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. The Practice of Copying in Japanese Art
Y
. The tradition of copying has a long and distinguished history in Japan, extending
. across numerous artistic fields; including but not limited to calligraphy, painting,
5- sculpture, architecture, lacquer, ceramics, textiles, metalwork, and basketry.

A copy (in Japanese, utsushi, mosha, or mozo ) of an existing artwork might be
made for a variety of purposes. Copying the works of predecessors is one of the
formative methods for training in a wide range of artistic genres. By replicating
the techniques and style of an established master, an artist experiences firsthand
the technology, material requirements, and aesthetic considerations involved in
producing an artwork of the highest quality.

For thousands of years before the existence of printing or photographic
reproduction, multiple copying was the primary method of preserving literary,
religious, and artistic traditions; and copying was the purview not of artists in
training but seasoned veterans. In many cases, such later replicas are all that
have survived fires and other ravages of time. For example, the oldest Japanese
paintings of Mandalas of the Two Worlds (9th century, National Treasure,
Jingoji temple) are not the original mandalas brought back from China by the
priest Kitkai (774-835), but instead the earliest surviving faithful copies of
those prototypes.

In highly technical fields such as lacquer, textiles, or metalwork, the creation

of replicas involves much more than simply reproducing a form or an aesthetic.
Producing an accurate copy involves revisiting or recreating artistic techniques
and materials that may have been lost for hundreds of years. The process of
copying not only results in high-quality facsimiles but reveals secrets from the
past. Much concrete understanding about the eighth-century lacquers and other
objects in the Shosoin Repository in Nara has been gained through the highly
technical and research-intensive project of creating historically accurate replicas.

92



Artists sometimes copy important artworks to honor the original artist. A well
known example in the Rinpa style is a pair of screen paintings by Tawaraya
Sotatsu (active early 1600s) of the Wind God and Thunder God (National
Treasure, collection of Kenninji Temple), which was copied numerous times by
painters of subsequent generations, including such luminaries as Ogata Korin
(1658-1715) and Sakai Hoitsu (1761-1828). There is a long tradition dating back
to the Edo period of copying iconic Rinpa-style lacquers attributed to masters
such as Hon’ami Koetsu (1558-1637) and Korin. A replica in the collection of the
Asian Art Museum of a famous Rinpa lacquer inkstone box with pontoon bridge
design was made in homage to Hon’ami Koetsu (1558-1637) by lacquer artist
Maehata Gaho (born 1936).

In order to make a faithful copy of a historical artwork, the artist must first

have mastered a traditional genre, which requires years of intensive training,
specialized technical knowledge, and the ability to overcome innumerable
technical and logistical difficulties. Artists who dedicate themselves to such a
path today’s modern society depend on the recognition and active encouragement
of institutions, collectors, and dedicated art dealers such as Iwasawa Oriental
Art. It is gratifying to know that, with such ongoing support, the replication

of historical works can continue to serve as a bridge between past and present,
reinforcing understanding of artistic heritage and informing the art of the future.

Melissa M. Rinne
Associate Curator of Japanese Art
Asian Art Museum of San Francisco
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Utsushi and Chanoyu

Utsushi, defined in this volume as creativity within tradition, begins when an
original work of art from the past stands as a point of inspiration and a point of
departure for the artist in the present. The modern artist wants to understand
how this extraordinary work came into being, how it works its effect, and how
he or she might aspire to create something of equal impact. A dialogue across
time, between two artists, follows.

The modern artist’s inquiry is motivated by admiration and respect for the
attainments of the past as embodied in the work of art. In traditional fashion,
the modern artist must “steal” the knowledge of the older artist who is not
there to interrogate. The original piece too is silent, offering only its existence.
An attentive questioning and true vision must be applied to see not simply the
physical appearance, an important first step for utsushi, but also the object’s
internal life. Such vision requires a sustained engagement with the work.

To some extent, this process resembles the classical poetic technique known

as honka dori [AHKELD |, or allusive variation, a technique that dates back to
Heian Period (794-1186). The poet builds his or her understanding of the art
by studying past masters. Once that knowledge has been absorbed so deeply

it is an indivisible part of the poet’s psyche, then he or she may quote other’s
phrases into their own verse without losing individuality or creativity. The
quotation is overt and intended to be recognized. The poet expects the reader
to be well versed, and to understand both quotation and originality, so the need
for attribution is redundant. Koga Kenzo remarks in “Utsushi: The Aesthetics
of Imitation,” that this technique allows “a poetic work the added weight of
tradition while preventing it from being a smug expression of personal conceit.”
[Chanoyu Quarterly No. 67, 13]



Artists working in material mediums, especially when creating works for use

in the Way of Tea, have the same expectation. Their creative variations rely on
Tea masters and aficionados to recognize what is homage and what is a personal,
subtle and acute interpretation. In a sense, the art of utsushi becomes a forum

to explore the relation between form and creativity, the communal and the
individual, the past and the present and possibly even the future.

The beauty of utsushi brings an intriguing aesthetic to the tearoom, one that
resonates with the practice of the Way of Tea. Most of all, that through an
investigation of form, one ends with a discovery of spirit.

Christy Bartlett
Director
Urasenke Foundation San Francisco
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Appropriation:
Thoughts on Utsushi from an American
Contemporary Artist

Eastern and Western art have many differences, but Utsushi and the
contemporary art form called Appropriation have one imagined similarity: to
reproduce or re-present an earlier work.

Japanese art often depicts the beauty that can be found in all objects from the
most refined to the most humble. The techniques used to create these works of
art are often studied throughout the artist’s lifetime. Today many traditional
techniques are being enhanced through different methods and technologies

to bring a new vision to these traditional art forms. This book examines
Utsushi through the medium of Japanese lacquered art and how homage is
paid to a known masterwork using traditional techniques to bring the artist’s
interpretation of the piece to the forefront in this field.

These practices differ substantially from those of the contemporary Western
art world where creativity trumps all other attributes. Ideas are regarded as
more important and more valued than the techniques for creating the artwork.
Western artists take existing images from the original art and give them a
new identity in a process called “appropriating.” They still want the viewer

to recognize the images they copy. They may alter the scale or abstract the
original, but the image of the original is never lost, or hidden. Instead, what
often changes is the message, or point of view being expressed in the art piece.

Both forms of art pay tribute to great works of the past and introduce them once
again to a new time and place.

Lynn Elliott Letterman
http://lynnelliottletterman.com

— 10 —
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Makie (Urushi = Lacquer)

The subtle beauty of lacquer has defined the arts of Japan. For nearly a
millennium, lacquer artisans have learned this art from their predecessors,
creating layer after layer of artistic development and originality. This unique
tradition requires the artisans to contemplate a known masterwork artistically
and philosophically. During the process they employ their own interpretations
to recreate the piece by using the techniques and designs learned. The
technique in which designs are created using gold and silver powder over
lacquer, known as makie, dates back to the Heian Era (794-1120 AD). During
the Kamakura Era (12th to 14th century AD), the art was further refined and
various techniques were developed. With each development, various works of
exquisite quality were meticulously crafted.

