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Introduction

I would like to begin with some brief words on the painting tradition of “Nanga.” While
Japanese “Nanga” was influenced by literati painting in China, it also underwent
unique developments as a painting genre in Japan [Note.1] . Nanga rose quickly in
popularity from the mid-Edo period, and flourished from the “Bakumatsu” period
through the early Meiji period, but in general Nanga is perceived as being in decline at
the end of the Meiji period. However, from the 1910’s onward, Nanga came to be re-
evaluated as a “modern” artform similar to Post Impressionism or Expressionism. The
people who have been viewed as the standard bearers of “Shin Nanga” or “New Nanga”
at this time were not traditional Nanga painters, but instead a rising cadre of reformist
Nihonga and Yoga painters. Until now, those painters portrayed within Japanese art
history of the modern period as being part of the “conservative group,” on the other hand,
have been quickly forgotten and have been given little consideration. However, recent
years have seen attempts to re-evaluate Nanga painters of this conservative group.

The city of Osaka served as an important location where goods and knowledge from
throughout East Asia accumulated. Chinese paintings that entered Japan through
Nagasaki and Nanga works produced under the influence of Chinese painting first
entered Osaka before Kyoto or Edo [Note.2] . Under these circumstances, many Nanga
paintings were frequently produced in Osaka. During the Middle and Late Edo period,
Kimura Kenkado (1736-1802) and his circle of Nanga artists who viewed Chinese Nanga
as an ideal, were highly active in bunjin literati activities. Even during the Bakumatsu
and Early Meiji periods, which is seen as a period of decline for Nanga, figures like

Okada Hanko (1782-1846), Tanomura Chokunyt (1814-1907) and Mori Kinseki (1843-



1921) produced works of Nanga in great numbers.

While so far there has been much progress in the study of Tokyo and Kyoto-based
painting circles, little movement has been made in the study of painting circles in Osaka.
However, since the 1983 exhibition “Osaka Painting School in the Edo Period” (Osaka
City Museum of Fine Arts), which attempted to clarify a general outline of modern
Osaka painting circles, this kind of research has been gradually advancing. Also, in
recent years more research has focused on individual Nihonga artists and Yoga artists
who were active in Osaka. It may well be that now is an opportune time for considering
Osaka painting circles through the re-evaluation of important Nanga artists. It is with
this in mind that I have been focusing my research on the painter Yano Kyoson (1890-
1965), an important figure representative of Nanga painters active in Osaka in the
modern period. By advancing research on Yano Kyoson, I hope to contribute to a
reconsideration of the trends and general situation of Nanga painting circles and Osaka
painting circles in the modern period.

Yano Kyoson was a painter who over the Taisho and Showa periods sought to achieve
a new way forward for Nanga. Kyoson was active in the official state-run juried art
exhibitions, the Bunten Exhibition and the Teiten Exhibition, as well as the post-war
Nitten. He also participated in the Japan Nanga Academy that was formed in 1921, and
he played a leading role in many art collectives. In 1924 he established the Osaka Art
School where he served as the school’s president and contributed to the education of new
generations of artists. In addition to this and his participation in the Osaka Art
Exhibition and the Osaka City Art Association, and through his establishment of
Shucho-sha, Kyoson contributed in many ways to the development of the arts and
culture in Osaka.

In this report I will focus on Yano Kyoson’s role as a Nanga painter in modern Osaka
and will consider aspects of his study of Chinese painting during the late Taisho period.
First, I will clarify the development of Kyoson’s painting style during the Taisho period,
confirming that the change seen in his painting style in 1919 and 1920 is important for

considering his efforts to achieve a new kind of Nanga. Next I will take up his painting



“Misty Rivers and Layered Peaks,” (Awajishima Museum) which was painted in 1919
and exhibited in the Second Annual Shucho-sha Exhibition in 1920, to illustrate
Kyoson’s engagement with the study of Ming and Qing painting. Finally, I will look at
the text of his lecture Lecture on Shin Nanga (Chiuo Bijutsu sha, 1928-1929) to show
how he returned to Ming and Qing painting for the purpose of creating a new kind of

Nanga.

