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Rosetsu’s Backlash: Breaking the Ice of Okyo
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The Kyoto art scene of the latter half of the 18th century featured painters such
as Ike Taiga, Yosa Buson, [t0 Jakuchi, and Soga Shohaku, who competed with each other
in originality. While they all expressed physiological rhythms in forms and brushstrokes,
Maruyama Okyo differed in that he aimed at a visual-centered realism that eliminated
the painter's bodily interventions. Unlike the preceding painters who created original
visions within the framework of tradition, Okyo was convinced that common reality
could serve as the subject of paintings. With his cold eye, he became the true innovator
of the Kyoto art scene.



The basis of Nagasawa Rosetsu's painting technique can be found in the style of
Okyo. On one hand, he was the student who in a way attempted to rebel against the
innovations of Okyo’s paintings. For example, Rosetsu was able to restore the physicality
and a feeling of movement through the ink brush that Okyo rarely emphasized, except
for works such as his "Bamboo in Rain and Wind" (Enkoji Temple) and "Wisteria
Flowers" (Nezu Museum). In addition, according to a poem composed by his friend, the
Confucian scholar Minagawa Kien, Rosetsu painted a six-fold screen with an enlarged
image of a flea as seen through the microscope. The efficacy of lenses for obtaining
objective vision, as taught by Okyo, is turned into a game of wonders.

[ would like to interpret the meaning of Rosetsu’s rebellion as follows. Evaluating
the achievements of Taiga, Buson, Jakucht, Shohaku and others, Rosetsu was inspired by
their work and tried to recreate their innovations through his own paintings. Rosetsu
learned to recreate the enjoyment of Taiga’s finger painting performances. The way that
the inscription in Rosetsu's "The Burning of the Great Buddha Hall” seems to reflect the
burning flames within the painting can also be seen in the mutual penetration of words
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and images shown in Taiga’s " The Moon in Autumn on Dongting Lake " (T6zan
Seiincho) or Jakuchii’s "Roses and Small Birds” from his Colorful Realm of Living Beings.
In Rosetsu’s oeuvre, birds and animals can often be seen perched on top of sharp cliffs
and mountain tops: perhaps this tendency comes from an interest in Jakucht’s motifs,
such as the “Mandarin Ducks in Snow” (Colorful Realm of Living Beings). Shohaku'’s
grotesque figural paintings and rough ink landscape techniques appear to have
influenced Rosetsu’s paintings of Kanzan and Jittoku, mountain hags, and dragons. And,
finally, the dynamically drawn lines seen in Buson's figural paintings with haiku poems
deserves consideration as a source of Rosetsu’s expression.

Of course, Rosetsu did not intend to merely reproduce the works of earlier
painters. He took up the expressions that attracted his own interest and fused them with
the style of Okyo. At the very least we can say that he must have been a painter who was
conscious of the regrettably rich achievements of the Kyoto art scene before the arrival
of Okyo.
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Moonlight and the Return of Sentiment: Nagasawa Rosetsu in Comparison to His
Master Maruyama Okyo
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Nagasawa Rosetsu often painted a hazy moon in his works. Many such examples
also include silhouettes of trees illuminated by moonlight. This type of lighting, and interest
in the imagery that can be created using such light, can already be seen in the works of
Maruyama Okyo, Rosetsu’s teacher and one of the greatest artists in Japanese painting.
Okyo, using his superlative skills and techniques, was able to depict the moon in highly
atmospheric ways, whether painting the moon in the night sky, or moonlight reflected in
the surface of rippling water. He perfectly captured the faint light on an autumn field just
before dawn, as well as the slivers of candlelight escaping from paper lanterns at dusk.
Studies of such depictions can be found in his sketchbooks, suggesting that Okyo
approached the expression of light purely as a visual problem. In other words, that he was
focused simply on how to accurately portray optical phenomena. In Rosetsu’s works, on the
other hand, depictions of the moon are filled with poetic sentiment, sometimes to a
completely excessive level. [ would like to reconsider Rosetsu’s work by focusing on the
expression of light, looking at the playfulness he introduced, as well as how he restored a
deeper “meaning” that is absent in Okyo’s works.
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On the Early Works by Rosetsu
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We know from Rosetsu's own words and from other contemporary documents that his
teacher was Maruyama OKyo, a fact that can be confirmed through the painting style of
Rosetsu’s beautiful women and animals. The earliest works by Rosetsu, the paintings
"Snake" and "Group of Cranes," were introduced in 1963 by the art historian Yamakawa
Takeshi (1926-2004), who from the beginning pointed out that there was a close
connection to the style of Okyo. In recent years, "Kan’u" and "Crow and Plum Tree”
have been determined to be early works by Rosetsu, and through these works it can be
determined that Rosetsu was trying to learn painting styles different from that of Okyo.
For example, features such as the modulation of the kimono wrinkle lines in “Kan’u” and
its fine, individually drawn beard hairs, indicate the strength of interest in the brushed
line, while the "Crow and Plum Tree” points to the influence of the Nanpin School that
was popular in Kyoto and Osaka at that time.

