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Japanese coloured woodcuts comprise a phenomenon that is unique in the history
of world art, even though the technique was borrowed from China. One should note that
the small Buddhist icons and talismans that were cut and printed in Japan as far back
as in the eighth century were exclusively of a journeymanship character. As an independ-
ent art the coloured woodcut came into its own in the Tokugawa period (1603—1868), the
ultimate stage of Japan’'s medieval history. A new urban culture that emerged at this
time reflected the aesthetic tastes of the merchant and artisan classes. Meanwhile in the
art of the seventeenth to nineteenth centuries there likewise developed a new style or
trend called the ukiyo-e which found its best expression in xylography.

Ukiyo, which means the ‘floating’ or ‘fleeting’ world, is a very old term associated with
Buddhist notions. Buddhists understood it as the transient, unreal world, but as the
years rolled by this philosophical concept assumed another meaning, implying the world
of day-to-day life. However, in the urban culture of the Tokugawa period the term came
to imply a world of pleasure and amusement, of a carefree life and mundane joys. No
wonder, the ukiyo-e woodcuts mostly began to portray the courtesans from what were
known as the ‘gay quarters’. g

Interestingly enough, due to the specific domestic situation, the gay quarters played a
role of significance in Japanese life of the period. Indeed, in the seventeenth to ninefeenth
centuries Japan was a police state in the full sense of the term. Every aspect of the
social and private life of the Japanese was strictly regimented. No wonder, in. this liberty-
lacking atmosphere the gay quarters served as a “no man’s land”, a place where human
contact and behaviour were not regulated by the authorities and where the urban resident
could, at least for a time, feel free. It was there that Kabuki actors gave their perform-
ances, businessmen concluded deals and people came to visit the celebrated teahouses
whose geishas were famous not only. for their beauty but also for their erudition, elegance
and exquisite tastes. : ’

Note that virtually as popular during the mature stage of xylography were other genres
such as the yakusha-e, the theatrical engraving, the musha-e, dealing with historical
heroes, the kacho-e, which depicted flowers and birds and the latest of all, fukei genre,
that of the landscape. .

The initial stage of the art of xylography was monochromatic, as printed from the block
was only the outline often coloured in by hand. All that these woodcuts shared in common-
was their rather coarse, monotonous colouring. However, by mid-eighteenth century we
already see the introduction of polychrome printing, involving, as a rule, the quartet of
publisher, artist, carver and printer. The publisher was more than simply entrepreneur
and manager. He suggested the theme for the individual sheet or sefies, chose the artist,
carver and printer, and ‘prepared the prints for sale. Success largely depended on his
aesthetic taste and perspicacity. ) )

The process was as follows: the artist did a sketch of the future print, then outlined
the drawing in Indian ink on thin paper and also.indicated how each detail should be
coloured since it was not customary to fully paint in the rough sketch.

The great turning-point for the art of the Japanese woodcut was 1764 when, with funds
provided by the Kikurensha Association of Art Lovers, a calendar for 1765 was published
in a limited edition. Author of the prints, which were made from several blocks, was
Suzuki Harunobu (1724—1770), whose oeuvre introduces the roughly 50-year-long clas-
sical period in the history of Japanese xylography. . 2

One must necessarily note that none of Harunobu’s followers was ever able to excel
this master in producing a contemporary variant of the classical style of painting, let
alone repeat his discoveries. True, now and again their efforts are as impeccable in. form;
however, they failed to convey the air of refinement and elegance. No wonder, they
initiated a search for new ways and means of expression. Thus, Isoda Koryusai (active
1764-—88) was one of Harunobu’s few pupils who not only followed his teacher’s style
but introduced in it certain corrections, at times of a rather essential order.

The first artist of talent measuring up to Harunobu appeared.only in the 1780s. This
was Torii Kiyonaga (1752—1815), whose style was the second high point of Japanese
xylography aiter Harunobu. He was of the Torii line or school that specialized in the
portrayal of actors. However, though he produced many works dealing with the theafre,
the range of his subjects was much wider; the artist often addressed himself to the
bijin-ga genre (this, as one will remember, was concerned with the portrayal of cour-



tesans). Although Kiyonaga was trained in the atelier of Torii Kiyomitsu, leader of the
school, he already in his youth fell under the influence of Harunobu and, later, of Koryusai.
By the 1780s he had developed a highly distinctive style in his prints that were conspic-
uous for their authentic interpretation of figures “and environment. Indeed, his figures
are not as massive as those of Koryusai, yet at the same time are not as ephemeral
as those of Harunobu. As a rule, he took great pains with the background,- whether
interior or landscape. Also, he was the first to-introduce complex multifigure composi-
tions abounding in diverse detail. One could say that- the attempt to tell a story is that
quality which characterizes Kiyonaga's presentation of traditional subject matter.

In the 1780s Kiyonaga exerted a commanding influence on artists of very different man-
ners, among them the young Hokusai, Eisho, Utagawa Toyokuni and Utamaro. The last
of the four was ordained to seriously rival Kiyonaga and become by the 1790s the leading
star in the firmament of masters of coloured prints. .

Associated with the name of Kitagawa Utamaro (1754—1806) is the third highwater mark
in Japanese xylography. His innovation lies above all in his highly original approach to
the traditional bijin-ga genre. With him the narrative style of Kiyonaga has been super-
seded by the urge to convey the model’s emotional state. The compositional arrangement
was thus fundamentally changed. The model is now given in close-up, as it were, half-
length or even with only face, and everything that stands in the way such as realia,
genre details and the like is decisively removed. Stylization is emphasized and the fig-
ure’s natural proportions are boldly violated. This approach initiated a specific aspect
of the bijin-ga genre in which Kitagawa Utamaro had no equal. :

In this same period the artists of the Hosoda school also addressed themselves to the
bijin-ga genre. The founder of this school was Hosoda Eishi (1756—1829) who trained
at his atelier no small number of gifted painters, including Chokosai Eisho (active c.
1793—98) and Rekisentei Eiri (active c¢. 1795—1800). Though they produced works of
fine standing, it should be emphasized that they were not that individual, as adhering
mainly to their teacher’s traditions, they were most heavily influenced by Utamaro, yet
borrowing from him mostly purely formal methods. In short, the art of Hosoda Eishi’s
pupils signified a decline in the classical type of woodcut.

It has become the tradition to regard the nineteenth century as the sunset of Japanese
xylography. This is valid only for the bijin-ga genre, and not for Japanese engraving
as a whole. The work of Kuniyoshi, Hokusai and Hiroshige turned over a new page in
the annals of the wukiyo-e. ’

Kuniyoshi (1797—1861) was of the nineteenth century’s most influential Utagawa school.
Unlike artists of other schools who specialized in one or another definite genre, Uta-
gawa pupils produced engravings on diverse subjects. In the nineteenth century the his-
torico-heroic genre came into prominence and in it Kuniyoshi’s talent manifested itself
with particular brilliance. In his works extolling the deeds of the ancient heroes or de-
scribing events of the recent past, Kuniyoshi created the image of the ideal warrior, at
once strong, steadfast and decisive. He and his pupils were attracted by movement, by
the expressiveness of action, by uncurbed lusty might. Indeed, in -eighteenth-century
engraving we shall not find anything alike the tense, dynamic expressive compositions as
are to be encountered in the case of the latter-day Utagawa artists.