1. The Painting Style of Kyoson

The latter part of the Meiji period marked the formative years of Kyoson’s study of
painting. Following this period in 1913, at the age of 23, he received his first acceptance
to a Bunten Exhibition. The work exhibited at the Seventh Bunten Exhibition, titled
“Mountains and Lake at Clear Dawn” (Ehime, Hokke-ji temple) depicts mountains
floating over a lake under the glowing light of dawn, and is painted in a rich sumi-ink
monochrome. With “After the Rain” in 1914, a depiction of a tree-filled landscape
following rain executed in rich watery ink; and “Pure Temple Amidst the Clouds” in
1915, which evokes the grounds of a temple wafting in crisp and clear air, Kyoson
continued to submit works to the Bunten Exhibition. He even received a special
certificate of merit. In 1917 he submitted the painting “Foot of the Mountain” to the
Fourth Reorganized Japan Art Academy Exhibition, a work that was painted by filling
the picture with pointillistic dots of ink. As is seen from these examples, Kyoson’s works
produced during the early Taisho period were fairly simple compositions executed in wet
monochrome ink. Critical reviews show that through 1917 his works were perceived as
following the conventional formalism of Japanese Nanga (Note.3] .

In 1919, Kyoson held the First Personal Exhibition, featuring works by himself and
Fukuoka Seiran. This exhibition was later looked back on as the First Shucho-sha
Exhibition. Kyoson submitted 11 works to this exhibition. Among these, the
whereabouts of the painting “Temptation of Mara” (Museum of Main Store of Yagi
Shoten) was recently confirmed through my research conducted last year. My own

research has confirmed the possibility that the work “A Corner of Enzoji Temple,”



(Ehime, Hokke-ji temple) the storage box of which has a label dated to the autumn of
1919 may correspond to “Enzoji,” one painting from the diptych “My Native Village” that
was exhibited at this exhibition. Unlike his previous works of landscapes executed in
wet ink monochrome with simple compositions, in this exhibition he included more
experimental works. Looking at reviews from the time as well, his works were received
both positively and negatively, but it’s clear that in this year Kyoson was presenting
various experimental works in order to break away from the traditional Nanga of the
past (Note.4] . In the same year, he also produced the painting “Misty River and Layered
Peaks” which I will take up in the next section, and he submitted this painting to the
Second Shucho-sha Exhibition in 1920.

He submitted 12 works to the same exhibition. Held in Osaka, this exhibition was
also accompanied by a series of lectures by Kikuchi Kan (1888-1948), Akutagawa
Rytnosuke (1892-1927), Kume Masao (1891-1952) and Sawamura Sentaro (1884-1930).
It therefore seems to have received a great deal of attention. In his “Ten Conveniences
and Ten Pleasures of Ien” (Awajishima Museum), “Teacher Kondo Sekiten” (Ehime,
Hokke-ji temple) and others, we can notice a wide range of styles in works from this
year. Compared to the Shucho-sha exhibition of the previous year, critical reviews now
viewed Kyoson as fully grounded and set in the direction he hoped to take his art. In
addition, several newspapers of the time first began to use the words “Shin Nanga” with
respect to Kyoson’s work, signaling its reception as a new kind of Nanga different from
anything that had come before (Note.5) .

Then, in 1928 at the Ninth Teiten Exhibition, his work “Green Fields Under Twilight
Color” (Private) was recognized with a special prize, signifying that Kyoson was arriving
at the peak of his career as a painter.

As I have shown so far, by taking a chronological look at his paintings and critical
reviews, we can estimate that the years 1919 and 1920 marked a turning point in
Kyoson’s style. He was departing from traditional Nanga and beginning to reformulate
his own painting style. This is further confirmed through Kyoson’s own words published
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of Mr. Nishimatsu, Sleeping in his Grave.” The contents can be summarized as follows:

In order to make a living I produced works not because I was driven by
a heartfelt desire to paint them. For fear of rejection from the judgement
of exhibitions, I painted works that were of general favorability. However,
at the age of 30 I resolved to stop submitting to exhibitions and their
judgements, and thanks to the financial support of Nishimatsu Saburo,
a cotton merchant, I didn’t have anxiety over how to make a living or the
worries of acceptance or rejection; instead I was able to freely carry out
my investigative approach to making paintings. The site where I
presented my achievements was the Shucho-sha exhibitions that were
held beginning from 1919. However, since Nishimatsu passed away in
the spring of 1921, my lifestyle has suddenly changed, and I am no longer
able to create works and pronouncements so freely.

