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Review: Japonisme
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‘Japonisme’, the term coined by the art critic Philippe Burty in 1872, refers to the 
fascination for Japanese art and culture that swept across Europe and North America 
during the second half of the nineteenth century. The classic period of Japonisme 
extended from the late 1850s to the 1890s and was associated with Impressionism and 
Post-Impressionism in Europe, and the Aesthetic movement in England. Following 
Japan’s opening up of trade with the West, an influx of goods began arriving in Europe. 
These goods covered the spectrum of Japanese art and culture, including fans, 
kimonos, silks, ivories, ceramics, lacquer, bronzes, furniture and woodblock prints. 
Among the prints arriving were many by the great masters of the so-called ukiyo-e, or 
pictures of the floating world, school of the eighteenth and early nineteenth centuries, 
including Katsushika Hokusai, Kitagawa Utamaro and Utagawa Hiroshige whose 
works were to become enormously influential upon European artists and designers.

Japonaiserie    >>>             Japonisme 

https://www.ngv.vic.gov.au/essay/a-radical-style/

Presenter Notes
Presentation Notes
The term “Japonisme” was coined in 1872 by critic Philippe Burty. European artists and collectors were captivated by Japanese aesthetics: asymmetry, bold flat color, everyday subjects. This fascination helped drive a break from academic traditions and spurred the rise of modernist movements.



https://www.youtube.com/watch?v=eClIbeOxR1c

Review: Van Gogh as a Japan tragic
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Turning Japanese       https://www.youtube.com/watch?v=nGy9uomagO4



Western Woodblock Artists in Japan: 
1890–1940
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Historical Context

- Japan reopened to the West in the 1850s

- Foreign interest in Japanese culture surged

- Western artists drawn to traditional methods

Presenter Notes
Presentation Notes
After Japan reopened to the West in the mid‑nineteenth century, travel and trade accelerated artistic exchange. Ukiyo‑e had already influenced European modernism, yet a deeper engagement took shape when Western artists began living in Japan, studying language, and entering studios. By the 1890s–1910s, tourism, railways, and steamship routes knit Japan to Korea, Manchuria, and China, expanding subjects and markets. Printmaking straddled old and new: a venerable collaborative craft adapted to department‑store galleries, dealer catalogs, and export networks. This environment produced multiple pathways—some artists commissioned master carvers and printers; others adopted a self‑carved, self‑printed practice aligned with modern authorship. The result is a hybrid art world where technique, commerce, and audience were negotiated across borders.




Shin Hanga: A Revival of Ukiyo-e

- Shin hanga ('new prints') emerged in early 20th century

- Revived collaborative model of ukiyo-e: artist, carver, printer, 
publisher

- Seen as 'neo-ukiyo-e' for modern audiences

新版画

Before the Mirror  (1916),
  Itō Shinsui (1898–1972)

Presenter Notes
Presentation Notes
Shin hanga—“new prints”—reimagined the Edo‑period ukiyo‑e workshop system for a twentieth‑century audience. Publishers coordinated teams of designers, carvers, and printers to produce exquisitely crafted impressions featuring landscapes, beauties, actors, and everyday scenes. What was new was not the division of labor but the intentional positioning of this craft within a global art market. Editions were planned with overseas dealers; embossing, bokashi shading, and mica were showcased as modern luxury. Western artists could enter this system as designers, bringing European composition and travel subjects into dialogue with Japanese technique. Shin hanga preserved and upgraded workshop craft while adapting content and distribution to international taste.




Shin Hanga vs. 
Sōsaku Hanga
- Shin hanga: collaborative, traditional subjects,

commercial focus

- Sōsaku hanga: 'creative prints', artist does all stages

- Sōsaku hanga emphasized personal expression over 

- craftsmanship

Hosun was an art magazine founded by Yamamoto Kanae and 
others.

Presenter Notes
Presentation Notes
Sōsaku hanga—“creative prints”—insisted the artist design, carve, and print personally. Advocates framed this as modern authorship. Stylistically it could be rougher, more experimental, and individualistic; shin hanga favored polish and collaborative virtuosity. Markets also differed: shin hanga relied on publishers, department stores, and export circuits; sōsaku hanga formed artist societies and curated exhibitions. Some Western artists aligned with sōsaku ideals (self‑carving, small editions), while others thrived in publisher‑led teams. The distinction helps us read process: a self‑carved print shows the artist’s hand in the cut and baren textures; a publisher print emphasizes perfect registration and finish.