Yet, the superlative development in the nineteenth-century Japanese woodcut was the
emergence of the landscape as a new and completely independent genre. The most
outstanding landscape artists were Katsushika Hokusai (1760—1849) and Ando Hiroshige
(1797—1858), whose efforts comprise a new chapter in the history of the Japanese land-
scape. In contrast to the traditional Far Eastern landscape paintings that embodied
philosophical concepts of Nature in symbolic terms, the landscapes of Hokusai and Hiroshige
are concrete, faithfully conveying the character and specific atmosphere of the place depict-
ed. The efforts of Hokusai and Hiroshige represent the last highwater mark in the history
of Japanese xylography, by which time its influence had transcended national boundaries.
In Europe, at the turn of ihis, twentieth, century, the interest in Japanese art was stim-
ulated firstly by the works of Utamaro, Hokusai and Hiroshige, to mention but three.
Meanwhile in Japan itself such artists as Tadashige Ono, Sasajima Kihei“and Maeda
Masao are making fruitful use of the finest achievements of national xylography re-
adapting and re-interpreting them within the context of the art culture of our present time.

Mikhail Uspensky






CHOKOSAI EISHO. Active 1793—1798

Wakamurasaki from the Kadotamaya Teahouse
(From the series Competition of
Courtesans of the Gay Quarters).

C.

1794—95. 38x25.5 cm

Signed: Chokosai Eisho (in Japanese),
with seal of the publisher Yamaguchiya Chusuke
The Hermitage, Leningrad

‘We know hardly anything about the life of either Eisho

or, for that matter,” of any other of Hosoda Eishi’s pupils,
only that he began to work on his own in 1793—94 and
that four years later he ceased producing single-sheet
prints and in 1798—99 worked on book illustration. As for
his life after 1800 we have no information whatever. The
series Competition of Courtesans of the Gay Quarters

represents his best effort. All the sheets in this series are

devoted to the geishas of Yoshiwara, the more notorious
of Edo’s gay quarters. The print shows the artist’s fa-
vourite model, the geisha Wakamurasaki. The artists of
the Hosoda school, including Eisho, adhered to the same
style as - their great contemporary Kitagawa Utamaro,
whose bust-length portraits definitely influenced Eisho’s
work. - However, Eisho borrowed only superficialities and
compositional arrangement, failing to convey the mood of
the model depicted, which is so characteristic of Utamaro’s
finest prints.

AURORA ART PUBLISHERS, LENINGRAD, 1984

TEKOCAW 3HCE. Pa6oran B 1793—1798

CepHﬂ «Cocrszanue KpacaBHl BecCeJibIX KBapTaJaoB».

Okosto 1794—1795
Bakamypacaku u3 uaiiHoro goma Kapmoramas. 38X 25,5

[Moanuch Tékocas Diicé,
neyath usgatens Smaryrus Tiocyks
FocypapcrTBenHblil dpmurax, JleHuHrpan

06 Diicé, rak ke Kak M 0O Apyrux yueHukax Xocopa iic,
MOYTH HHUYEro He HaBecTHo. Paboratb camocrosiTesbHO JHcé
Hauaa B 1793—1794 rr. Uepes uerThlpe roga OH npekpauaer
BBIMYCK OTAENBbHbIX JIHCTOB rpaBiop W B 1798—1799 rr. .pa6o-.
TaerT B o6snacTH KHHXKHOA uamocTpauun. O ero cyanbe nocie
1800 r. mbl He pacrosaraeM HUKAKHMH CBEJ€HHAMHU.

Cepusi «CocTsizaHHe KpacaBHL, BeCeJbIX KBApTaJoB» — Jyu-
wasi B TBOpYeCTBe XyAOKHHKa. Bce ee JIMCTH NOCBSILEHbI
oburarenbinuam EcuBapa — HauGojee HM3BeCTHOrO CpelH-
«BeceJblX KBapra/nos» Ji0. B naHHOH rpasiope nsoépameua
usnobiennas moxeab J#cé — refima BakamypacakH.

MaCTepa wkKoabl Xocona, U Dficé B ux-uucsae, paboraju B
TO# e MaHepe, YTO H HX BeJHKHi coBpeMeHHHK KuTaraBa
Yramapo. B 4acTHOCTH, HECOMHEHHOE BJHSIHHE Hd TBOPUYECTBO
Jiicé okaszanM norpyiaHble noprpetel Yramapo. [lpasaa,
Diicé 3aUMCTBYET -TONbKO BHellHee odopM/eHHe, KOMIO3HUHIO,
eMy He yjaercs nepeiaTb 3MOLUOHANbHOE COCTOAHHE H30-
6paxkaeMOH MOJeJH, 4TO NpUcylLe ay4wdm pabotam Ytamapo.

Printed in the. USSR .
© 8 kom.

U3JIATEJIbCTBO «ABPOPA», JIEHWUHTPAL, 1984

OTnpasasits TOALKO 8 KOHBepTe






TORII KIYONAGA. 1752—1815

In the Minami Quarter

(From the series Competition of

Fashionable Courtesans of the Gay Quarters). 1783.
38.5X27 cm

Signed: Kiyonaga (in Japanese)

The Hermitage, Leningrad

In the 1780s, thanks.to the efforts of the publisher Nishi-

muraya Yohachi, Torii Kiyonaga came into prominence.

The series Models for Fashion: New Designs as Fresh as
Young Leaves, entrusted to Koryusai and launched by Ni-
shimuraya in the 1770s, was discontinued around 1779 in
view of the fact that Koryusai abandoned woodcut designs
for painting. The series was resumed in 1782 when Ni-
shimuraya commissioned the then young and little known
artist Torii Kiyonaga to complete it. His contribution to this
series brought him plaudits while his next series, Competi-
tion of Fashionable Courtesans of the Gay Quarters, consoli-
dated his fame as a top master in woodcut design.

The scene herein depicted is set in Minami, a gay quarter
in the southern section of Edo. Note the spy-glass, an in-
strument which must have been imported into Japan from
Europe by the Portuguese or the Dutch.

AURORA ART PUBLISHERS, LENINGRAD, 1984

TOPUHU KHUEHATA. 1752—1815

Cepusi «CocTA3aHHSI MOJHBIX KpacCaBHL, BEecesblX KBapTajoB»
B kBaprane Muuamu. 1783. 38,5X 27

Moanucy Kuénara

locynapcrBeHHbI DpMuTax, JleHHHrpan

B 1780-e rr. Beayuee mnosoxenue 3aHumaer Kuénara. DTHM
OoH o0si3aH u3natenio Hucumypass Exaru. Cepus «O6pasubl
MOJ: MO/EJNH HOBble, KaK BeCeHHsisl JHCTBa», Havarass Hucu-
Mmypasi ewe B 1770-e rr. u nopydyeHHas um Kopiocaio, Gblia
npepBaHa okoso 1779 r. B cBAsu ¢ Tem, uto Koproca#l ocra-
BHJ TPaBIOPY M 3aHSICS XKHUBOMKCHIO. Bhinyck 6bl1 BO30GHOB-
qeH B 1782 r., xoraa Hucumypasi nopyuna 3aBeplueHHe 3TOro
3aKa3a MOJIOAOMY M MaJOH3BEeCTHOMY Macrtepy — Topuu
Kuénara. I'paBiopbl 3TOfl cepUH IPHHEC]H YCIEX XYAOXKHHKY.
Caeaywouwas cepus «CoCTsI3aHHS MOAHBIX KpPacaBHI Bece-
JBIX KBAPTa/JOB» 3aKpenuja 3a HUM cnaBy OJHOr0 H3 JYYLIHX
MacTepoB TIPaBlOPhI.