H%/\ZS
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M, SFHML BE(S 0)Hh, B (R L) ED3d 27, ~REER KD
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Greetings

Fifty years have passed since I have been working as a Japanese lacquer artist.
As an inexperienced artist trained in Yamanaka of Kaga (Ishikawa Pref.), I

was mesmerized with the styles of Rimpa: those of Honami Koetsu as well as
Ogata Korin and Kenzan. Through many failed attempts to understand Utsushi,
I was gradually able to improve my skills and sensibilities. However, it was
later in Kyoto, through meeting the connoisseurs of lacquer arts and gaining
their support, I realized that there was much more to learn about the world of
Japanese lacquer.

Then I saw a new world open before my eyes. Lacquer contained a spirit

that had given me new experiences. The sophisticated genius loci of Kyoto
encouraged me to learn the joy of creation within the refined culture of Heian.
I have come to understand that to study Utsushi is a way to know the art and
philosophy of masters of the past. The process of creating Utsushi is the key to
passing down mastery to the next generation.

I have been a lacquer artist for a long time. All that remains to say is that my
heart is full of gratitude.

Maehata Gaho
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The philosophy of transmitting the tradition.
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Funabashi Makie Writing Box with Motif of Pontoon Bridge
RIS K R o LA

Rimpa Style Kikusui Writing Box with Motif of Floating Chrysanthemums

IR IR R A SR AL A
Rimpa Style Writing Box Motif of Cranes Makie

MR R AR

Kikori Makie Writing Box with Motif of Woodcutter

S RERANISS ey

Rimpa Style Suminoe Makie Incense Container with Motif of the Shores

of Suminoe

WRICE A R AR Tl K

Rimpa Style Water Container used for Chanoyu with Motif of Young Pine
e KRS S B IR K 8

Kodaiji Makie Natsume Tea Container with Motif from Kodaiji Temple
WRIR ) Wik s K8

Rimpa Style Yatsuhashi Makie Natsume Tea Container with Motif of
Eight Bridges

WRIRB K EA LR K8
Rimpa Style Makie Natsume Tea Container with Motif of Flowers and Grasses

brT ey BE R A A Do 2

Tea Container in the Shape of a Winter Gourd

HORBlF o AR S (HRER)

Set of Tea Containers of the Twelve Months

Fr i B AR KBS

Katawa guruma Makie Natsume Tea Container with Motif of Wheels in
Flowing Water

Friim e s s SR 7

Katawa guruma Makie Incense Container with Motif of Wheels in Flowing Water

— 19 —
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Utsushi: Funabashi Makie Writing Box with Motif of Pontoon Bridge
By Maehata Gaho
H.12xL.24xW.22 cm
H. 9%" x L. 85" x W. 434"

5 ARG R R AEAS ) AU ENZ RO G L, ML B AT XD,

This piece is an Utsushi of the Funabashi Makie Writing Box, a National
Treasure housed at the Tokyo National Museum. The work is based on the poem
from the Gosen Wakashu.

— 20 —
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Image: TNMImageArchives

Original: Funabashi Makie Writing Box

— 21 —

Honami Koetsu (1558-1637)
H.11.8x L. 24.3 xW. 22.9 cm
H.4%" x L. 9%" x W. 9"

Edo period 17th century
National Treasure

Tokyo National Museum




The makie writing box on the left is an Utsushi, a Japanese tradition of
inspiration in which contemporary artists emulate the aesthetics and spirit
observed in the work of past masters and artisans. The original writing box

on the right, one of Japan’s National Treasures, was created by Honami Koetsu
(1558-1637). The Rimpa school design interprets a poem and includes the word
funabashi, which means pontoon bridge. In this piece, the text has moved beyond
a literary reference to become an important component of the visual image and
composition, thereby playing a dual role.

KD
DD NH
P TDA
MojEsz
HBOEZ7E

P
BRI R
Just as the pontoon bridge

of the eastern road in Sano,
my feelings for you
are never noticed.

Minamoto no Hitoshi
Gosen Wakashu
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The Funabashi Makie Writing
Box is based on a love poem
found in the tenth chapter of the
Gosen Wakashu. The imagery
combines two elements—pewter
is used to portray the bridge

and the text, while the rest of
the design is done in makie—to
establish the theme of the poem
and its key terms.

(Both images) Details of the Writing Box with Pontoon Bridge design in Makie by
Honami Koetsu
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Utsushi:

Rimpa Style Kikusui Writing Box with Motif of Floating
Chrysanthemums

By Maehata Gaho

H.12xL.24xW. 22 cm

H. 9%" x L. 8/" x W. 43"

— 24




SEERL: wAKKEALRE X Inspiration:
Wb Drawing of an Open Fan with
" . Flowing Waters and Flowers
JEHR IS 1978 Sakai Hoitsu (1761-1829)

Reference: Korin Meigafu 1978

W —DRHEZ Tz e L. YRR O ST I A B & U4 7K % s
ICUTHRIfEL 72,

The work uses Sakai Hoitsu’s fan painting as the basis for the design, while
the box is shaped in the style of the Korin Fukuro writing box. In this example,
the makie shows the Kikusui pattern (floating chrysanthemums) on the upper
portion of the box.

925



G PR G KRR Utsushi: Paper-based Lacquer Incense

B 1 Container in the Shape of an
Open Fan
By Maehata Shunsai

H.12xW.5xL. 11.5cm
H. 1%L" x W. 2" x L. 472"

“REFHEEDHEHE D T2 E L E AU TRIDTH S, K. HilmHs
KOMER E IR 2 L/ OMEF BRI RS 1 5, MiE DIEMICIZATDE L A3
MAZIN T, ZNZNDEMIIZMAZERS RS N 5,

The Third Maehata Shunsai was inspired by the same Sakai Hoitsu drawing to
create an Utsushi, in the form of an incense container. Notice his style is unique
in comparison to his father, Maehata Gaho’s style. The Utsushi is continuous in
the style; however the two contrast in the selection of the style.

— 26 —
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Reference: Ishikawa Prefectural
Cultural Asset, Mugen-an.

Inspiration:

Tessen-e Uchiwa Hand Fan with
Motif of Clemantis flowers.

Ogata Korin (1658-1716)

The reverse side contains a motif

of flowing water and flowers.
Provenance: Baron Fujita, a modern
connoisseur of the arts or Sukisha.

5 —PHNEE ORI
H i A7 7R

Utsushi: Paper-based Lacquer
Incense Container with shape
of Hand Fan and Motif of
Clemantis
By Mahehata Shunsai
H.12xW.64xL.64cm
H. 1" x W. 2%." x L. 215"

27—
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Utsushi: Rimpa Style Writing Box
Motif of Cranes Makie
By Mahehata Gaho

The writing box is made of black
persimmon wood and the cranes
are done in gold, tin, and mother of

H.44xL.22.9xW. 16.8cm  pearl makie.

H. 9" x L. 675" x W. 134"
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Original: Tsuru Makie Writing Box
Hara Yoyusai (1769-1846)

H.94 xL.25.8xW. 15.2 cm
H. 334" x L. 10" x W. 6"
Private Collection



Ogata Korin, the artist who painted this folding screen, was the first artist to use
this motif of cranes. Succeeding artists in the Rimpa school have continued to
employ the pattern in various kinds of works.