Additionally, the arts and literature collective Shucho-sha was initiated in April, 1919
with the publication of the journal Shucho or Main Current by Kyoson and the novelist
Uemura Soichi (1891-1934), better known as Naoki Sanjugo. Many art-related
commentaries by Uemura, as well as writings by Kyoson were published in volumes 1-
8. Beginning with the First Shucho-sha Exhibition in 1919 and its theme of “Revolution
and the Future,” Shucho-sha held four annual exhibitions. These were also accompanied
by public lectures. Beginning in 1921, the Shucho-sha held open lectures regularly on
literature and the arts. Kyoson regularly participated in these lectures, and many were
devoted to fine arts. Some of the figures who gave talks included Saito Yori (1885-1959),
future professor of Osaka Art School etc [Note.6) . While it was only active for a short
period of time, Kyoson’s activities with Shucho-sha had a major influence on his later
activities, including his establishment of the Osaka Art School.

So far, through looking at the development of Kyoson’s painting style and his writings,
T have confirmed the importance of the works he submitted to the Shucho-sha Exhibition
in 1919 and 1920 for considering the new kind of Nanga that Kyoson was striving for.

In the next section I will turn to the work that he painted in 1919 and exhibited at the



Second Shucho-sha Exhibition in 1920, “Misty River and Layered Peaks,” in order to

consider just what kind of painting Kyoson was trying to achieve in his “New Nanga.”

2. The Study of Chinese Painting in “Misty River and Layered Peaks”

The painting “Misty River and Layered Peaks” is a handscroll painting measuring
53.2 centimeters high by 556.6 centimeters long in total (Fig.1) . The work was gifted
by Jikihara Gyokusei (1904-2005), an artist viewed as Kyodson’s successor, and is
currently in the collection of Awajishima Museum. The painting itself is a landscape
executed in ink with light color on paper measuring 44.3 centimeters by 367 centimeters.
From his handwritten colophon at the end of scroll, we know that this painting was
produced by Kyoson in 1919 and revised by him in 1935 [Note.7] . At the beginning of
the scroll is an epigraph by the poet Yoshii Isamu (1886-1960) written on an attached
gold slip of paper that is separate from the painting [(Note.8] . The text of this epigraph
is from a poem published in a January 1943 volume of Asakage. There it is included
among poems under the section Kansho yokyo with the comment: “Bokuhosho - a poem
composed one day when I went to a museum in the capital.” Bokuhosho is a poem
composed in 14 verses, four of which versify a Chinese painting. It may be that when
Yoshii saw this painting he recalled a Chinese painting that he once saw at the Kyoto
Imperial Museum. From another gold slip of paper on which Kyoson himself inscribed
at the end of the scroll, we know that this painting was exhibited in the Second Shucho-
sha Exhibition in 1920 [Note.9] . The scroll’s box is inscribed on the outside with “Misty
River and Layered Peaks illustrated handscroll” and the reverse of the lid of the box is
inscribed with text recording that Kyoson wrote the title of the painting himself on the
front of the box in Tairaikan.

Based on all of this evidence, it is highly likely that this painting was produced in
1919 and exhibited at the second Shucho-sha Exhibition in 1920, then after it was
retouched in 1935 gold slips were added to the beginning and end of the scroll so that
by 1944 when the Osaka Art School and Kyoson’s residence Tairaikan were repossessed

by the Japanese Army, the scroll had arrived at its present condition.