HsobpakenHas clueHa nponcxonm B MuHamn — «BecesoM
KBapTaJje», pacihojaraBlieMcsi B IoXHoH uactd Dpo. Obpa-
maet Ha ceGs BHHMaHHe HHTepecHas JeTanb — IOA30pHafA
Tpy6a — npeiaMer, 3aBe3eHHbHt B SImoHmio u3 Espomel mopty-
ra/jblaMH HJH ToJJ1aHAlaMH.

Printed in the USSR
8 kon.

(9
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HOSODA EISHI. 1756—1829 XOCOOA 9HUCH. 1756—1829

Night Walk. 1790s. 24X 17 cm Hounas nporysnka. 1790-e. 24X 17
Signed: Eishi (in Japanese) [Moanucs Diicu
The Hermitage, Leningrad TocynapcrBeHHblit dpmurax, JleHHHrpax

Printed in the USSR
AURORA ART PUBLISHERS, LENINGRAD, 1984 8 Kor.

U3JATEJILCTBO «ABPOPA», JIEHUHIPAJL, 1984 OTnpaeasnrs TOALKO 8 KOHGepTe
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UTAGAWA KUNIYOSHI. 1797—1861 YTATABA KYHHECH. 1797—1861

Cepusi «53 cranuuu poporn Tokaino»

(cospaBanach coBMecTHO ¢ Xupocurs u Kynucana)
Cranuus dyasucasa. dnuson n3 xusuu Orypu Xanraua.
Oxono 1845. 36X 24

IMoanucy HMrniocass KyHuécu

TFocynapcrBeHHbll DpMuTaxX, JleHHHrpan

The Fujisawa Station (An Episode from the Life of
Oguri Hangan). C. 1845. 36X24 cm '

From the series The 53 Stations on the Tokaido Road
(done jointly with Hiroshige and Kunisada)

Signed: Ichiyusai Kuniyoshi (in Japanese)

The. Hermitage, Leningrad

A theme characteristic of the heroico-historical genre de-
scribing an episode from the life of the mid-fifteenth century
warrior Oguri Hangan. His wicked perfidious stepmother
expelled him from their house and sent him some poisoned
wine. Oguri drank the wine and became a cripple. After
several years of wandering he'encountered a maiden by
the name of Terute-Hime who fell in love with him despite
his being a cripple. She prayed for- his recovery to the
deity of the Hakone shrine in the vicinity of the Fujisawa
Station. Depicted in this sheet is the curing of Oguri Hangan.
Hence, the piece has three aspects: in plot it is historical,
in title, a landscape, but in effect, it is a theatrical engrav-
ing as presented are actors as Oguri Hangan and Terute-
Hime. The emergence of these encoded theatrical woodcuts
was due to a government edict of 1842 imposing a number
of bans in the field of xylography, more specifically on
the portrayal of actors. Although the names of the actors
are not given in woodcuts as this, theatre buffs of the
period easily recognized them.

AURORA ART PUBLISHERS, LENINGRAD, 1984

DTOT CIOXKeT XapakKTepeH JJsi HCTOPHKO-FepPOHYEeCKOro »KaHpa.
3zech onucaH 3NH304 M3 KHM3HM BoHHa Orypu XaHraHa (cepe-
anHa XV B.). KoBapHasi mauexa BbirHana ero M3 jaoma, a
3aTeM TIpHCJaJa OTPaBJeHHOro BHHA, BbINHUB KoToporo, Orypu
npeBpaTH/cs B KaJjeky. Ilocse HeCKOJBbKMX JIeT CKHTaHHH OH
noBcTpeyas JeBYIUKY MO HMeHH TapyTs-XHM3, NOJI0GHBIIYIO
ero, HecMoTps Ha yBeube. OHa o6paTHaa MOJHUTBY K GoXe-
CTBY CBATHJMILA XaKOH3, KOTODOe HAaXOAHJAOCh HeJaJeKo OT
craHuun PynsucaBa. XyL0KHHKOM H306pa’KeH MOMEHT HC-
uenenuss Orypu XaHraHa. Takum o6pasoM, Ho cioxery —
3TO HCTOpPHYECKas rpaBiopa, No Ha3BaHHIO — neH3ax, Mo CyTH
JKe — rpasiopa TearpaJbHasi: 34ech H300pa)KeHbl aKTepbl
B poasx Orypu Xanrana H Tspyrasxums. [TosBienne 3amud-
POBaHHBIX TeaTPajbHbIX TrpaBlOpP ' OblJIO BBLI3BAHO YKa3oM
1842 r., KOTOpHIM MpPaBHTENLCTBO BBOAWJO PAA 3aNpeToB B
o6s1acTH rpaBiopel. B uacTHocTH, 6blIM 3anpelleHbl H306paxe-
HHSl akrepoB. XOTd B MOJOGHBIX JHCTax HMeHa aKTepoB He
0603HaueHbl, JIOGHTENH TeaTpa TOro BpeMEHH C JEerKOoCTbio
UX Y3HaBaJH.

Printed in the USSR
8 xomn.

WU3JATEJIbCTBO «ABPOPA», JIEHWUHTPAL, 1984

OTnplasaste TOALKO 8 KOHBEPTE
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TORII KIYONAGA. 1752—1815 TOPUHU KHEHATA. 1752—1815

On the Verandah (Left-hand wing of

the triptych Contemplating the Moon

from the Bank of the Sumida River). 1787. 38X25.5 cm
Signed: Kiyonaga (in Japanese)

The Hermitage, Leningrad

Ha Bepauge * (neBast yactb tpuntuxa «CosepuaHue JyHbl
#a Gepery peku Cymupa»). 1787. 38X 25,5

[Toanucy Kuénara .

FocynapcrBeHHbllt DpMuTax, JlennHrpan

This sheet relates to the most interesting stage of the
author’s career, when one of his main innovations was a
detailed background. Unlike Harunobu or Koryusai, who
at best but conventionally designated the locale, Kiyonaga
presents a concretely realistic environment. In this piece
the house is near the famous Ryogoku-bashi spanning the
Sumida River in Edo. Kiyonaga not infrequently employed
linear perspective, a technique borrowed from European art.