The experimentation with painting styles seen in his earliest extant works became
extinguished once Rosetsu entered Okyo’s atelier. Then Rosetsu learned from copying
his teacher’s paintings and created similar works, such as "Beautiful Woman" and
"Carp.” After this period, Rosetsu’s painting style gradually departed from that of Okyo,
and changed into bold and powerful expressions, as seen in the impromptu paintings
composed at gatherings (sekiga), many of which survive.

In my presentation, [ would like to look at Rosetsu’s paintings by comparing the works
done before and after his time with Okyo. I would then like to consider the meaning of
Rosetsu’s entrance into Okyo’s atelier.
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Osaka Painters and Rosetsu
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Looking at paintings by Nagasawa Rosetsu, the so-called eccentric painter, one finds
characteristics that seem to resemble those of Osaka painters centered around Kimura
Kenkado. As for relationships to Osaka, one could mention Rosetsu’s profound
connections to the Yodo Domain, which was well known for fostering cultural
connections between Kyoto and Osaka. In other words, the creation of deep connections
between Kyoto and Osaka artists was a characteristic of the Yodo Domain: all the way
from Ike Taiga (1723-76) and Baisa’o (1675-1763) to Shinozaki Shochiku (1781-1851)
and Hirose Kyokuso (1807-63). In addition, as for Resetsu’s reception among Osaka
painters, one might mention Nishiyama Hoen (1804-67), who learned from Rosetsu and
came to represent the shasei school in Osaka. All in all, it becomes clear that the Osaka
painting world had deep connections to Rosetsu and his works.

Conversely, we cannot reject the possibility that Rosetsu was influenced by Osaka
painters. If we look at the Mori School, including the Osaka painter Mori Sosen (1747-
1821) known for painting monkeys, and Okada Beisanjin (1744-1820) whose humorous
painting style bear similarities to that of Rosetsu, as well as the freakish paintings of Rin
Ryoen (1740s-1780s), we can easily imagine contemporary connections to Rosetsu. In
my presentation, [ would like to discuss Rosetsu, who both worked and died in Osaka,
and try to come to a deeper understanding of the painter through a comparison
between the so-called eccentric painting style of Rosetsu and those of the Osaka
painting world.



¥t Kono Motoaki
#3252 E Seikado Bunko Art Museum

AR TCEL-REREERZREDEI,

Changes in Rosetsu Reception That I Have Observed over the Years

1973 0 Ty TomC ke, FEIICICE > T, EHIZ oW TH L TWY
%5, ZOM, BHIAOHTHTE ! TEE, OZEZSTOEMICOWTHET 5,

I have been writing on Rosetsu for almost half a century since my article in a
1973 issue of the journal Bijutsu kenkyua. At this conference I would like to
present on the changes I have seen in thinking about “Rosetsu” during this
time.
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On the Finger Paintings of Rosetsu

fREAM] & 13, FIRICE L E2 M TEEM W Rlo 2 LT, AR L& b
ENns, FeErzHeTRZAIC 2 ik, FEOFRMUICIETTIiTbhiTwnik L
W) DS, TEIRFROEEAC X o TRAICZR - 72, HATIR, BHFICeRLTE > TE
e L 72 IR it KM & 23 RUEE 2 5 & LTE D, A CARZ b 2 i
FENFETHo 7%,