Returning to the painting itself, if we study it closely we can notice that it contains
several motifs that are shared with Chinese painting of the Ming and Qing dynasties.
The slight rounding of architecture and the straw roofs of the houses in “Misty River
and Layered Peaks” closely resemble Gong Xian (1618-1689) s “Mountain Dwelling in
Forest and Clouds” (Qing dynasty, Private) in the Hashimoto Collection. The building
up of ink to express the light and shade and the mass of the mountains is an expressive
technique shared by both paintings. The sharply pointed mountains and the flat rocks
of the peaks [Fig.1-1] can be seen in this portrayal of “Liandantai from a leaf of twenty
albums of Huangshan” (Qing dynasty, Beijing, National Palace Museum) as well as the
painting “Endless Rivers and Mountains” (1661, Sen-oku Hakuko Kan) [(Fig.2) and many
other works by the painter Hong Ren (1610-1663). Similarities can also be seen with the
painting “Rivers and Mountains with Poem” (1663, Kurokawa Institute of Ancient
Cultures) [Fig.3] by Jin Shi (dates unknown), a painter whose influence from Hong Ren
has been pointed out. The sharp angles of distant mountain peaks painted with “mi”
dots to create a sense of depth can be seen in Shao Mi’s (dates unknown) “Clouds and
Mountains” (1640, Osaka City Museum of Fine Arts). The depiction of pines in the
foreground [(Fig.1-2) shows similarities with Xiao Yun-Cong’s (1596-1673) “Traveling
through Autumn Mountains” (1657, Tokyo National Museum) [Fig.4] . The style of
depicting trees with the inside of their trunks left mostly unpainted and with sharply
pointed tips [Fig.1-3] is first seen among Ming and Qing painters in “Detailed and
Complex Landscape in the Song Manner” (1636, Shanghai Museum) [Fig.5) and other
works by Dong Qichang (1555-1636). Additionally, Kyoson’s painting uses paper that
seems conscious of the gold paper popular during the Ming and Qing dynasties, so here
as well we can see traces of his study of Late Ming and Early Qing painting.

The Xinhai Revolution of 1911 led to the fall of the Qing dynasty and the subsequent
influx of many masterworks of the Ming and Qing dynasties to Japan, particularly to
the Kansai region. As Ming and Qing paintings were re-evaluated, they were shown in
exhibitions held in many places and also published in catalogues and other records. It

is highly possible that Kyoson was able to see Ming-Qing paintings through these



exhibitions or publications. As for “Mountain Dwelling in Forest and Clouds,” it
belonged to the collection of the seal engraver Kuwana Tetsujo (1864-1938) who
enthusiastically collected Chinese paintings at the end of the Meiji period, and was
recorded on a record of the paintings in his collection called Kyuka inshitsu kanzo
garoku that he self-published in 1919 (Note.10 ) Although it is unclear when their
association began, Tetsujo appears to have had a relationship with Mizuta Chikuho
(1883-1958), and it may be through Chikuho that Kyoson was able to see this painting.

Of course, aside from the Ming and Qing artists already mentioned, it is also possible
to consider influence from other Chinese painters and paintings, as well as Japanese
Nanga. However, as I will discuss in the next section, considering Kyoson’s view of “Shin
Nanga”, the historical background, and the characteristic of the Ming and Qing
paintings, I believe that it is reasonable to think that he especially studied works of

Ming and Qing painting.

3. The View of Kyoson’s “Shin Nanga” Reading from Lecture on Shin Nanga

Now, why did Kyoson paint “Misty Rivers and Layered Peaks” and why did he decide
to study Ming and Qing painting? In order to make sense of Kyoson’s views of “Shin
Nanga,” I focus on the text of his Lecture on Shin Nanga, a painting discourse written
around 1928, when he was arriving at the peak of his painting career.