DTOT JHMCT NPUHALJIENKHT K HauGojee HHTEPECHOMY I€PUOLY
tBOopuecTBa Kunénara, K OCHOBHbIM HOBOBBEJEHHSIM KOTOPOro
OTHOCHTCSl B MePBYIO Ouepeib HCNOJNb30BaHHE MOAPOGHO pas-
pa6oranHoro ¢oHa. B oriunune or rpasiop XapyHoOy HJH
Kopiocasi, B KOTOpbIX MecTO JAeHCTBHS B JyulleM cJayuae
0603HAYAJOCh YMCTO YCJOBHO, Nef3a)XHoe OKPYXKeHHe B JIH-
crax Kuénara peadbHo H KOHKpeTHOo. B nanHo#t rpaslope
0COOHAK HaxOAHTCsl HemojaJjieKy oT Péroky-6acu — 3HaMeHH-

tToro mocrta uepe3 peky.Cymuaa B Ipo. Hepeako B cBOMX
pa6orax KuéHara vcno/ibsyer JMHEAHYIO MePCEKTHBY — IMpH-
eM, NpHlleI{i B SIMOHCKYIO TpaBIOpy H3 eBPONeHCKOro Hc-
KyCCTBa.

Printed in the USSR
AURORA ART PUBLISHERS, LENINGRAD, 1984 8 kor.

M3IATEJBCTBO «ABPOPA», IEHUHIPAJL, 1984

©
O’l’ﬂﬂaﬁ/lﬂTb TOALKO 8 KOHBepTe
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UTAGAWA KUNIYOSHI. 1797—1861

Yajima Kihei Mitsunobu (From the series

The Mirror of the Devoted Vassals). 1857. 35X23.5 cm
Signed: Ichiyusai Kuniyoshi (in Japanese),

with seals of the Utagawa school, the Kanda publisher
Horikoshi and of the censor, and a seal giving the -date
as the fourth month of the Year of the Serpent (1857)
The Hermitage, Leningrad

Like the Lives of the Devoted Vassals, the Mirror of the
Devoted Vassals series is a gallery of the “portraits’ of
the 47 ronins. However, unlike the earlier prints produced
in the 1840s, here we observe a certain decline. The artist
employs stereotype and repeats his own compositional
finds. - The prints are somewhat monotonous but their
execution — the well-etched drawing, the expressive move-
ments and the fine colouring —is still impeccable. In
the 1850s Kuniyoshi directed a large atelier. Not infre-
quently he would incorporate in his sheets compositions
devised by his pupils, including his own daughter, one
of the few women painters to do woodcuts. In the cartouche
at the top of this sheet is an engraving in the Flowers
and Birds genre, which as one gathers from the signature
was executed by Kuniyoshi’s daughter Yoshitorijo, who
died c¢. 1899.

AURORA ART PUBLISHERS, LENINGRAD, 1984

YTATABA KYHHUECH. 1797—1861

Cepusi «3epuajno npeiaHHblXx BaccaloB». 1857

Sasuma Kuxsit Muuyno6y. 35X 23,5

IMopnuch Mrtuiocass KyHuécu, nevarb LIKOJbI Yrarasa,
meyath usfartens Xopukocu u3 Kawpna, neuaTs LeH3opa,
neuats ¢ gatoil: «UerBepThil mecsu roxa 3meu» (1857)
FocynapcTBeHHbIH dpmutax, Jlenunrpan

Cepus «3epuajo npeiaHHbIX BaccajoB», TaK Xe Kak W «Buo-
rpadun  npejaHHbBIX BaccaJoB», SABJASETCH raJepeed «mnopr-
petoB» 47 pouunos. Ilo cpaBHennio ¢ paGoramu 1840-x rr.,
B CEepUH HameuaeTcsi ONpeje/eHHbl cnajl TBOPUECKOH AKTHB-
HOCTH XyAOXKHHKa. KyHnécu ucnonbayer waG/OHHbIE MPHEMBI,
NOBTOPsSieT COGCTBEHHbIE KOMMO3HIIMOHHBIE HAaXOAKH. ['paBiophl
HECKOJIbKO OAHOOGpasHbl, BIPOYEM, HX TeXHHUYECKOe HCIOoJ-
HeHHe, OCTPBIA PHCYHOK, 3KCIIPECCHBHO TPAKTOBAHHOE ABHXKe-
HHe, BbIPA3HUTEJbHbIH KOJOPHT MNO-NPEXHEMY Ha BhHICOTE.
B 1850-e rr. Kyunécu Bosranasisi Goablylo Macrepckyw. He-
peiKO B CBOHM JIHCTbl OH BK/I0YaJ KOMIO3HUHH, BbIMOJHEHHbBIE
yueHMKaMH, B TOM uHCJle H COOCTBEHHOH N104epbI0 — OAHOH
M3 HEMHOIHX XKEHLIMH-)KHMBOMHCIEB, paGoTaBIIKX B rpaslope.
B paHHOM JiMcTeé B KapTyluie HaBepXy BOCIPOH3BeJeHa rpaslo-
pa, OPHOCSILLAsICSl K XaHPY LBETHl M NMTHLbI», KOTOPAs BbINOJ-
HeHa, Kak siBCTByeT W3 noanucd, Ecuropunsé (ymepaa okoJo
1899) — nouepbio KyHnuécu.

Printed in the USSR
8 Kxor.

U3IATEJBCTBO «ABPOPA», JIEHUHIPAJL, 1984
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ISODA KORYUSAL Active 1764—1788

Mitsuya from the Omushiya Teahouse

(From the series Models for Fashion:
New Designs as Fresh as Young Leaves). 1776—78.

38X25.5 cm

Signed: Koryusai (in Japanese), with seal of
Nishimuraya Yohachi's Eijudo Publishing House
The Hermitage, Leningrad

The series Models for Fashion: New Designs as Fresh as
Young Leaves by the noted artist Isoda Koryusai, done
during his mature period, is among the best and more
characteristic of his productions.

AURORA ART PUBLISHERS, LENINGRAD, 1984
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HUCONA KOPIOCAH. PaGoran B 1764—1788

Cepusi «O6pasubl MOA: MOLeNH HOBBbIE,

KaK BeceHHsisd JucTBa». 1776—1778

Muuys u3 uvaitHoro goma Owmycus. 38X 25,5
[Moanucy Kopiocasi, nmeuaTh H3aaTeabCTBa «DHA3ION0»
(uspareab Hucumypasi Exaru)

TocynapcTBeHHb Dpmurax, JleHnHrpan

Cepym <<06paaub1 MOJ: MOJeJIU HOBbl€, KaK BECEHHS JUCTBa»
U3BECTHOro XyAO0XKHHKa Hcona KOP]OCaﬂ — OJlHA M3 JYy4YLIHX
U HauboJee XapakKTepHbIX B €ro TBOpPYECTBE. OHa OTHOCHTCH
K 3peJsioMy TepHoay AesATeJbHOCTH Mam‘ep"a.

Printed in the USSR
8 Kor.
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KITAGAWA UTAMARO. 1754—1806

Conversation. C. 1800. 38Xx26.6 cm

Signed:” Utamaro (in Japanese), with seal of
the publisher Tsuruya Kihei

The Hermitage, Leningrad

By the 1790s Utamaro was in the forefront of Japanese
xylography. This piece may be attributed to the artist’s
mature period, when evolving a new type of courtesan
portrait he renounced full-length figures and concentrated
on the face in an attempt to convey the model’s mood.