AR BRI BEE, Original: Cranes
Tk A Ogata Korin (1658-1716)
- Edo period
TLF IR H. 166 x W. 371 cm
7)) =7 £ H. 65%" x W. 146"
Freer Gallery of Art
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ZOBHAD KT, HIRI A N FRO R R EHE O /19 AL O HRIR
DIFEIDIEMICE S B o2, e IZM T LCEARREFEZ11(1663-1743) £\
VBB BB OO LD —FDMIRDADHIE L e o7, hIRITRRIC

LRI EFEMICRELRBILZR L7, BEBIM S TH 20063, 117 CRUFEZ it

TL OOy 2RI OISR D BEIE R Tl L, ZObRE D KH
ZAFEUIEHDMIEDIEL S bt T 5,

Cranes, symbolic of longevity in East Asia, move in dignified procession toward
the center of this pair of screens. Stylized water patterns in darkened tones of
silver and blue occupy the upper corners of the screens. Gray cranes, native to
eastern Siberia and Manchuria, migrate to Japan every winter.

The striking, unusual symmetry of these screen paintings is reflected in several
similar paintings of cranes attributed to Ogata Korin and nineteenth-century
painters of the Rimpa school. Korin, whose brother was the ceramic artist Ogata
Kenzan (1663-1743), was the artist whose name was later adapted to designate

the Rimpa School. The school’s designs featured innovative ideas about design and
materials. A native of Kyoto, Korin returned there in the final years of his life after
spending several years in Edo (modern Tokyo) seeking new patrons. The style of
these screens is associated with the large compositions of Korin's latter years.

Reference: Freer Gallery of Art http://www.asia.si.edu/collections/japanese.asp
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The famous Crane motif used by Ogata Korin inspired later Rimpa school artists
to produce various objects, as illustrated below.

mage: TNMImageArchives

ZEER Reference:

BERE AT Writing Box with Motif of Cranes
Unknown Artist

R A Edo Period

TR H.51xL.24.3xW.22cm

ot [ A AR T H.2" x L. 9%" x W. 8"

Tokyo National Museum



© Iwasawa Oriental Art
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Reference:

Rimpa Style Kobako Incense Box
Signed Hokyo Korin

Edo Period

H.3.81 x W. 12.7 cm

H. 172" x W. 5"

Private Collection



4

B MRS Utsushi: Kikori Makie Writing Box
e g1 with Motif of Woodcutter

oL

Interior of lid

— 34—

By Maehata Gaho
H.12xL.24xW. 22 cm
H. 972" x L. 84" x W. 434"



AR IS HERIRF IR A

NI S

BRIL-TT P IRAR 1714

MOA St 87Tk
Original:

Writing Box with Motif of
Woodcutter in Inlaid Mother
of Pearl and Makie

Attributed to : .0 .
Honami Koetsu G =
Momoyama-Edo Period
17th century

Important Cultural
Property

H.10.1x L. 244 x W. 23 cm
H. 4" x L. 9%" x W. 9"
MOA Museum of Art

BOUNMERDLZ DD T RER BN S L5 ) Wrakiakilh TEE ) FICHS
., A DREIEZZ ) LIABASCETHM L b D EEZ 61 5,

The motif used in the writing box is based on the traditional Noh play, Shiga,
where Otomo no Kuronushi appears in the form of a woodsman working in the
forests in spring. The theme of this design is also found in folk tales.
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IRF DRI A2 E T3, ILAEEICS 20 DI Z FITATE £ 7, 22 HOL#H
J“ETW)%K%:%EZJ\O)% DTN THEDRETHRE DT, ZHUI L RED 70
MIFFHDHE PO, LR TIEEANIHRET,

5 EENE, REEREORZHN\THIACLZIR A DT 285 L ALk 2 &l
BLL WA ;TUAN» ﬁaa BEZMATOILEDPSHFLTUILVWEZTVET, Z
LT IEEQBRICIZTE D EATH o7 Loz #E 2. HOl3b L3R
FEMIIN T2, A“é‘ FIHofE NZRTW A ES o, YEICBEIGEBE D NI
S>TITEXT,

T 3D F D 5 EEAMDO VLN EE DI OV TE S b LLHE W E T,
ZOW  HDORETIALT WS E, BOERLCHRITOENEEHMOZ L -5
THN, B2EO0ERZ0, fEOBEZ2IRNE T,

"EAOH PFRI3EIH LD

KRBT, 208, LR L, F13E FAZDINAD, (LD TOH LT EL,

Harusame no
Furuwa namida ka
Sakurabana

Chiru wo oshimanu

IDHD
& Hito shinakereba
YEL AN
el . The spring showers that
2 BN $ i Otomo no Kuronushi it $
1[3] 3 all must surely
Kokinshu, 88
ALZFUE be teardrops
Reference: even among men
Trans., Laurel Rasplica there is none
PN R Rodd with Mary but feels regret
Catherine Henkenius TN e
i 88 Ancient and Modern Pk Zamgburs ) 160K
A Collection of Poems scatter

Kokinshu, Princeton
University Press, 1984.
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Noh play, Shiga

A court official coming to view the

cherry blossoms in full bloom visits the
mountains of Shiga. The official finds an
old woodcutter and a younger man resting
beneath the shade of the flowering tree.
The old woodcutter carries a bundle of
firewood with a cherry blossom branch.

The court official inquires of the old
woodsman if he was there to see the
blossoms or to take a rest from carrying
the heavy load. The woodcutter replies
with the poem of Otomo no Kuronushi.
Although the woodcutter resting beneath
the blossoms may seem out of place, he
then explains that he was recalling a poem
by Kuronushi.

As the old woodcutter describes the virtue
of the poem, he reveals his true identity
when he used to be called Kuronushi,

but now people see him as the god of the
mountain. Then he starts to leave in order
to return to the shrine of Shiga.

Night has descended, and the court official
falls asleep under the cherry blossoms.
The deity Shiga Myojin appears in his
dream and dances a kagura expressing the
delightful feeling of spring.
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HFOWIRETLEE /S Utsushi: Rimpa Style Suminoe Makie
Y Incense Container with
i
i i 5 Motif of the Shores of Suminoe
By Maehata Gaho
H.3.3xL. 71xW.58cm
H. 1%4" x L. 234" x W. 2%4"

e SO SN BT O B S M Z VLR R RRA YEE) 2 &/ &1c5

The piece is an Utsushi in the form of an incense box of the original Suminoe
Writing Box, an Important Cultural Property, housed at the Seikado Bunko Art
Museum, Tokyo.
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©Seikado Bunko Art Museum, Tokyo

AR BEESUUE VLR A Original: Suminoe Makie Writing Box
Ogata Korin (1658-1716)

R CHME

e . Edo Period 17th century
(LA 171 Important Cultural Property
s e S ST B T H.9.0xL.26.2xW.23.2 cm