First, Kyoson’s Lecture on Shin Nanga begins by defining “Shin Nanga” in opposition
to “Kyt Nanga”. In contrast to traditional Nanga, which blindly followed specific
masters or painting discourses and avoided personal expression, “Shin Nanga” was a
means for expressing nature by incorporating elements of past masters while also
respecting the individuality of the painter. He says that: for those who want to study
about Shin Nanga, rather than studying the works of past Nanga painters in Japan, it
is better to study their source in the northern and southern schools that preceded the
Late Ming and Early Qing. Further he says: The past distinguished Nanga artists of
Japan became masters by directly studying the works of Chinese painters, so “Shin

Nanga” painters today should also study the works of Chinese painters and strive for



their level of ability. As examples of Chinese painters to learn from, he mentioned
several painters up through the Ming-Qing era, and especially included many Ming-
Qing painters. This is because works made through the Yuan dynasty were difficult to
see either first-hand or in photographs and also because Kyoson himself had few
opportunities to see such works. As seen here, Kyoson thought that in order to create
"Shin Nanga" that exhibited “a painter’s own individuality” it was necessary to learn
from Ming-Qing painting.

Also, with regards to what motivated Kyoson to open his eyes to “Shin Nanga,” it is of
course significant that many masterworks of Ming and Qing painting were brought to
Japan, particularly to the Kansai region, with the fall of the Chinese dynastic system.
However, we also should not ignore the influence of artists of Yoga. From the end of the
Meiji period through the early Taisho period, there was an influx of new artistic trends
from the west. Nanga’s emphasis on the expression of individuality could be seen as
parallel to the subjectivist tendencies of Yoga painters that was rooted in Post
Impressionism and later western art; and this parallel led to a re-evaluation of Nanga.
Kyoson acknowledged that this kind of study of western trends by Yoga painters opened
the eyes of Nihonga painters, and as a Nanga painter himself it also inspired him.
Kyoson seems to have been greatly influenced by Saito Yori in particular, who served as
a professor of Osaka Art School. He says that it was through his association with him
that he learned Saito’s manner of producing Yoga and his advocacy, and he came to see
similarities between Yoga painters and Nanga painters.

Saito studied European style painting at the Shogo’in Yoga Kenkyujo, after which he
studied in Paris. After returning to Japan he introduced paintings of Post
Impressionists and Fauvism. What Saito placed importance on was the creation of
works that expressed individual subjectivity and art that was born through experiences
of daily life. He also emphasized the production of large works that were well composed
with harmonious beauty (Note.11] .

Because the exhibition hall was now the primary site for presenting paintings in the

modern period, large works were necessary for effective display. This meant that the



production of paintings in the Nanga style which traditionally were not so large needed
to be reformed. In addition to the aspects of subjectivism and expressionism that Kyoson
believed were shared between Yoga painters and Nanga painters, perhaps we can also
add to this his understanding of the importance of producing large works with “well-
composed harmonious beauty.”

The Ming-Qing transition is viewed as a period when individuality was highly
regarded. In addition, various painters of the Late Ming and Early Qing followed the
principle of “copying the old” in their study of old paintings. Not only did they study the
brushwork of older works attributed to specific painters, they also analyzed and
reproduced the forms of trees, rocks and other individual motifs, creating a new painting
style that was highly constructed (Note.12] .

With the influx of many high-quality works of Ming and Qing painting following the
collapse of the Qing dynasty, and the introduction of new western artistic trends as a
motivating factor, Kyoson sought to create a new type of Nanga that placed importance
on the painter’s own individuality. But it was also necessary to produce well-composed,
unified works on a large scale for display in exhibitions. It may be that in painting
“Misty River and Layered Peaks,” that Kyoson was seeking to study the paintings of the
Late Ming and Early Qing that were produced during a period in which the importance
of individuality was elevated, and the paintings being made were highly constructed

images that reconfigured old paintings.

Conclusion

In Part 1 of my talk I referenced both Kyoson’s stylistic development and documentary
sources to confirm that the years of roughly 1919 to 1920 marked a stylistic turning
point where he began to pursue a new kind of Nanga. In Part 2 I considered Kyoson’s
study of Chinese painting by showing how influence from various Ming and Qing
painters can be seen in different places throughout his handscroll painting “Misty
Rivers and Layered Peaks.” In Part 3 I showed how when Kyoson argued for the creation