"AURORA ART PUBLISHERS, LENINGRAD, 1984

KUTATABA YTAMAPO. 1754—1806

Becena. Okoano 1800. 38X 26,6 1
[Moanuchy Yramapo, meuath uagartensi Llypys Kuxas
I'ocynapcrBeHHbll DpMuUTaX, JIeHHHIpaAL

B 1790-e rr. Yramapo BO3IrvIaBHJ pa3BUTHe SIMOHCKOH rpa-
Blopbl. Jlncer «bBecefa» OTHOCHTCS K 3pesioMy NMEPHOAY TBOP-
yecTBa XYAOXKHHKA, Korga Yramapo paspabaTbiBaeT HOBbIH
THI «M300pakeHHH KpacaBHIl», OTKa3blBasicb OT (QUryp B pocT
¥ Bce BHHMAaHHE COCPeJOTOYMBAsl Ha JIHMLE, CTPeMsich nepe-
1aTh HACTPOeHHE MOJeJH.

Printed in the USSR
8 kom.

©I/131LATE.HbCTBO «ABPOPA», JIEHUHTPALL, 1984

OTnpasasTs TOALKO 8 KOHBepTe






SUZUKI HARUNOBU. 1724—1770 CYA3YKH XAPYHOBY, 1724—1770

Fukurokuju, God of Good Fortune

in a Barber Shop. C. 1765. 28.5%20 cm
Signed: Harunobu (in Japanese)

The Hermitage, Leningrad

‘Bor cuactbs PyKypoKyA3l0 B LHPIOJbHE.
Okosio 1765. 28,5 X% 20

[Moanucy XapyHoGy

locynapcTBeHHbIl Dpmuraxk, JleHuHrpan

Depicted is one of the Seven Gods of Good Fortune, the
most admired divinities in the pantheon of Japanese popu-
lar beliefs. Incidentally, the Seven Gods of Good Fortune

H3o6paxkeH OAMH M3 ceMH GOroB cuacTbsi — Haubosee Mo-
NyAsipHbIX GOXKECTB B MaHTEOHE BEPOBAHHH SIMOHILEB.
CeMb 6OroB cyacTbsi BOCNPHHHMAJHCh KaK HEUTO OueHb GJIM3-

were seen as close familiars whose favours could be in-

voked on the most trifling of occasions. Never feared and jJaxe cyeTHblx Bemlax. Mx He 6osiiuch, HajJ HMMH HepexKo

often held up to ridicule, they would be presented in MoJAyYuBaNH, H306paxasg B CMELIHbIX HJIH KOMIPOMETHPYIO-
comical or discreditable situations. IHX CHTYaUHAX.

Koe, O6bIIeHHOE, HX MOXKHO GblJI0 NPOCHTL O CaMbIX MEJIKHX,

Printed in the USSR

.AURORA ART PUBLISHERS, LENINGRAD, 1984 8 kon.
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HOKUSAI KATSUSHIKA. 1760—1849 XOKYCAW KALLYCHKA. 1760—1849

Cepusi «Antoqorus ,,CTHXH cTa N05TOB'

B mepeckase HsiHH». 1834—1840

CruxotBopenne Motoécu Cuuno. 26X 38,5

[Moanuch, Xokycasi, neuaTb H3JaTeNbCTBa «IJHAZOAO0»
(usparenp Hucumypasi ExaTu), nedatb ueHsopa
TocyaapcTBeHHbIH Apmurax, Jenunrpag

A Poem by Motoyoshi Shinno (From the series
The “Verses of One Hundred Poets” Anthology
as Retold by the Nanny). 1834—40. 26 X38.5 cm
Signed: Hokusai (in Japanese),

with seals.of Nishimuraya Yohachi’s

Eijudo Publishing House and of censor

The Hermitage, Leningrad

In his poem Motoyoshi Shinno describes the loneliness of
a-man all of whose thoughts are of his kith and kin who
remained in Naniwa (now Osaka). Hokusai meanwhile
depicts a genre scene on the shores of the Gulf of Osaka,
which is all that would seem to link the picture with the
poem. .

In his later series Hokusai achieved the acme of perfection.
Unlike many painters who did only rough sketches for
engravings, Hokusai was familiar with every stage of the
creation of a woodcut, from sketch to the final print. For
this reason in the series he did late in life he was able
to accomplish the knottiest of objectives, that is, to preserve
in the final print the specific features and the multiple
shades in the brushwork characteristic of the original.
Like other of his contemporary colleagues, Hokusai em-
ployed aniline dyes which in the first half of the nineteenth
century superseded mineral and vegetable pigments. Nev-
ertheless the colour range of Hokusai's latter-day efforts
are in their richness and refinement no whit inferior to the
efforts of the finest colorists of the classical period.

AURORA ART PUBLISHERS, LENINGRAD, 1984

B ctuxe Moroécu CuHHO pacckasbiBaeTcsi 00 OnMHOYECTBe
4yeJi0BEKa, BCE IOMbICJAbl KOTOPOro YCTpeMJEHbl K MecTam, The
octaJuch ero Gau3kue. DbITOBasi clieHKa, NMPOHCXOAdAlLas Ha
6epery Ocakckoro 3anumBa, — 3TO BCe, YTO CBfi3biBaeT rpa-
BIOPY ¢ npousBeseHHeM Moroécn,

B no3AHHX cepusix MacTepcTBO XOKycas JOCTHrdeT COBEpLIEH-
cTBa. B oTaMuMe OT MHOrMX KHBOMHCLEB, PaboOTaBIIKUX /sl
rpaBiopbl, KOTOpble OrpaHHYHBAJNHCH JHIIb NpPeLOCTaBJeHHEeM
3cKH3a, XOKycall ocBauBaj BCe 3Talbl CO3JaHUs [1€YaTHOrO
ortucka. EMy 6blJIO XODOMIO 3HAKOMO DeMec/]o M pe3unka
M TeuaTHHKA, [1OSTOMY B MO3JHHX CePHUAX XyNOXKHHKY yAa-
eTcs OCyLIEeCTBJEHHe CJOXKHefledl 3agaun: COXPAHHTb B re-
YaTHOM HM306paKeHHH creuuduKy U MHOroo6pasue HIOAHCOB
ABHXKEHHS KHCTH, MPHCYLLEe >KHBOMHCHOMY OPHTHHaJY.
ITono6Ho cBOMM coBpeMeHHMKaM, XOKycal Mo/ib30BaJiCsi aHH-
JVHOBLIMH KPaCHUTEJSIMH, BbITECHHBIIHMH B MepPBOil MOJOBHHE
XIX B. MHHepa/bHble H pacTHTe]bHble NUrMeHTh. OnHaKo
KOJIOpHCTHUECKash ramma mno3fHux pabor Xokycas CBOHM
60raTcTBOM M M3bICKAHHOCTbIO HHUYTb He yCTylaeT Mpou3Be-
IEeHHsIM JYYIIHX KOJOPHCTOB KJAaCCHYECKOro MepHoaa.