H. 3" x L. 10%4" x W. 9"
Seikado Bunko Art Museum,
Tokyo
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©Seikado Bunko Art Museum, Tokyo

FiA Interior views of the original
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Suminoe no
RIFF R D F

Kishi ni yoru nami

Yoru sae ya

Yume no kayoiji

211D
Hitome yoku ran
FACEF 5%
EBH3INF
Z DO

AHEBE

The poetry rendered in silver Makie reads as follows:

Like the waves that dash
To shore at Sumi Bay,
I would have you rush to me
Yet it seems you fear men’s

Eyes even on the path of dreams

IR A T Fujiwara Toshiyuki
A L Kokinwakashu 559, Hyakunin Isshu 18
HA—E T\
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LA Y RERINSS e Suminoe Makie Incense Container
BT e 2 made for Chanoyu shown with pieces

of aloeswood incense (kyara koh)

JESF DA

KOG TIIIHPSTHETHFOFLiIL §5, ZOWRIIIAREOFEITERZ

Kogo (incense container) Suminoe Utsushi by Maehata Gaho

In the warmer months, the incense container is made of wood or lacquer and is
used to hold a few pieces of incense when the fire is built. The incense is placed
in and near the fire to produce a wonderful fragrance in the tea room.

— 42



Suminoe Makie Incense Container arranged for building the charcoal fire
in Chanoyu

T
Building the Charcoal Fire in Chanoyu

In order to prepare delicious tea, it is extremely important to control the
temperature of the hot water. Building the charcoal fire in Chanoyu embodies the
sincerity of the host’s spirit towards the guest.

FRD DAL
Spirit of Chanoyu

We often use the expression, “One time, one meeting” (ichigo, ichie) in Chanoyu.
The expressions real meaning lies in the extent to which the participants make
the most of the current moment.

— 2 (N BE2E oho T—HIc—E D4 226) FO%T. a3,
— IR LW BWER IO T, FREOLILIE, BT INE I L2 BT EE,
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Utsushi: Rimpa Style Water
Container used for Chanoyu
with Motif of Young Pine
By Maehata Gaho

H.22.9 x D. 22.2 cm

H. 8%" x D. 9"



AR IR IR AR

Inspiration:
Rimpa Style Young
Pine Motif

45



AEEID by Rimpa Style Water Container with
other utensils for Chanoyu.

A H,

Chadogu: Tea Utensils
The utensils of tea are objects that gratify one’s spirit.

The main utensils are:

Kakemono (Scroll), Kogo (Incense container), Hanaire (Flower vase), Kama and
Furo (Iron kettle and brazier), Chaire, Natsume (Tea container), Chashaku (Tea
scoop), Chawan (Tea bowl), Chasen (Tea whisk)
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Toshitsu Chawan Collection by Maehata Shunsai

PRl AT 1

PR . RT3, FEESOREOMEGZFRME L THUERZP DS AN L
72bDEWAAFE ATESIELEE

Toshitsu, the process of coating lacquer over unglazed ceramic tea utensils. The
raw lacquer is prepared thinner than usual so that the pottery can absorb the
lacquer well.
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Utsushi: Kodaiji Makie Natsume
Tea Container with Motif
from Kodaiji Temple
By Maehata Gaho
H.73xD. 73 cm
H. 2%" x D. 234"

— 48 —

1998 Bk L W Bk LD
e, HRDOL Y v A LR &3
EORIED ] %2 8 E 3E

In 1998 the artist received
permission from Kodaiji to
use this design which defines
Momoyama culture, the
Renaissance of Japanese art.
He created this piece in honor
of this heritage.



. il

L1
o
g
| RO

»

© Oy o - i -y DR
SN R
R

S5 e TS OGS IR 2N
,}:ﬁ,&%ﬂ.&ﬂﬁ._c‘&‘lﬂ W‘Eﬁ"aﬁ‘@\f’ 3“‘5‘%

ATy -2 S-GB4
4%@ word luh?amﬁ hr&éﬂ-j’, ﬁamffmg‘

-——

T ——

o ah\hwkﬁrﬂﬁﬂ??.,}ﬁﬁaﬂmy
U

Ao MBI RO PS5
ST SRR G N 990 RESF N

-
]

—4 #5,,

|
z
%
3

FOJ R e T e Ll

e P Y *"#%Eﬁﬁﬂ—ﬂfh}ﬁ@)‘e‘kgr. 39

E e BT AL AN § 55 DR S /¢
o 300 2 JRERE, T3 e AR S NS B

o

=

Certificate granting the use of the Kodaiji motif

Kodaiji was founded in 1606 by Kita no Mandokoro (1548-1624) in memory of
her late husband, Toyotomi Hideyoshi.

The special memorial hall (otama-ya) enshrining Toyotomi Hideyoshi and
Kita no Mandokoro encompass a shrine and dais, decorated with splendid
lacquer work using designs in Kodaiji makie.
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Inspiration: Kodaiji Makie Motif ~ZHE&EL BEHESFiG s Rk

Imaging Department
© President and Fellows of Harvard College

FE R
BEILIFSY 16114
P S ST

=]
i.:,:._[:

@ Detail of the lid
e Motif of Kodaiji Makie

Kodaiji lacquer has none of the arcane literary
allusions of earlier lacquer designs, and it

was produced in quantities that precluded the
meticulous craftsmanship of the subsequent Edo
period. The decoration of this ware reflected in
the inventive genius of Momoyama craftsmen.

Momoyama Period, late 16th century

Lacquer on wood with Kodaiji-style decoration
in gold and silver utilizing the hiramaki-e

(low relief sprinkled design), takamaki-e

(high relief sprinkled design), nashiji (“pear
skinned” ground), e-nashiji (pictorial “pear
skinned” ground), and harigaki (linear incising)
techniques; (modern) silver fittings;

H.57xW.21.8xD. 6.1 cm
H. 2%" x W. 891" x D. 23/"

Harvard Art Museums/Arthur M. Sackler
Museum, The Elaine Ehrenkranz Collection
of Japanese Lacquer Boxes; Gift of Elaine
Ehrenkranz, 1996.242.12.A-B




IR ST R Bl o P A A
TLF IR AT
AbaRY & LA T

Six lobed incense burner
(Akoda Koro)

First half of the Edo Period
(1615-1868)
H.83xD.9.8cm

H. 3%" x D. 4"

Metropolitan Museum of Art

©Metropolitan Museum of Art

HHEN AR BT oL, Bk
ISR, BUH S M 2 22 L 72 I
IR BB R Xidn., &G
IR E LRk L bic Bk
R CTH 5,

The katami gawari is a pattern
originating from noh textile design
in which one garment is decorated
with two different patterns.

BRI
AbaRY & LA

©Metropolitan Museum of Art

Wine Ewer with Design of
Chrysanthemums and Paulownia
Crests in Alternating Fields. ca. 1596.
Momoyama period. Lacquered wood
with sprinkled gold (makie) decoration
in Kodaiji style.