Western woodblock artists in Japan
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Eyes Toward Asia: Ukiyo-e Artists 
from Abroad
Yokohama Museum of Art, 1996

1st generation

Pioneers

• Emil Orlik (1870-1832)

• Helen Hyde (1869-1912)

• Bertha Lum (1869-1954

2nd generation

Emergence of 
shin hanga

• Fritz Capelari (1884-1950)

• Charles W. Bartlett (1860-1940)

• Elizabeth Keith (1887-1956)

3rd generation

Individual 
directions

• Lillian May Miller (1895-1943)

• Pieter Irwin Brown (1903-?)

• Paul Jacoulet (1896-1960)



Generation I — Pioneers (c. 1899–1912)
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Emil Orlik • Helen Hyde • Bertha Lum



Generation I: Pioneers 

Emil Orlik • Helen Hyde • Bertha Lum
 
- Early Western adopters in Japan (c. 1899–1912)

- Learned or adapted traditional workshop methods

- Set the stage for later shin hanga collaborations

Emil Orlik     1910
Two Japanese Men

Presenter Notes
Presentation Notes
Generation I marks the first sustained presence of Western artists working with Japanese techniques in situ, c. 1899–1912. They learned by observation, through teachers in painting schools, and by commissioning carvers and printers. Themes ranged from kabuki portraits and street life to domestic interiors and folklore. Crucially, they demonstrated that Japanese woodblock craft could support modern, exportable imagery without losing its technical identity. They also normalized foreign participation in a medium that had been regionally specific, setting the template for later artists: study the language of the craft, build relationships with artisans and publishers, and translate local subjects for international audiences.



Emil Orlik 1870-1932
- Czech-German artist in Japan 1900–01

- Documented kabuki and daily life

- Influenced European artists, not shin hanga directly

Presenter Notes
Presentation Notes
Emil Orlik (1870–1932) was a Czech‑German artist who traveled to Japan in 1900–1901 after early success in Munich and Vienna. He arrived with an engraver’s eye and left a remarkably detailed visual record of Meiji‑era life: portraits of kabuki actors backstage, artisans at work, and bustling streets. Orlik closely observed studio routines—from pigment preparation to block registration—and produced drawings, prints, and essays that circulated widely back in Europe. While he did not affiliate with a Tokyo publisher in the shin hanga sense, his analytical sketches and self‑managed prints transmitted knowledge of Japanese methods to European circles, shaping taste among artists and collectors in Vienna, Berlin, and Prague. Orlik’s Japan notebooks, photographs, and lithographs became a pedagogical resource; he later taught at the Berlin Academy, where his cross‑media approach influenced the German print revival. Travel was essential to his method: beyond Japan, he worked in China and Korea, comparing costumes, signage, and architecture to understand regional visual languages. Orlik’s significance lies less in the number of woodblock prints he produced and more in his role as an early, articulate conduit—showing how Japanese print culture could be studied, documented, and respectfully adapted within European modernism without imitation.




Emil Orlik 1870-1932
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Japanese resting on the mountain  1901

Painter, Woodcutter and Printer in Japan  1902



Helen Hyde (1869-1912)

- American pioneer in Japan (arrived 1899)

- Studied with Kanō Tomonobu, a famous painter, 

                                            and worked with carvers/printers

- Subjects: women/children; traveled China, India, Mexico
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Presenter Notes
Presentation Notes
Helen Hyde (1868–1919) predates the shin hanga boom but helped prepare its audience. Trained in San Francisco and Paris, she turned to color etching in the 1890s, then relocated to Tokyo in 1899. There she studied language and ink painting with Kanō Tomonobu, observed the collaborative print studio, and commissioned master carvers and printers to realize her designs. From Tokyo and later Nikkō she created lyrical scenes of women and children, seasonal festivals, and quiet domestic moments—works that balanced ethnographic attentiveness with sentiment, and that appealed to collectors in the United States and Britain. Hyde sustained a transpacific career through dealer networks, traveling exhibitions, and strategic self‑promotion. Her itineraries extended to China, India, and Mexico, and she integrated motifs from those journeys while maintaining a Japanese‑inflected surface—subtle color, clear keylines, and carefully balanced compositions. Hyde returned to the U.S. by 1913 and died in 1919, but her prints continued to circulate, normalizing the idea of a Western woman working in a Japanese medium. She exemplifies the first generation’s method: learn the language of the craft, collaborate with specialists, and adapt traditional processes to modern themes and markets.