Printed in the USSR
Ko,
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ANDO HIROSHIGE. 1797—1858

Evening in Takanawa (From the series The Sights of the
Eastern Capital). 1832—34. 24X35.5 cm

Signed: Hiroshige (in Japanese),

with his seal and those of Sanoya Kihei’s Kikakudo
Publishing House and of censor

The Hermitage, Leningrad

Hiroshige dedicated 50 large series to Edo, now Tokyo,
Japan’s eastern capital. In the first of these series, pub-
lished in 1831, he made his debut as landscapist. In 1832,
encouraged by the success that his initial landscapes
gained, he launched a new series under the same title
which was published over the next ten years. Generally
over the 1830s Hiroshige evolved his style as landscapist.
He developed a new type of what one may-term a lyrical
landscape. In serene explicit compositions he strove above
all to convey the state of the natural environment, even

though he rather faithfully presents the  topographical
details.

~ AURORA ART PUBLISHERS, LENINGRAD, 1984

AHAO XUPOCHUII. 1797—1858

Cepust «IlocTonprMeyaTeNbHOCTH BOCTOYHOH CTOJHILBI»
1832—1834

Beuep B TakaHaBa. 24X 35,5

IMoanuch ¥ nedyatb XHPOCHI3,

neuaTh u3gateabcTBa «Kukakyno»

(nsnatenn Canos Kuxsi), meyartb LeH3opa
[ocynapctBeHsbii dpmutax, JIeHHHrpan

XupocHra nocBsilaer TeMe 310 — BOCTOUHOH cToNHUe SMOHHH
(no-simoHckn Tokno) — 50 GoabliHX cepulf, B TOM 4YHCAE H
nepByto, BhieAwyio B 1831 r., B KOTOPOH OH BrepBble BBHICTY-
naet B KayecTBe neHsaxucra. OGoiapeHHBbIi ycnexoMm nefaa-
xei, B 1832 r. Xupocurs HauuHaeT BBIIYCK HOBOH cepHH Mo
TeM e Ha3BaHHEM, BbIXOAHBIIEeH B TeyeHHe NECSTH JeT.

1830-e rr. — BpeMs CJOKEHHsI XyHLOMKeCTBEeHHOH MaHepbl XH-
pocurs-neiisaxucra. B ero TBopuecTBe (opMHpyercss 0COObIH
THN <«JUPUYECKOro» Meisaka. B CMOKOHHBIX, ACHBIX, YpaBHO-
BELIEHHBIX KOMIIO3HLHSX XHPOCHT3 CTDPEMHUTCH Mepeiatb B
nepByI0 OYepeAb COCTOSIHHE MPHPOMbI, XOTSl JOCTATOYHO TOY-
HO H306pa)kaer ¥ Tonorpaduyeckne OCOGEHHOCTH MECTHOCTH.

Printed in the USSR
8 Kkon.
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UTAGAWA KUNIYOSHIL 1797—1861

Kataoka ‘Dengoemon Takafusa (From the series

The Lives of Devoted Vassals). 1847. 36.5X25.5 cm
Signed: Ichiyusai Kuniyoshi (in Japanese),

with seals of the Utagawa school,

the publisher Ebiya Rinnosuke and the two censors Murata
Heiemon and Mera Taichiro

The Hermitage, Leningrad

YTATABA KYHUECH. 1797—1861

Cepusi «Buorpadun npefaHHbIx BaccanoB». 1847
Kartaoka [lsurosmon Takadyca. 36,5X25,5

[Moanuch Hrtuiocas KyHuécu, nmeyaTb IIKOJbI YTarasa,
neyaTh H3naredsi D6ua PHHHOCYKS, meuaTd LEH30pOB
Mypata Xsiimona u Moapa Tautupo
TocynapctBeHHblt dpmutax, JleHnHrpan

In his work Kuniyoshi time and again addressed himself
to the Tale of the 47 Ronins. In the early eighteenth century,
at the Palace of the Shogun the noted courtier Kira
Kozuke-no Suke gravely insulted Asano Takumi, the ruler
of the Ako Province. Angered, Asano drew his sword and
wounded Kira. The Shogun punished such actions with
the death penalty; Asano was arrested and sentenced to
commit harakiri. Deprived of their leader, his samurai
vassals became what were known as ronins. They vowed
to wreak vengeance for their late master. Bursting intn
Kira’s house they killed him and then committed harakiri.
This event had tremendous repercussions, with the lives
and conduct of the 47 ronins extolled as the personification
of samurai morality.

There are, however, two types of portrayals, either of the
actors involved in a play about the 47 ronins, or, as in
the series in question, of the ronins .themselves, ideal
warriors of mighty strength, steadfast and loyal. The lengthy
inscriptions accompanying the ‘‘portrait” give the name
of the depicted personage and describe his life and exploits
at great length.

 AURORA ART PUBLISHERS, LENINGRAD, 1984

B cBoem TBOpuectBe KyHHécH HeolHOKpaTHO o6pallaJcs K Te-
me «Mcropusi 47 poHHHOB». COGHITHSI OTHOCATCA K Hauaay
XVIII B. Bo aBopue céryHa (BOEHHOro MpaBHTeNs) 3HATHbIM
npuaBopHbli Knpa Koasyks-HO cyks TsiKKO ockop6ua AcaHo
Takymu, npaBuressi o6aacti Axo. B rHeBe AcaHo oGHaxHa
meu W paHua Kupa. ITopoGHble peficTBus BO aBopue céryHa
KapaJuch CMepTbio; AcaHo Gbll apecToBaH M HPHUTOBODEH
K camoy6uiictBy. Camypau, HaxoAMBIIHECs y Hero Ha cayxo6e,
okasajuch 6e3 MpeJBOLHTE]Sl, TO eCTh CTaJH POHHHaMmH. Bep-
Hble [OJITY, OHH MOKJSAJIHCh OTOMCTHTb 33 CBOEro TOCHOAMHA.
BopBaBmncs B ycaan6y Kupa, poHHHB yOGHJIH ero, mocie
Yero caMu COBepLIMJAM pPHTyasbHOoe camoyGuiictBo. Mcropus
HMesla OrpoMHbIH pe3oHaHc. JKH3Hb M MOCTYNKH MpelaHHbIX
BaccasoB CTaJH BOMJOLLEHHEM caMypaHCKoH MopaJH.
CyliecTBYIOT ABa THMa H306paxKeHHH 47 POHHUHOB: akTephl,
pasbirpbiBaloliiHe Mbecy, MOCBALLEHHYIO 3THM COOBITHAM, HJH,
KaK B [aHHOH CEPHH, «IOPTPETbi» POHHHOB, e Nepei HaMu
06pasbl HieasbHbIX BOHHOB: MOLIHBIX, CTOHKHX, BEPHBbIX [10J-
ry. IlpoctpaHHble HaANMHCH, CONMPOBOXJaloliHe H306parkeHue,
coZepKaTr MMsl NepCOHaXa M NoAPoOHbIl paccKkas O ero XH3HH
U MOJABHTaXx.