H. 254 cm

H. 10"

Metropolitan Museum of Art
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Utsushi: Rimpa Style Yatsuhashi Makie

Natsume Tea Container with
Motif of Eight Bridges

By Maehata Gaho
H.73xD.73cm

H. 234" x D. 234"



AR EE TSR R A
R emh i
TLFIE 18 1HAC
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Original:

53—

Yatsuhashi Makie

Writing Box with

Mother of Pearl inlay

Ogata Korin (1658-1716)

Edo Period 18th century
National Treasure

H.14.2 x L. 27.3 x W. 19.7 cm
H. 554" x L. 103" x W. 7%"
Tokyo National Museum
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Image: TNMImage Archives

Original: Yatsuhashi Makie Writing
Box with Mother of Pearl
Inlay (Interior View)
Ogata Korin
Tokyo National Museum

The planks of the eight bridges motif

is seen in the “Tales of Ise” and Ogata
Korin frequently used the theme in his
works. The writing box distances itself
from being a visual description of the
story; instead the irises and bridge are
artistically designed effectively showing
the work in a decorative manner.

The writing and document box are
constructed in a way so that they are
stacked on top of another. The interior
of the lower box is decorated with motif
of waves done in gold hira-makie.
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The Yatsuhashi Makie Natsume is based on the National
Treasure, “Eight Planked Bridges Writing Box,” housed in
the Tokyo National Museum. The motif is derived from a
scene from the Tales of Ise, that is set where eight planked
bridges meet (yatsuhashi). Ogata Korin often used this
theme in many of his works.



Image Copyright ©The Metropolitan Museum of Art. Image source: Art Resource, NY

Reference:

Eight Bridges (Yatsuhashi)

Ogata Korin (1658-1716)

Edo Period (1615-1868) after 1709

One of a pair of six-panel folding screens; ink, color, and gold leaf on paper
H. 179.1 x W. 371.5 cm

H. 70%" x W. 146Y4"

Metropolitan Museum of New York

SEHFL:

VAN B

I (1658-1716)

TLFRER (1615-1868) 17094EH
ISH—W (%)
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The yatsuhashi and iris are a motif often used by Ogata Korin. Nagata Yuji, a
Rimpa artist during the Edo period, continued using the motif in his works.

J\GRHAALITIEMDTRE L' F —7, IIRITERD—A ZKEKIRICZ T K
AN RN

SHER Reference:

HeFAV B IR S 7 Kakitsubata Makie Tray with
. " Inlay of Mother of Pearl
KR Nagata Yuji

NSV Edo Period

PN H.5xL.36.3xW. 30 cm

H.2" x L. 14%" x W. 1134"
Private Collection
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The theme of the Yatsuhashi embodies the courtly miyabi aesthetic. This
quality is highlighted in the interlude of section 9 in the Tales of Ise, where the
central character rests beside the Yatsuhashi or, eight bridges, in the famous iris
marshes of Mikawa Province. The poem by the main character combines these
themes: the sense of loss at leaving the capital, longing for lost loves and the
beauty of the natural environment.

ok
o>l
2%¥LdbniX
351X5Zh5 I have a beloved wife,
iz L ZF /3, Familiar as the skirt
Of a well-worn robe,
And so this distant journeying
I
Wi A R Fills my heart with grief
e

Ariwara no Narihira
Kokin Wakashu

J\F&IXI 5L i B CHE 2Rk 13 R
DEME R H>T 5, YIRS
BRIZBWT, EARIZ=MDEIC
HoT M ALDIEHIZEE D 5
& O\F&) CTIRET 2720 23H %

D3, AEEZ DG 2 CTW» 5,
FEANRDDZ I TRRAZZIRITIZ, #E

B4 L b A D R Translation by Helen Craig

i \ McCullough, Tales of Ise: Lyrical
ZLTHRDFEDELD £y o THRB] Episodes from Tenth-Century Japan,
INTWn3, Stanford University Press, 1968.
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Utsushi: Rimpa Style Makie Natsume

Tea Container with Motif of
Flowers and Grasses

By Maehata Gaho
H.73xD. 73 cm

H. 234" x D. 234"



AR VUSRI R A A Original: Motif of Seasonal Flowers

JEEES R (1769-1846) Portable Tea Making Box
- (Chabako)

PR Hara Yoyusai (1769-1846)
PN H.20.2xL.12xW. 14 cm

H. 8" x L. 43%" x W. 55"
Private Collection

TLF R DR RZEIELE R, & 5\ 13% O—IROIERUZ., FIRED ZE At 0 =T
I, iR 2 5 I L 7 B 2 IRFAE BIE T S H L 72 DT, Z Dl D3R
B RBUI ALFRNOL LR D> TOEEIZ > THZ O EL 5o TW B,

Hara Yoyusai: Makie artist from the late Edo Period (1600-1868). Yoyusai and

his school utilize the rich decorative techniques of the Rimpa style by using the
traditional method of Taka-makie. Among all of the Makie works from the late Edo
period, the detailed and gorgeous expression found in his works attracts the eyes.
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H o PNEPEA A WL A Utsushi: Tea Container in the

T B 2 Shape of a Winter Gourd
By Maehata Gaho
H.76 xW. 7.5 cm
H.3"xW. 3"

The Akoda form takes its shape from the winter gourd (kintoga). For centuries
its form has been favored in creating various items such as incense burners,
incense containers, tea containers, kettles, and other articles.

In addition, the Akoda pattern is often seen used not only in Makie but also in
other styles to decorate works of art.



AR REMBEINRER Ty, FOL BEHE LD
ANEL i

Original: Set of Tea and Incense Containers housed in a
Chest from the Kishu Tokugawa Family Collection
Mid-Edo Period
H.76xW.75cm
H.3"xW. 3"

B FE & XA AT X DO—HHTH BIEFEND 2 LT H oA THYD
ICHD AN S, FIF, BFA RA BZOMIC AL S, KPldfE
DR, Kz 13 C O TR LIXLIXf b )
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AX e &S
Hakogaki of Tsukinami Chaki

Box inscribed by Ii Naoyoshi

11
HOERBUE - —n N2 d (HR SR

BIN=AHEORVGHEEOZ 20 HARDOFEEZWT L 7Ot GRE) 13, 38
HORBANELTHEALTHY XY, AMFL2 O %S "M ek 20FEL, oA
H TRG— 28 2EOL, &) - EBIR) 2ROGORAREME L
RO, IEREIIERICRES R E 25 AL L T,

ZOFEED, ELOTAFIBELILEEZ Do THGREIE L, WA DA T\
PHESE 72, bW 3 THREBIF T a HA% (HXERER) 113, SR IERE F
&= AR, IR, R, SlmsE. PRE, J\VARR PR, FRALE, #lEEE
fLICEABITIT KRAFEMO ARG DIz HAEIZLT0ET, 2R ELTHOE
X & FRIL B0 %2 o THAA DL I, FHICLTH TRk, 2 EICEHER
ERVHAMTHSZ6TT,

PLEIZED SO0 ORBUTF+a ARG DI A, B RISV £ TE
BIE I ERDOPIEHIC H 7D S8 BEE SN H DT,
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Ii Sokan Gonomi, Set of Tea Containers of the
Twelve Months (Tsukinami Chaki)

Ii Naosuke (Sokan), who awakened Japan from its 300 year dream of isolation
under the Tokugawa Shogunate, was also a noted tea connoisseur (daichajin)
of the modern era. Ii Naosuke studied Sekishu-style tea, extensively researched
the “Nanporoku,” and wrote the noted “Cha no Yu Ichie Shu,” or Writings on
the Oneness of Chanoyu. The phrases, ichigo ichie (one time, one meeting) and
dokuzakannen (contemplating the moment), which Ii Sokan composed, became
part of the essence of chanoyu even today.