of Shin Nanga as a way of expressing one’s individuality in his Lecture on Shin Nanga,
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we can read into this that he was thinking of the importance of returning to the study
of Chinese painting of the Ming and Qing and earlier, but specifically of works from the
Ming and Qing. We can also interpret that the primary factors that lead him to this way
of thinking were the influx of high-quality Ming and Qing painting following the 1911
collapse of the Qing, and the influence of Yoga painters. Because Saito’s influence was
particularly strong, Kyoson accepted the importance that Saito placed on producing
large works of “well-composed harmonious beauty.” In addition to this, I've suggested
that it is through his study of Ming and Qing paintings — works that were produced
during a period that placed importance on individuality and which reconstructed older
paintings to create highly constructed images — that Kyoson was seeking to open a path
forward to a new frontier of painting.

Looking at other works from the same period, we can see that at this time Kyoson was
producing figural works in addition to his study of Ming and Qing paintings. The
painting “Temptation of Mara” was submitted to the First Shucho-sha Exhibition in
1919. Portraying himself in the position of the Buddha Shakyamuni, and with peonies
standing in for Mara’s demons; the work is a proclamation of his ideals, suggesting his
inability to be tempted by social status, fame or wealth; and the opening of a new frontier
for Nanga. In contrast to this modern egoistic expression, in his use of realism, we can
see the influence of Obaku zen monk portraits and Ming-Qing portraits and figural
painting. Furthermore, looking at his 1920 submission to the Second Shucho-sha
Exhibition, “Birds and Flowers of Spring and Autumn,” not only did he learn from the
realistic expression of Ming-Qing portraits and figure painting, but we can also observe
that he learned composition and styles for depicting background.

Of course, a generation before Kyoson, the artist Mori Kinseki, who was also active in
Osaka, had studied western copper plates, and also studied Ming and Qing painting
through his connections with individuals who came to Japan from China. However, I
think it’s possible to say that Kyoson’s late Taisho period works incorporated modern
artistic thought to his study of Ming-Qing painting, and this contributed to the birth of

a new form of Nanga.
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In this report I have attempted through various approaches to show that while Kyoson

has been perceived as a traditional, conservative Nanga painter, he actually sought to

open up new frontiers for Nanga, and I hope that this will be how we evaluate his work

and the other Nanga artists in modern Osaka going forward.
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(B 1-1)

FEFAEAT CRTCEREEE) 555

(Fig.1-1]
Yano Kyoson, “Misty River and Layered
Peaks.” Detail of fig.1.

(X 2)
WL QLR BE) 8oy
1661 47, —%& ., MBI,
28.5X292.8(cm), SR L HER
(Fig.2]

Hong Ren, “Endless rivers and mountains”
(detail). 1661. Handscroll; ink and light color
on paper, 28.5X292.8 cm, Sen-oku Hakuko
Kan.

(12 3]
BRH (ISR #85y
1663 £F, —%&, HUAHE. 26.6X490. 8 (cm) |
B ST EFT T
(Fig.3]
Jin Shi, “Rivers and Mountains with Poem”

(detail).



(4 1-2)

REFFEHR (HRTTEEEERE) # 5y

(Fig.1-2]
Yano Kyoson, “Misty River and Layered
Peaks.” Detail of fig.1.

(4 1-3]
RIS (T EIRE ) #5y
(Fig.1-3)

Yano Kyoson, “Misty River and Layered
Peaks.” Detail of fig.1.

(] 4
HFENE (RKILATHRIXE) #5450
1657 47, —%&, MAREPF
25.4X551. 8(cm) , HUR[E LI AR
(Fig.4]
Xiao Yuncong, “Traveling through
Autumn Mountains” (detail). 1657.
Handscroll; ink and light color on paper,

25.4%x551.8 cm, Tokyo National Museum.