Printed in the USSR
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ANDO HIROSHIGE. 1797—1858

The Shinto Temple of Minato near the Inari-bashi
Bridge in the Tepposu Quarter (From the. series One
Hundred Famous Views of Edo). 1856—58. 37 X25.5 cm
Signed: Hiroshige (in Japanese),

with seals of the publishers Uoei Heikichi and of censor,
and also a seal giving the date

as the second month of the Year of the Serpent (1857)
The Hermitage, Leningrad

The One Hundred Famous Views of Edo is the last and
rather unusual of Hiroshige’s landscape series. Unlike the
serene lyrical landscapes he produced throughout the
1830s and 1840s, in these prints Hiroshige supplies a dram-
atized interpretation by employing a scheme of sharply
contrasting planes, clashing colours and a highly dynamic
composition. In fact, the landscape as such is pushed into
the background, with one or another isolated motif occu-
pying the whole of the foreground:. In this case the Inari
bridge, the Minato temple and the river teeming with boats
piled high with kegs of sake are seen through the masts of
a ship which appears to be sailing towards the viewer.
However, the artist was not ordained to develop these new
trends. Hiroshige died before the final sheets in the series
could be published.

AHOO XUPOCHUII. 1797—1858

Cepusi «CTo 3HameHHTHIX BHI0B Dap». 1856—1858
Cunroncrekuii xpaMm Munarto okono mocra Huapu-6acu
B kBaprajse Tanmocy. -37X25,5

IMoanucs Xupocurs, nedartb Hagartens Yoss X5HKHUTH,
neyaTh LEH30pa, rNedyaTh € AaTOM:

«Bropoii Mecsu roga 3meu» (1857)

TocynapcTBeHHbll dpmuTax, JleHuHrpan

«CTO 3HaMEHHMTbIX BHAOB JA0» — TOCJAEIHAA H He COBCEM
o6bluHas neizaxHas cepuss Xupocurs. B oTaHuMe OT CNOKO#H-
HbIX, JUpUYeCKHX neHsaxei 1830—1840-x rr., B rpasiopax
3TOH cepun XUPOCHTD AdeT «APaMaTHUYECKYIO» TPAaKTOBKY NpH-
poabl. OH uCHOJB3yeT Pe3Koe COMocTaBjeHHe MJIAHOB, OCTPO-
AHHAMHYHOE TMOCTPOEHHe KOMIO3MLHH, HalpsiXKeHHbie L BeTO-
Bole akkopibl. Co6CTBEHHO mefi3a oTcTynaer B riyOb JHCTa,
3aC/IOHSIeTC KAKMM-JHG0 YacTHBIM MOTHBOM, 3aHHMAIOLIHM
BeCb MepeiHHH NJaH KOMNO3uuuM. B naHHOH rpaBiope mocT
WUnapu, xpam MuHaTo, pexa, No KOTOPOH MJBIBYT JOIKH,
rpyXeHHbie GOUOHKAMH C CaK3, yBHAeHb XHPOCHTD CKBO3b
MauThl Kopabusi, Kak Gbl HaJABHralollHecs Ha 3puTess.
DTHM HOBbIM TEHAEHUHUSIM B TBOpUecTBe XHPOCHTS Pas3BHTbCS
661710 He cyxjeHo. [Toc/enHue JHCTBl 3TOH CePHH BHILIJAH MO-
cJle CMepPTH XYAOXHHKA.

Printed in the USSR
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REKISENTEI EIRI. Active in the 1790s POKUCOHTIN 3NPH. PaGoran B 1790-e

The Celebrity from the Kyobashi District Cepusi «LlBetnl dpo»

(Portrait of Santo Kyoden), C. 1796. 38 X26 cm 3HaMeHHTOCTh M3 pailiona Ké6acu

From the series The Flowers of Edo [Moprper Canto Kéansna. Okono 1796. 38X 26
Signed: Eiri (in Japanese) [Monnuce Siipu

The Hermitage, Lenir{grad lFocynapcTBeHHblH dpMuTax, JleHHHrpasg

All that we know about Eiri is that he was of a samurai
family and was trained in the school of Hosoda Eishi.
Though his efforts are devoted mostly to the courtesans
of the gay quarters, he has gone down in the history
of Japanese xylography as author of the Flowers of Edo
series depicting the celebrities of the “Eastern Capital”.
The most well-known of these portraits is that of Kitao
Masanobu, who as a novelist was called Santo Kyoden
(1760—1816). A man of versatile genius, he was not only
late eighteenth-century Japan’s leading novelist but also
a well-known engraver, illustrator and gifted poet, espe-

06 Diipu u3BecTHO HeMHOro. OH IMPOHMCXOAHJ H3 CeMbH camy-
paeB, yuuacs y Xocoga Diich. Ero amucrTel nocpsilieHbl B OC-
HOBHOM KpacaBHL.@M <«BeCEeJbIX KBapTasoB», HO B HCTOPHIO
SITOHCKONH rpaBlopbl OH BOLIEJ KaK aBTOP NOPTPETHOH CepuH
«lBerbl D1o», B KOTOPOH H306pa3u/ 3HAMEHHTBIX KHTedeH
«BocTouHoit cronuubi». Hanbosnee ussecten noprper CaHTo
Kénsua.

Canto Kénsn (1760—1816) Gbi1 uesoBeKOM Pa3HOCTOPOHHHX
napoBaHuil: Benywui Geaserpuct Konua XVIII B., uaBecTHbIH
MacTep TrpaBIOpBl, MWJJIOCTPATOP, a TaKXe TaJaHTIAHBBIH
03T — CO3/aTeNb LIYyTOYHbIX CTHXOB.

cially in the realm of comical verse.

Printéd in the USSR
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UTAGAWA KUNIYOSHI. 1797—1861 YTATABA KYHHECH. 1797—1861

The Lady Kesa (Frovm the seriés Tales of Wise Cepusi «Ilpesanusi 0 MyJphIX H OTBAXHbIX KEHIIHHAX>. 1847
and Courageous Women). 1847. 35.5X24.5 cm TF'ocnoxa Kaca. 35,5X 24,5

Signed: Chooro Kuniyoshi, with seal of
Ibaya Sensaburo’s Dansendo Publishing House
The Hermitage, Leningrad

IMoanucy Téopo KyHnHécH, nedatb
usgartenbcTsa «JaHcango» (usparenp M6as Cancabypo)

This sheet belongs to Kuniyoshi’s mature- period, when
in the early 1840s this versatile master reached his zenith.
He addressed himself to sundry themes, however enjoying
particular success with woodcuts in the heroico-historical
genre. His finest series is that of Tales of Wise and Coura-
geous Women, of which possibly the best is the Lady Kesa
sheet after a mid-twelfth century episode. It so happened
that one Endo Morito, an influential courtier, was enam-
oured of the samurai Watanabe Wataru’s wife Kesa. Since
she repudiated his importunations, he swore that he would
kill Watanabe and make her his wife. When she learned
of his intentions she arranged a rendezvous with him. On
some trumped-up excuse she got her husband to leave
home and herself went out to meet Endo dressed in her
hushand’s garments. In the darkness Endo confused her
with her husband. and chopped off her head. Discovering
his blunder, he in sheer ‘desperation entered a monastery
under the name of Mongaku Shonin and subsequently
gained fame by his ascetic exploits.