With detailed consideration to its design, Ii Sokan commissioned the noted
lacquer artist, Nakamura Sotetsu VIII, to create the twelve-month tea container
set. The usuchaki shapes include O-natsume, Chu-natsume, Yakki, Men-nakatsugi,
Oshiroidoki, Kinrinji, Shitabari-natsume, Hakkaku-nakatsugi, Hira-natsume,
Fubuki, and Waributa. Each tea container is different according to the month
and season seen in the Yamato-e tradition. The profound symbolism, harmony,
and the splendor of the entire set is indeed beyond words.

Maehata Gaho created an Utsushi of the twelve month set using the same lacquer
techniques, makie, and size for the inauguration of the Hikone Castle Museum.




DR BUE T Heds (HXA )
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A
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SRR e e 529 To) 1F (1828-1884)
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H.52t0 79 xD. 5.51t09.0cm

H. 2" to 3" x D. 2%" to 32"



Original:

Set of Tea Containers of the Twelve Months
Nakamura Sotetsu VIII (1828-1884)

Late Edo Period
H.52t079xD.5.5t09.0cm

H. 2" to 3" x D. 2%" to 3%"

Private Collection
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B Azl  Utsushi By Maehata Gaho

N Original

—H W ER R RERERE
January

Bush Warbler in Willows and Bamboo Makie
Black Lacquer O-natsume



B pimtZlE  Utsushi By Maehata Gaho

IS

£

Original

TH RIHER AR IR
February

Pheasant Among Cherry Blossoms Makie
Shu Urushinuri Yakki
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B Wi MeZ{EF  Utsushi By Maehata Gaho

AHK Original
—H HIIEEFHEEEhE
March

Skylark Among Violets Makie
Tamenuri Chu-natsume



B Wi MZe{E  Utsushi By Maehata Gaho

AHK Original
) S I I AN =I/N &3 R R T SR
April

Cuckoo Among Deutzia Makie
Roshokunuri Men-nakatsugi



H Wi MeZ{E  Utsushi By Maehata Gaho

AR Original
HH WK E A RS E R
May

Water Rail Among Mandarin Orange Makie
Urumi Shunuri Hakeme Oshiroidoki
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H HivmMtz(E Utsushi By Maehata Gaho

N7 Original
NH IR A R A R i

June

Cormorant Among Dianthus Makie
Sukiurushinuri Kinrinji
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B HiwmMeZElF  Utsushi By Maehata Gaho

AHK Original
HH  EBRICERIRA AR S TR

July

Magpies Among Patrinia Makie
Urumi Shunuri Shitabari-natsume



B Wiz {E  Utsushi By Maehata Gaho

AR Original
J\H FKITHER AL 8 /AR
August

Geese Among Bush Clover Makie
Beni Tamenuri Hakkaku-nakatsugi
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B Azl  Utsushi By Maehata Gaho

AR Original
JUH ISR R E RS- 3
September

Quail Among Japanese Pampas Grass Makie
Sukiurushinuri Hira-natsume
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B itz Utsushi By Maehata Gaho

AR Original
+H R B EREE R
October

Cranes Among Lingering Chrysanthemum Makie
Kurourushinuri Tatakinuri Fubuki



W

B Witz lE  Utsushi By Maehata Gaho

AHK Original
+—H M TR R EAE
November

Plovers Among Loquat Makie
Araishunuri Maru-natsume
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B HivmAEZlE  Utsushi By Maehata Gaho

AHK Original
+=H BHROKE R R EE
December

Mandarin Ducks Among Early Plum Makie
Tamenuri Waributa
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©Denver Art Museum

Utsushi: Katawa guruma Makie

— 80 —

Natsume Tea Container
with Motif of Wheels in
Flowing Water

By Maehata Shunsai
H.79xD. 78 cm
H.3"xD. 3"

Denver Art Museum




Interior of Natsume, motif of Mitsudomoe

B (&b 2) ZHARDEHEN 7 The mitsudomoe is the representation
XEED—> i, Eaflior of the threefold division (Man, Earth,
SOFR, L (LB ABA) and Heaven) at the heart of the

Shinto religion.

Eb9),

Jr i H SRR Detail of the Katawa guruma motif.
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Original: Katawa guruma Makie Natsume
Hara Yoyusai
12th Year of Bunsei (1829)
Signed, Yo on the bottom
H.79xD. 78 cm
H.3"xD. 3"
Seikado Bunko Art Museum, Tokyo
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In 1829 Hara Yoyusai created an Utsushi in the form of a tea container of the
Kamakura Period (13th century) example of the Katawa guruma Makie Tebako
cosmetic box that was part of the collection of the noted tea connoisseur,
Matsudaira Fumai, lord of the province of Izumo. Yoyusai applied a gold base on
the tea container and painted the waves with gold and mother of pearl was used
to create a portion of the wheel motif.

Rl OB IL, 4FEH (Eo L) OHERDHZEE L THIN 2 D2 7K
I 7 PLR RO R 2RI CZLD ELbIT0 5, ZOEITIZ LR
RUBEIRRA i fib i FPLDOUE~NDEE TH H 5, BUUCES
F CHImF SCRRIEEMTH O TR ST w5,

The motif is inspired from Heian period tradition where the wheels used in

the Gissha or the ox carriages were submerged in nearby rivers periodically to
prevent their drying out. The genius of Heian artists picked up this common
scene and transformed it into a design of rhythmical beauty, which represents

the late Heian taste for decorative motifs based on everyday objects. The first
example utilizing the motif appeared in the 12th century, later succeeding lacquer
artists often used the motif in romanticizing the Heian culture and various
Utsushi examples were created. To this present day, the Katawa guruma motif has
continued to inspire artists as shown in the following images.
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Image: TNMImageArchives

AR EE Rl e s R A Original: Tebako (Cosmetic Box)
SRR 121D Katawa guruma Motif
e . with Inlay of Mother of Pearl.
AU S R BRI Heian Period 12th century

National Treasure

H.13.5x L. 224 xW. 30.6 cm
H.5%" x L. 8%" x W. 12"
Tokyo National Museum
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A masterpiece that represents the culture of the imperial
court. Togidashi makie with gold and mother of pearl is
used to create the motif.

i eSOk

Detail of Katawa guruma (Wheels half submerged in water)

85 —



AR S DRAR DR i e R A
Hea R 131
FOC N ) BTk

£ -

Cover of the box

s

Image: TNM Image Archives

Original: Tebako (Cosmetic Box)