FRIREFHEDOMITH 2 MIIGZ I IZREBEOEFNZ A S L TW iR wny, HEiIX, M
FOFEEFD 7 OIZHIWEL 72 THAHBIMPEREX ) 21X H E LT L D0 fFiHm
LTS, L ORELEMEERL ZEREICT, SAHIMEOmRICEE %
DI EBHIGNS, FHENED X ) RRKBERY S fRHE %2 AN, T5IHME % F
DT BT ED, L ITERE2FFOHBDOIERBICED L ) ICHFEGTLDNE VS
T2 DOWTEZEL 72\,

“Fingertip painting” (shitoga), also called “finger ink” (shiboku) or “finger painting”
(shiga), is a type of painting created by using fingers lubricated with ink. Paintings
created with hands and fingers is said to have already been made during China’s Tang
Dynasty (618-907) and the art form came to flourish during the Qing Dynasty, primarily
due to the works of the painter Gao Qipei (1660-1734). In Japan, Yanagisawa Kien
(1703-58) and Ike Taiga (1723-76), both active somewhat earlier than Rosetsu, became
adept at this practice, and it developed into a painting style preferred mainly by the so-
called literati painters.

Although fingertip paintings are not known to have been done by the teacher of
Nagasawa Rosetsu, Maruyama Okyo, Rosetsu created several fingertip paintings, such as
the The Fifth Zen Patriarch Cultivating Pines, Burning Sutras in the Sodoji Temple.
Rosetsu was known to have refined his own distinctive painting style during his stay in
the Nanki region, a place where he brushed many high-quality works. [ would like to
discuss the kind of friendships that led to his learning the fingertip painting technique
and how Rosetsu’s fingertip paintings contributed to the development of a style that
differed from that of his teacher, Maruyama Okyo.
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The Kansai Eccentric

Ever since the serial publication of the Tsuji Nobuo’s Lineage of Eccentrics (Kiso
no keifu) in 1968, there has been a cottage industry in the attributions of eccentric
artists. Japanese artists of the past and present - in ever increasing numbers -
have been declared as being “eccentric,” in their lives and works, in a strategy that
has proved to be popular with museum visitors and book sales. Aspects which
might have been explained as stylistic variations of an artist, have been taken out
of contexts, magnified, and even distorted in order to argue the point that these

are the results of eccentric personalities.

The post-war receptions of Rosetsu and his contemporary colleagues, such as Ito
Jakuchu and Soga Shohaku, follow these patterns. Tracing post-war publications,

we see that these artists has become ever more eccentric in public understanding.

An alternate strategy in understanding such artists would be to see them, not
through postmodern standards, but to place them back to the contexts of the time
and the places in which they lived. In other words, we would need go back to the
eighteenth century and see how they were understood in their own time. Through
the use of techniques from various disciplines, including history, religion, and
economy, the presenter will attempt to examine 18t century Kansai artists within

their contemporary contexts.
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From Nanki to Hiroshima: The Transition of the Nagasawa Rosetsu’s Style and the
Transformation of his Spirit
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Rosetsu created many works throughout his life, but the works made during his early
30s in the Nanki region (present-day Wakayama Prefecture), such as the wall- and
sliding-door paintings in the Mury6ji, S0doji and Kosanji Temples, and the works done
for his patrons in Hiroshima during his 40s, such as Eight Views of Miyajima, Mt.
Horaisan, Mountain Hag, and others, are both known as high-quality paintings that
represent respectively the early and late painting periods of Rosetsu. Although it is
possible to ascertain consistent expressions and sensibilities peculiar to Rosetsu in all
of these works, the fact remains that there are differences between the styles of both
periods. The purpose of this presentation is to look for the reasons behind these
changes by examining the events that occurred between these two periods; based on
this information, we will look back on Rosetsu’s paintings.





