a work by Kobayashi Kiyochika, an ukiyo-e artist who was active during the Bakumatsu and Meiji

period, roughly the second half of the nineteenth century. This is also a war scene. It is a depiction of a sea battle, and the quality
of Kiyochika'’s print is clearly different from the one we just saw. He was an ukiyo-e artist who stood with one leg in the Edo period
and with the other in the ‘troubled times’ of the Showa period. Kobayashi Kiyochika was not a modern artist. He based his works
on happenings in the real world, and made it into an exciting picture for the audience to enjoy. In this way, anything spectacular
will do: a large battle, ghosts or goblins. However, if we now look upon these images that claimed to convey the truth of the Second

World War to its contemporary audience, I think that a real artist should not be involved in these practices.

[F] CRERICEUHIZEIER IS B K ZRROBIATE & 3BT Z L T0E T, £387—7 1 A METY,

In the same period, Onchi Késhir6 made works that are unrelated to the politics of his day. It is a truly artistic image.

2 RKHELIFE VS REENTRHUICEZ BFRICE ST, &S T ETIMN, BRAA—IE WICTOEFH DX S EWcias

A2 D e BEA X T, Eid, FASOARTHBICIEEE NI L 513, Al Z2RENICERI TOETA, W, VRZ—Va
RRHCBUEHE NN D DEEE, AT 4 7 72fli> Tii%s 5 Fikid, 1EHES M, ZONBRBEANEEICHEI L TN T 2D
RBETLED, [X3] RICEEFENLETTRESIEELLWVS L ERBDBIMTT, /2L, ThET7—T7 4 A FOEHETE AR
s lid, MCNABDTY,
[ 3] EWLT T, XFEOEHTE 2 AREOMRICHFZHE L, KRICEA AREZH- e RBFENL EE Lz, UL, FAid. £0&5
THIE R TES NI, AN PR B KB Z T ENCIIIEA TR A, 58, WRZ— 2 RRHCBAARKE AN B OERRE, AT ¢ 7 2o TiTE > F
FERibdNFELA . BROBHE R, TNSONFZEEICHTT 2 0E8NH D £7,

To me, who lives in the post-war era, the figurative image has the potential to become something like the pictures with war

scenes. Not only in art, but also in literature there were many people who spread propaganda. However, I do not see these works
as containing a form of expression that is solely bound to the war-time period. One cannot stop the media output of news, reports,
or messages from the political powers. However, the audience of today needs to judge their contents carefully. Sometimes it is

better to be ignorant but happy. However, it should be clear that an artist cannot indulge in such practices.

COFEKT, EMBBIEPRFTIEALS, 33227 —Y a3 VTSN ERVET L, FHPHRFICEI > TER LS5 L
R, 92 FX0EHWERRIT TRIZE S T a7 —7 4 A FWFERHRFICH T 22 M2 K-> TR, =ifie 5 ihE)
BIRDVIBEBA. LAHL, eSS I RBFEDVEE U TRREZFHFICE > TEMZIESD & FPHkEZFD LV S £
BT IZHD EEA, BT T, Fol{ODRRTEBHOXIN, 7—T7 4 AMB—RUTHEMHEFETH> TR RS,
WETHNHETHO IV EEZ VKT,

ZNTH, RHICHARICHLTEHTHD TN ERS TENRHL XTI, Thd. FACE > TREIERET LD LS TI,

BIE, BRA A=V 2BV iad IefD0 5 %2 RTOTHIFNEERVE T,

[ don't see art as politics or economics, and [ wouldn't even call it communication. So far I have created works with the conviction
that they should have nothing to do with the big incidents and happenings. Of course, an artist should not lose his sensitivity to
the things that happen around him, or his art will not come into existence. However, personally I do not want to make works that
answer to big events, or take an attitude in which I have wait for events to happen. What is more, and this is entirely my personal
view, I think an artist should not become an existence that is with one glance considered useful. I want to be unremarkable and
ordinary.

Still, sometimes I want to be useful to society, and that is to me a very disturbing thought. Please take a look at my recent
figurative work.

I hope you can sense how they form a new starting point to me as an artist.