Katawa guruma Motif

with Inlay of Mother of Pearl
Kamakura Period 13th century
National Treasure
H.20.9xL.27.3xW. 35.5cm
H. 8%" x L. 10%4" x W. 14"
Tokyo National Museum

Interior of the lid
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©Seikado Bunko Art Museum, Tokyo

ZEHR Reference:

Pl A Katawa guruma Makie Hirobuta Large Tray
. Hara Yoyusai

R R Edo Period

N SRV Large tray: H.5.2xL.32.8xW. 32.9cm

At 2 BT R H.2"xL. 13" xW. 13"

Small Tray: H. 4.5 x L. 30.9 x W. 30.9 cm
H. 13" x L. 12%" x W. 12%4"
Seikado Bunko Art Museum, Tokyo

Frif e SCRRIE, SED MR LK DN ZEH G DS 2 LT, HARME O M H
RIEE2PEDHDIOE S, IR TARIUBLH TR 12l #REOH b
DT > TILATEIL, KB DIE DT DR > D BIL) %2 Yk 5 S DR BT Frfim i SRk

DIEIRIICEDIL T 5,

The motif of the Katawa guruma, with the combination of the wheels turning and
flowing water, invokes the distinctly Japanese sense of transience. In the fourth act,
known as Yoshinoyama, of the kabuki play, Yoshitsune Senbon Zakura, Tadanobu
expounds his elder brother, Tsugunobu’s, achievements at Dan no Ura who died in
place of Minamoto no Yoshitsune. Tadanobu’s costume utilizes the Katawa guruma
motif effectively through its symbolism adding more weight to the scene.
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Reference:

Katawa guruma Makie Raden Tebako
Meiji Period

H.19.8xL.35.6 x W. 29.2 cm

H. 73" x L. 14" x W. 11%" D Interior of the box

Private Collection

Compared with a similar tebako in the Tokyo National Museum (see pg. 86)
dating from the Kamakura period and designated as a National Treasure.
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TR O Utsushi:
N Katawa guruma Makie
S e 2 £ Incense Container with Motif of
Wheels in Flowing Water
By Maehata Gaho

H.44xL.88xW.7cm
H. 13" x L. 23" x W. 33/s"
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HivmAEZE (1936-)

Maehata Gaho
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Born as the first son of Maehata Shunsai, the eighth head of the Maehata
household, Maehata Gaho received his training in lacquered tea utensils from
Murata Doukan, ishiji-nuri lacquer from Nakamura Chokan, and Kaga Makie
from Hoya Bisei. When creating a piece, Maehata Gaho believes that “one should
treat every object as if it were a precious jewel” so that the object itself becomes
a statement. Maehata Gaho established Mugen-an (Ishikawa Prefectural Cultural
Heritage). In 2003, he was commissioned to oversee the restoration work at
Kenchouji temple (Important Cultural Property). Maehata’s mission is to create
works that will be valued by the next generation. Today, Maehata Gaho still
retains passion, curiosity, and vigor just as when he began as a makie artist.

“If one does not have the skill to surpass the original, then one cannot produce a
proper work of Utsushi.”



A7 (1964-)

Maehata Shunsai
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Elder son of Maehata Gaho, Shunsai studied under Hoya Bisei. Maehata Shunsai
has worked to introduce makie outside of Japan by traveling internationally
including lectures and workshops at The San Francisco Asian Art Museum,
The Denver Art Museum, and The Urasenke Foundation San Francisco.
Shunsai studied the classical styles of the Rimpa School and is active in
disseminating the art of makie. One of Shunsai’s specialties is Toshitsu, the
process of coating lacquer over unglazed ceramic tea utensils. The raw lacquer
is thinned so that the pottery can absorb the lacquer well.
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Mugen-an

After passing over the famous bridge Koorogi-bashi (Cricket Bridge), Mugen-an is
located on a slope overlooking Yamanaka Onsen (hot spring).

The ownership of the original Mugen-an was transferred to the Mugen-an Foundation
by Mr. Nobuyuki Araya. The house was then opened to the public, together with many
important artifacts including, but not limited to, a fan painted by Ogata Korin, old
Kutani porcelain pieces and lacquer with Kaga makie (IIE F#=) displayed in the house.

Mugen-an is built in the Shoin-zukuri style by the Yokoyama family, one of the chief
retainer families of the Kaga domain, in their premises in Kanazawa which was moved
to and rebuilt in the present location. The house is said to have been built around the
end of the Meiji era (1868-1912). For generations, the house was considered to be one
of the finest Japanese traditional buildings, constructed using the refined aesthetics

in wooden architecture of that time. The gorgeous and brilliant architectural legacy
reminds us of the prosperity of the Yokoyama family.

Mugen-an is recognized as a outstanding modern Shoin-zukuri house which inherits the
traditional elements of a samurai residence, or Shoin-zukuri, similar to Seisenkaku in
Kanazawa, which is designated as an important cultural property of Japan.

We do hope that every visitor may enjoy the scenery of the house and its vicinity and
feel pleasure and enrichment to their life in a ceremonious environment of tea serving.

In the ranma or transom to the adjoining room, a
magnificent wood carving is embedded within a frame
shaped in Japanese quince. On the left side, the moon
is shown in the break of clouds, and on the right side a

large pine tree extends its branches widely. Each side of
the ranma creates a unified composition with the large



blank space in the central part. The ranma carving plays one of the starring roles of the
Shoin-zukuri house together with elegant views of the shohekiga, or paintings on room
partitions.

The finest Samurai Shoin-zukuri (F£Pii) houses in the Kaga domain
— exhibiting the splendor of fine arts in samurai culture.

The samurai era architecture, together with
the high level of building technology achieved
at the time when this Shoin was removed
from the city of Kanazawa and rebuilt here
during the Taisho Period (1912-1926), keeps
the old traditions of the culture of the samurai

with great authenticity.

Natural Garden

The view of Korogi-bashi (Cricket Bridge) from the
garden is quite beautiful and tasteful. The music of the
brook can be enjoyed while wandering in the garden.

Basho Garden and Seisei-an teahouse, moved from Tokyo Art Club

Seisei-an teahouse was originally located in the premises of Duke Asano. The Asano
family is very famous by the events memorialized in the Legend of the 47 Ronin. This
teahouse was the only one that remained unburned in Tokyo after the air raids on
Japan’s capital city during World War II, and it is also known that General MacArthur
and his wife enjoyed the tea ceremony in the house during their stay in Tokyo.

Mugen-An

Open: 8:30a.m.-18:00p.m.

Iwakashira Agaru, Korogi-Bashi, Yamanaka-Onsen, Kaga-Shi, Ishikawa-Ken
Tel: +81 761 78 0160

20 minutes from JR Kaga Onsen Station, 1 minute from Korogi-Bashi
www.mugenan.com
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Utsushi: Uchiwa Natsume Tea Container with Motif of Fan
By Maehata Gaho

Original: Painted Fan with Flower Motif
By Ogata Korin (1658-1716)
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To inquire for more information:
Tel: USA (408) 395-2339

email: iwasawaart@ comecast.net
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What is Urushi?