AURORA ART PUBLISHERS, LENINGRAD, 1984

TocynapceTBeHHBIH JDpmuTax, JleHHHrpan

JIMCT OTHOCHTCST K 3peJoMy Nepuoiy TBopyecTBa Kyuuécu.
B Hauase 1840-x rr. akKTHBHOCTb 3TOrO Pa3HOCTOPOHHEro Ma-
cTepa jocruraer coero anores: OH obpalnaercs K pas/ud-
HBIM CIOXKEeTaM, HO OCOGEHHO YIayHbl HCTOPHKO-repoHueckHe
rpaBiopbl. Jlyulweii cepuell 3Toro nepuHoaa sB/feTCS CepHs
«[Ipeganusi 0 MyApbIX H OTBaXHBIX XeHWHHaX». Oco6eHHO
nutepeced Jauct «locrmoxa Kaca», cloXer KOTOporo cBsi3daH
¢ ucropueit, umeswell mecto B cepennte XII cronerus. Kacy —
XKeHy camypas Barana6s Batapy — noJiio6ua BJAHATEJbHbIH
npuaBopHbil dupo Mopuro. [Tockoabky Ksca orBepraa aomo-
ratesabcTBa MopuTo, OH nokasJcst youte Batana6s u caenatb
ee cpoeil XeHOH. Y3HaB 06 3ToM, Ksca Haszuauusa DHAO CBU-
faHde, Haumya MNpeAaJor yJaaJHTb MyXKa H3 JAoMy, a cama
nepeojesach B ero ofexay. JHAO He 3aMeTH/] B TEMHOTe MOA-
MeHbl W o6e3rnaBui Kacy. O6HapyxuB omin6Ky, OH B OTYasiHHH
HOCTPUICS B MOHaxH, NPHHSAB HMsA MoHraky-céunna. Bmo-
CNE€ACTBHH OH MpPHOGPeJ H3BECTHOCTb CBOMMH aCKeTHUECKHMH
MOABHI AMH.

Printed in the USSR
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HOKUSAI KATSUSHIKA. 1760—1849

A Poem by Ono-no Komachi (From the series
The “Verses of One Hundred Poets” Anthology
as Retold by the Nanny). 1834—40. 38 x26.5 cm
Signed: Hokusai (in Japanese),

with seals of Nishimuraya Yohachi’s

Eijudo Publishing House and of censor

The Hermitage, Leningrad

The “Verses of One Hundred Poets”’ Anthology was com-
piled in 1235 by Fujiwara-no Sadai and included one hun-
dred poems by Japan’s most eminent bards of the twelfth
and thirteenth centuries. During the Tokugawa period
(17th — 19th centuries) it was often the case for paintings,
engravings and book illustrations to be based on subject
matter from this Anthology. Especially popular were the
“parodies” which transported the happenings described _in
the c¢lassical poetry into contemporary surroundings.
Hokusai’s series is such a “parody”. Hokusai .conceived

it towards the evening of his life and evidently had orig-

inally thought to produce one hundred sheets, for each
of the poets represented in the Anthology. However, only
28 are known today. To judge by the title, the print should
illustrate a poem by Ono-no Komachi, ninth-century Japan’s
greatest poetess... “Blossomed to no purpose, the cherry
red has gone; Oh, short-lived is my life! Unblinking 1 stare
with a look as long as the falling rain.” Indeed, the only
detail that would appear to link the poem with the picture
in this artless scene from rustic life are the fallen petals
of cherry blossoms which two peasants are gathering.
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XOKYCAW KALLYCHKA. 1760—1849

Cepusi «Antosorusi ,,CTuxu cta 1ostos*

B mepeckase HsAHH». 1834—1840

CruxorBopenue Ouo-HO Komartu. 38X 26,5

MMoanuck Xokycasi, ned4arb M3jareabcTBa «JHA3I0A0»
(uspatenr Hucumypas ExaTu), neuars .ueH3opa
FocynapeTBeHHblit Dpmurtax, JlenuHrpan

[MTosTuueckas antodorusi «CTHXM cTa MO3TOB» Oblla COCTaB-
nena B 1235 r. ®ynsuBapa-Ho Cajgad W BKJAKUasa CTO CTH-
XoTBOpeHHEH KpynHeHluux sinoHckux moatos XII—XIII ss.
B nepuon TokyraBa (1603—1868) Ha TeMbl cTHXOB cGop-
HMKAa HEPeIKO CO3/1aBaJjHChb KapTHHBI, IPaBOPbl H KHHXHbie
uisocTpauui. OcoGeHHO NonyJsipHel O6blAM «MapoiHH», B KOTO-
pbiX OMHCHIBAEMble B KJ3aCCHYECKHX CTHXaX cobbiTHA H306pa-
Ka/JduCh MPOUCXOASULHMH B YCJOBHSIX COBDPEMEHHOH >XH3HH.
K Ttuny Takux «napoauii» oTHocHTcst H cepusi Xokycaa. Oua
6bi1a co3jaHa B MO3LHHH MepuHOL ero TBopyecTBa. XoKycai,
No-BHAMMOMY, Mpejarnosnaras co3jaTb CEPHIO U3 CTd JHCTOB —
10 KOJIHYECTBY NpPeJCTaBJEeHHbIX B AHTOJOTHH MO3TOB, HO HAM
M3BECTHO TO/MBKO ABAXLATb BoceMb. CyAs [0 Ha3BaHHIO, rpa-
BIOpa AOJKHA WAMOCTpHpoBaTh ¢THXH OHo-Ho KomaTh — Be-
auuaiiei AnoHcKo# nosteecn X B.:

Pacnycrtuicsa Bnycryio, O, Bek Mol Heposruii!
MuHya BHlleHHBIH uBeT. Bek He cmexas, rasxy
B3rasaoM 104ruM, Kak KOXKiAb.

EnuHCTBEHHas AeTalb, CBS3bIBAOWLAs TEKCT U H306pakeHHe
B 3TOH He3aTeHJHBOH CLeHKe H3 ceJbCKOH XH3HH, — ONaBLIHe
JleNecTKH LBETOB BHIUHH, KOTOpble YOGHPAIOT [IBO€ KPeCThsiH.

Printed in the USSR
8 Kor.
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Front reproduction:
UTAGAWA KUNISADA. 1786—1865

At the Mirror. 1820s. Detail

Ha obaosxe:
YTATABA KYHHUCAJZA. 1786—1865

Y 3epkana. 1820-e. deransn
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The Hermitage Museum boasts

the Soviet Union’s largest collection

of Japanese art, more specifically
metalwork, porcelains and other ceramics,

lacquers, textiles, carved ivories

and woodwork. However, pride of place
in this collection is held by the coloured

woodcuts which introduce

the viewer to the most eminent masters

of the eighteenth and nineteenth

centuries, such as Harunobu,

- Koryusai, Utamaro, Kiyonaga,
Sharaku, Shunsho, Eishi,

Hokusai and Hiroshige.
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