Helen Hyde (1869-1912)
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The Bath, 1905                                       Moon Bridge at Kameido, 1915                       A Day in June, 1910



Bertha Lum 1869-1954

- American artist trained in Japan

- Trained under master carver Igami Bonkotsu in 1907

- Carved and printed her own blocks

- Focused on Japanese folklore and mysticism

- https://www.bertha-lum.org/en/biography/

- https://www.artelino.com/articles/bertha-lum.asp

Presenter Notes
Presentation Notes
Bertha Lum (1869–1954), an American illustrator turned printmaker, first visited Japan in 1903 and returned in 1907 to study woodblock printing in earnest. In Tokyo she trained with master carver Igami Bonkotsu and printer Nishimura Kamakichi—an exceptional opportunity for a foreign woman—and adopted a self‑reliant practice in which she designed, carved, and printed many of her own editions. Lum’s imagery draws on Japanese folklore—fox spirits, festival nights, and moonlit bridges—rendered with pastel palettes, stylized silhouettes, and expressive line. Travel shaped her subjects: after Japan she lived in Beijing and explored East Asia more broadly, contributing illustrations to magazines and publishing a travel memoir. Her prints bridge sōsaku hanga independence and shin hanga finish: intimate scale, hand textures from the baren, and precise yet personal cutting. Lum exhibited widely in the U.S. and Europe, reaching both art collectors and tourists. As a first‑generation pioneer, she modeled an alternative to publisher control while demonstrating deep technical respect for Japanese craft—a path later echoed by Lilian May Miller.

https://www.bertha-lum.org/en/biography/
https://www.bertha-lum.org/en/biography/
https://www.bertha-lum.org/en/biography/
https://www.bertha-lum.org/en/biography/
https://www.artelino.com/articles/bertha-lum.asp
https://www.artelino.com/articles/bertha-lum.asp
https://www.artelino.com/articles/bertha-lum.asp
https://www.artelino.com/articles/bertha-lum.asp


Bertha Lum 1869-1954

Kites, 1913                                                                            The Bridge, 1913



Bertha Lum 
1869-1954

                                                               The Fox Woman, 1923                                              The Land of the Bluebird, 1916

Four children dancing beneath 
blossoming cherry trees, 1913



Watanabe Shōzaburō : 
Visionary Publisher
- Founder of shin hanga movement

- Revived ukiyo-e collaboration model

- Published both Japanese and foreign artists

https://www.artelino.com/articles/watanabe_shozaburo.asp

https://pages.uoregon.edu/jsmacollections/home/articles/watanabe-
shozaburo.html

Bio details here:

Presenter Notes
Presentation Notes
Shōzaburō Watanabe (1885–1962) was the driving force behind shin hanga (“new prints”), a modern revival of the ukiyo‑e workshop system. He established his Tokyo publishing house in the early 1900s and, rather than treating prints as purely antiquarian, curated them for a global market. Watanabe acted as editor, talent scout, and brand: he commissioned designs, selected color schemes, supervised carvers and printers, and stamped works with publisher seals that today help scholars date editions (notably pre‑ and post‑1923 after the Great Kantō Earthquake destroyed his shop).
He assembled a stable of leading artists—Kawase Hasui, Itō Shinsui, Hashiguchi Goyō (briefly), Takahashi Shōtei (Hiroaki)—and also collaborated with foreigners such as Charles W. Bartlett, Elizabeth Keith, and Fritz Capelari. The house style balanced Japanese craft (bokashi shading, fine keylines, embossing) with compositions and subjects that appealed to Western buyers: atmospheric landscapes, bijin portraits, and scenes of everyday life. Watanabe built distribution networks to the U.S. and Europe through dealers and catalogs, timing releases to exhibitions and department‑store shows, and positioning shin hanga as both art and collectible souvenir.
His tight editorial control was controversial—some artists (e.g., Yoshida Hiroshi) left to self‑publish—but it guaranteed quality and consistency that revived woodblock printing as a serious modern medium. After rebuilding in 1923, Watanabe continued publishing through the 1930s and postwar years, effectively professionalizing the collaborative model and ensuring that Japanese woodblock prints remained visible, desirable, and technically superb in the twentieth‑century art market.


https://www.artelino.com/articles/watanabe_shozaburo.asp
https://pages.uoregon.edu/jsmacollections/home/articles/watanabe-shozaburo.html
https://pages.uoregon.edu/jsmacollections/home/articles/watanabe-shozaburo.html
https://pages.uoregon.edu/jsmacollections/home/articles/watanabe-shozaburo.html


Generation II 
The Watanabe Generation (1910s–1920s)

Fritz Capelari • Charles W. Bartlett • Elizabeth Keith



Generation II: The 'Watanabe Generation' 
Capelari • Bartlett • Keith

- Artists developed and exported by Watanabe (1910s–
1920s)

- High craft standards; overseas dealer networks

- Landscapes, bijin, and Asian subjects for Western 
markets

Fritz Capelari   1915
Umbrellas/ Returning home in the rain

The first shin hanga print?