B T !
Link here to find out! —Sghezs
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Restoration work at Kenchouji Temple
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Important Cultural Property, Kenchouji Temple

To see the entire restoration process:
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The reassembled doors to the Founder’s Hall decorated in Makie.

The Shokko-Nishiki pattern honors the founder of Kenchouji, Rankei Dory1, a

Chinese Zen master who was from Shujiang (Shokko) in Sichuan Province.
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What is Utsushi?

The Japanese term, Utsushi can be translated as, appropriation, emulation,
inspiration, attribution, etc. However, the word Utsushi encompasses the meanings
found in all the terms mentioned. An Utsushi can be a work where an artist is
inspired by a traditional motif and incorporates the design in a work of art or the
artist is emulating a masterpiece of the past to subtly surpass the original.

B 2YERTAE, 77OV T —vay, 32—y ary A VAL —Yay, T
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In Japan today, the meaning found in the term Utsushi is slowly fading and being
misinterpreted or wrongly associated with the term mozo, which means to copy
or reproduce. Utsushi is simply not copying or reproducing a masterpiece or motif
from the past, instead it requires the artist to surpass the masters of the past and
elevate themselves onto a new level in craft and style.
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“Imagination,

a wiser craftsmistress than Imitation, has done

this. For Imitation will fashion what she sees, but
Imagination what she has not seen, supposing it
according to the analogy of the Real. Moreover, a
sudden shock will put Imitation's hand out, but not
Imagination's. For she will proceed undisturbed to what

she has, by supposition, set before her, and conceived.”

— Philostratus (A.D. 170?- 250?)
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Creativity Within Tradition

Iwasawa Oriental Art 30th Anniversary
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Afterword

The Continuity of Japanese Aesthetics:
Creativity Within Tradition

Iwasawa Oriental Arts is pleased to announce the digital publication on Japanese
lacquer arts centered on the tradition of Utsushi and an exhibition displaying its
finest examples. As the project is part of the thirtieth anniversary of the gallery, we
are strongly motivated to display the creativity of these lacquer arts which we have
exhibited over the last thirty years.

Among all others, the Rimpa tradition, encourages contemporary artists to be
creative as well as using traditional designs and motifs as the foundation for their
work. The meaning of Utsushi is not the same as simply imitating, but pays homage
to the original by reproducing its forms. As Maehata Gaho commented, “In doing
Utsushi of a classic piece, I feel it is the way to understand its essence. If one does not
possess the level of skill that can surpass the original object, however, one cannot
produce a proper work of Utsushi.”

Contemporary society has often forgotten about the concept of time that is strongly
embedded in the traditional arts of Japan. Current designers may gain insight

from Japanese traditional arts, such as Utsushi, and the possibilities they present
for creating objects that transmit tradition to the next generation. I would like to
think that understanding traditional arts across cultures may provide inspiration to
creators and innovators in Silicon Valley about how to progress into the future.

In a manner similar to relaying the art of a master to the next generation in Utsushi,
my intention here is that Iwasawa Oriental Art might create a continuing legacy to
the future by a digital publication.

This book is dedicated with great appreciation to my mentor, the late Mr. Mino and
to the late Barbra Okada who supported me for the last 30 years in the world of
Japanese art.

November 2012, Kumiko Iwasawa
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N Resources:

D Tokyo National Museum

fﬁ Seikado Bunko Art Museum
MOA Museum of Art

HK
Hikone Castle Museum
Denver Art Museum

=2 Metropolitan Museum of Art

Freer Gallery of Art
Harvard Art Museums

The Commemoration of the 130th Anniversary: Gorgeous Makie Lacquerware from the
Edo Period. Tokyo National Museum. 2002.

Edo Rimpa no Makieshi: Yoyusai. 1999.
Kawahara, Masahiko ed. Ii ke no Chadogu. Tokyo. Heibonsha. 1985.

Koga, Kenzo. “Utsushi no Bigaku” Nagomi September, 1990 edition. Kyoto.
Tankosha.

Koga, Kenzo. “Utsushi: The Aesthetics of Imitation.” Chanoyu Quarterly No. 67.
Minamoto, Toyomune et al. Rimpa Kogei Senshu. Kyoto. Korinsha Shuppan. 1968.
Ogata, Korin. Shinpo Toru ed. Korin Meigafu. Tokyo. Mainichi Shinbunsha. 1978.
Nihon no Shitsugei 1, 3 /Makie I, I1I Tokyo. Chuokoronsha. 1978.

Nagomi October, 2002 edition. Kyoto. Tankosha.

Okada, Barbra Teri. A Sprinkling of Gold: The Lacquer Box Collection of Elaine
Ehrenkranz. Newark, NJ. Newark Museum. 1982.

Saintsbury, George. Loci Critici. New York. Ginn and Company. 1903.

Disclaimer:
If the location of the objects is not given, they are in private ownership or
unidentified collections.
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=37l A Sprinkling of Gold: The Lacquer Box Collection of Elaine
Ehrenkranz. Newark Museum. 1982.

Saintsbury, George. Loci Critici. New York. Ginn and Company. 1903.
RS

B EIZBITAEMDOITESAHTH 256 3N, IUIFATED > &) L 74
WYITH B,

— 107 —



Creativity Within Tradition
Iwasawa Oriental Art 30th Anniversary
EEEA VLYV 7 — MAES O R &

2
S

7 Published November 1, 2012

B Publisher: Kumiko Iwasawa
= Iwasawa Oriental Art

T P.O. Box 1660
/ 75 University Avenue

. Los Gatos, CA 95031

USA

H http://www.japaneseartandantiques.com

Printing: Chase VP

Translation/ Digital Publication: Ryosuke Ueda
Soichiro Iwasawa

Editing: Virginia Jansen
Digital Layout: Alyssa Fujikawa
Graphic Design: Amy Sirota

Calligraphy: Kihachiro Nishiura
http://nishiura-style.com/english.html

Publishing Assistance: Maehata Tsuyoshi
Kiyoko Morita
Karl Jacobson

Youtube Music: “The Dawn”

Copyright 2012

Composed and Performed by Jonathan Barron
www.jonathanbarronmusic.com

Copying limited pages for personal use or informing others is permissible;
any other copying is prohibited without Iwasawa Oriental Arts’ express
written approval. © 2012 Iwasawa Oriental Arts. All Rights Reserved.

— 108 —



2012 FF11HIHFEAT
FATAN: AT
aEmAY TN T —h
P.O. Box 1660

75 University Avenue
Los Gatos, CA 95031

USA
http://www.japaneseartandantiques.com

FIfl /814 Chase VP

BIER/ T8 X7 ) = a v fHH T
pape s oo al

Rt N— =7 Py
TN L AT IR PUYY -7 HT
TI2749 7« FTHLv: T3I-0¥

B PVEH BB
http://nishiura-style.com

S0 Bl i

Y-
H—=i T AaT

=

YouTube & 35: “HIFIED”
©2012 EWIHEHZZEC £7,
el /2% Y aFHy -y

www,jonathanbarronmusic.com

AROICE, BH, XE O MEWR#EZ 250 £ 9, AFrER

— 109 —