(1% 5]
HHE (WBRIEE) 5y
1636 47, —% HCAERH, 25. 3X 111. 4 (cm) |
i BT

(Fig.5)

pal sy

Dong Qichang, “Detailed and Complex
Landscape in the Song Manner” (detail).
1636. Hand scroll; ink on the paper,
25.3x111.4(cm), Shanghai Museum.
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AIFFEIE, BARFENHR S AR B i Bh & (R ZE B4en e FREE S « 18J21136) I
LXAHRO—EHTH S,

¥, ML IFBER DR LI A PR OFF T 215 T, X 213 TREME hER
Hl (R, 1996 42) . X 3 1% [HEFELRES BEE OISR &L Zo4m] (CZ2FE, 2011
). K5 MEARSEIFRASE BPER 25 8 8] (NFAE, 1999 4F) XV HEGHRH, X 41X
URL ( https'//webarchives.tnm.ip/ ) & ¥ BUfSEH L 7=, Web #8#i2BE L Cid., #2457
D i L7z,

Additional remark

This work was supported by Grant-in-Aid for Japan Society for the Promotion of
Science (JSPS) Fellows (No. 18J21136.)

Also, Fig.1 is printed with permission of the museum. Fig.2 is from Sen-oku Hakuko
Chinese paintings (Benrido, 1996), Fig.3 is from Chigoku Shoga Tanbo Kansai no
Shiizoka to Sono Meihin (Nigensha, 2011), Fig.5 is from Sekai Bijutsu, Toyo-hen, vol.8
(Shogakukan, 1999) copied and reprinted. Fig.4 is acquired from the following URL:
https!//webarchives.tnm.jp/imgsearch/ . Only the images with permission are posted on

Web.
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& Joint Workshop ## 2 C@

K, N—N—= RRFOFLAED ST #R i EERTER - ZERZW=72W-, &
BOMFIRIZAEN LT, BLTFIZ, ZNOOER B E 2T RBEDORE 2 F LDz,

=8 = Ui B E

Thank you for very interesting presentation. I did be interested in your constructing
history of evolution of the artist on style and also telling us from this perspective interprets
how his own art making evolved. I was wondering whether you could talk about how you see
that history could be mapped on to a larger social enculture development in Japan, like
maybe in Osaka in the 1910’s, also 1920’s, because when you mentioned about the Shucho-
sha Free University, you mentioned that there was a cherished moment about on the visual
generation of the country’s culture, materialistic tendencies, and also how those discover
tend to philosophy, religion and arts to bring about some kind of revival. And also in your
last part about Kyoson’s lecture on the Shin Nanga, I found rhetoric remind me of what’s
happening in the Western Renaissance where people went back to the masters of classical
period to find new artistic inspirations to bring about other form of renewal. So I was
wondering because Renaissance is such a multiple dimensional movement not just in art
but in the literature and a lot of culture and also social. I expect I was wondering how you
see the story of Kyoson’s evolution as an artist could be used us one manifestation of a larger
phenomena.

1. @R omEER & KIICRE T 242 5mea 7 7 2 b EDORERIZOWT @ &G 53 RS
L, NERREOFE I Lo T RAEZANEL TV 9 B X —20HERKRE LT, ¥
KTHIRANIZ LD, B~ RELRAFRBEORAR DT L EZ BN D, £DfE < D
HEERNZELTVD LEXLNDN, L0 MRS 24 %RED T E
[

2. MRS X 2 IERE OB A EPEO LY AU T 5 RIS BiEE
TR RAFL AL L E 5D TIERVE W I FRMICBEIL T 72 LOISHBN OB
R OFEN T I E TIEH D, Lo L, @A R0 722 24 B &2 b - THERLARERT /-
WA L7 FAE O ISR D5 2 LIS KV FiEOAIEZ R AT L B2 b b7,
HHEITNWZ ES INETEEFERLIEHNLFATL LN EZATH LI R DD EE X
LD,
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BZREDOXY VU TNEDLITELLTZDNE VD ZENFNY LT IoTo, BATEHES %
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KILBRHE TH > T, —EHOITROBEZE TIXZPIERENCE S &V ) BIEROFToi i,
LWNHZETHLINE, A FETOEHIILBARICKT 2 PEREOHRTIZZR g
J U ISHTERREITH D & D SUNRZ S8R L 72 5 A2 T 0w L b b,

2. 1919 FIZRBBEAT OBEES —ZET D5 LD FRITWGTE 5, L L UEILEREEE) (X
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