RECESGE>TLERVX L, THEESHONES TETVEHLK,

We have come to the end of my lecture. Thank you very much for listening.
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FTEARRE & FEFNRTE ) EVWDEBZ—BICRY DTN TOWEYUROBADORICH > Te AVEDD
EDDRREZINDDDFPIPHRDKRDTHY .. TDEHICIETEMLE TOEERRNKTI TH B
EWDEZAREEGTDDTURE, TOBMIISHE TARESDFHODICHRA EZIFHHANTHYET,

MEEANEMLIRBEHG =G < RIOEMATOR M ERE L THAX LD EER S U TZ8IE
TEENDRMICESH D EEDIC. EHREMEERDE UZEBRSROWEZRNZ CEZBNE L THYE
. COBNZEERRTZH. BRICHVTIE. EMXIREGRE (BHAHE - F@ ). EXA=/MEE
C¥ED. AN RE (S8 ) 2RI L BN FRERE T IEFHNET> TEFVWIELEL, FLERE@EIC
HBVWTIF. DOBEDEHREMICOVWT, BB TOE—R=MRICKEL TEOES, B, ERE=
—REULTHERIT D EICE> THAEDOARBZERL THH D I & x B8 T HAEMTSULEE % X E
DN—TF7—RKXE (1982 —90) A5V DS+1FVKE (2005 —) KEBIELRFETEREL T
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Background of Japan Association

for the Promotion of Aris
Hisashi Owada

Judge and the Former President of International Court of Justice,
Honorary Chairman of Japan Association for the Promotion of Arts (JAPA)

The Birth of the Japan Association for the Promotion of Arts goes back 30 years ago.

In the summer of 1977, Prime Minister Takeo Fukuda visited various the ASEAN countries, and he made
a historical speech in Manila of the last visit place. What is called the "Fukuda Doctrine" that set forth the
relationship-building as a true friend of the countries in Southeast Asia rooted in "contact of the heart
and the heart" is evaluated highly from inside and outside as a pillar which is to the foundations of the
diplomacy to Southeast Asia of our country after that till today.

It was the start of this association inauguration that Kakutaro Yamazaki, the chairman of Nitten (at
that time) and Haruhiko Nishi, the former ambassador to the United Kingdom who sympathized with
the philosophy of this Fukuda Doctrine deeply visited Prime Minister Fukuda, and demanded the Prime
Minister's positive support about establishment of the Japan Association for the Promotion of Arts which
aims at the strengthening of ties with ASEAN countries through exchange of a Human being, Culture,
and Art. It is such a background that I who was deeply concerned with this Manila speech creation, as the
secretary of Prime Minister those days will be entrusted discretionary for help association establishment,
and will cooperate in that foundation.

It was in the current of those days that had become only the idea "Japanese diplomacy is economic
diplomacy" exchange of people's heart and the heart was just a core of the future Asia diplomacy, and the
view that the international exchange in the art cultural aspect is important for that purpose was precious.
The spirit is continuously inherited in activity of this association till today.

The Japan Association for the promotion of Arts (JAPA) aims at promotion of the international exchange
centering on tradition art and culture while it promotes exchange of art fields a wide range of both Japan
and international, and strives for encouragement of the creative activity based on the tradition of Japanese
culture. With this aim in mind, in Japan, we established the JAPA Award (Japanese and Western painting),
the Commemorative Award of Saburo Miyamoto (Western painting), and the Yukei (Yukei Teshima)
Commemorative Prize (Calligraphy), and had been carrying activity that commends the excellence works.
Moreover, in the international aspect, concerning the tradition art of Japanese, JAPA entrust the first-class
artist in each field, and has been carried out the Japanese Art and Cultural Course which teaching their
history, theory and practice as the Trinity aims understanding the essence of Japanese culture. It has been
held at overseas prominent universities, such as the Harvard University (1982-90) of the United States of
America, and the Leiden University (2005-) of the Netherlands. Furthermore, we contribute our energy also
towards the technology exchange in the field of Crafts with South-East Asian countries.

As it is obvious from Our Background, JAPA is wishing, in today's world where globalization progresses,
strengthening development of the past activity is further carried out based on the belief of building the
foundation of true international exchange of as for the interchange of the Heart between different Society
and Society, a Human being and Human being.

I appreciate with great sincerity your support and cooperation by all of you sympathized with Our
Aspiration.
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