Presenter Notes
Presentation Notes
Generation II centers on artists developed and exported by Watanabe in the 1910s–1920s. Here the workshop’s craft meets a coordinated global strategy. Carvers and printers executed designs to immaculate standards while the publisher shaped subject matter for Western buyers—poetic landscapes, refined beauties, and travel scenes. Fritz Capelari brought Viennese design instincts; Charles W. Bartlett contributed painterly atmospheres honed in Asia; Elizabeth Keith offered portraits and cityscapes from Korea, China, and the Philippines. Together they show how a publisher could orchestrate aesthetics, production, and distribution to meet international appetite without severing prints from Japanese craft.

Umbrellas is thought to be the first of twelve designs produced by the publisher Watanabe Shōzaburō and Fritz Capelari in 1915, marking the beginning of the shin hanga movement.




Fritz Capelari 1884-1950

- Austrian artist in Tokyo c.1912

- Early collaboration with Watanabe

- Blended Art Nouveau with Asian themes

- https://woodblock-print.eu/artist/friedrich-capelari-1884-1950.html

Woman with Pekingese,1915

Presenter Notes
Presentation Notes
Fritz Capelari was an Austrian painter, illustrator, and printmaker born in 1884. He trained in Vienna and Munich and was associated with the Art Nouveau movement. Capelari traveled to Japan around 1912 and became one of the earliest Western artists to be published by Shōzaburō Watanabe. He produced a series of woodblock prints under Watanabe’s supervision that depict scenes of Japanese life, especially women in traditional dress and temple courtyards. His style blends European illustration techniques with Japanese subjects and composition, and his works are known for their strong outlines and decorative elegance. Capelari returned to Europe after a short stay in Japan but continued to produce Asian-themed artworks. While not as deeply embedded in Japanese culture as some of his contemporaries, his early involvement with Watanabe helped establish the international potential of shin hanga prints.
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Fritz Capelari 
1884-1950

Children at the Fair, 1915Matsushima Sailboats,  1915

Presenter Notes
Presentation Notes
Children at the Fair
A color woodblock print with subtle goma-zuri (sesame printing) and overlapping baren-sujizuri (baren swirls) in the gradation of the lower half of the figures; with artist's monogram carved in the background block, FC and dated Tokyo 1915, and pencil signed on the bottom margin, F. Capelari Tokyo 1915, published by Watanabe Shozaburo, 1915
To some, the twelve Capelari prints produced by Watanabe Shozaburo in 1915 could be considered the first shin-hanga ('new prints'). Certainly, it was the first time that Watanabe successfully recruited an artist from outside the traditional Japanese master-student system. And although many of the designs and subjects resonate with classic ukiyo-e, at the same time, the modern (or Western) influences are evident. This design, however, of two children captured in the glowing light of an evening fair, is a departure from those classic themes and represents the experimental nature of their collaboration in seeking a balance between old ideas in a new format.
For this new endeavor, Watanabe used a higher quality paper that he had rarely used for his previous print productions, a financial investment indicative of his commitment to the project. And much to the chagrin of his printers, he pushed the craftsmen to go against their training to print colors smooth and evenly, and instead use the baren on its edge to create swirling patterns and allow the speckles of paper to show through the pigment. These unconventional printing techniques revealed the textures of the fine paper and emphasized the unique qualities of the woodblock printing process.
Although he was happy with his collaborations with Capelari, Watanabe needed something more 'Japanese' for both his export and domestic market. He approached another young artist, Hashiguchi Goyo (1880-1921), one of the top graduates of the Tokyo Bijutsu Gakko (Tokyo School of Fine Arts). Here was a Japanese artist who was trained in Western-style painting, who happened to be a very serious student of classical ukiyo-e (having written monographs about three important artists). Watanabe convinced Goyo to collaborate on a single print of a beauty in 1915, but apparently Goyo, trained in the Western style with emphasis on individual creativity, was not comfortable with working with a publisher (perhaps Watanabe in particular) and opted to go his own way and self-publish thereafter
This design may have been inspired by a watercolor by Mortimer Menpes, 'By the Light of the Lantern' published in his 1901 travel memoir, Japan: A Record in Colour.�https://www.scholten-japanese-art.com/printsV/3437�



Charles W. Bartlett  (1860-1940)

- English painter trained in Europe

- Worked with Watanabe from 1915

- Fused Western composition with Japanese technique

https://art-now-and-then.blogspot.com/2016/09/charles-w-bartlett.html

Presenter Notes
Presentation Notes
Charles W. Bartlett was an English painter and printmaker born in 1860 in Bridport, England. He studied metallurgy initially but shifted to art, training at the Royal Academy in London and later in Paris at the Académie Julian. In 1913, he embarked on an extended journey with his wife through India, Ceylon (Sri Lanka), Indonesia, and eventually Japan. During this journey, Bartlett produced vivid watercolor sketches that drew the attention of Shōzaburō Watanabe, who invited him to create woodblock prints in Tokyo. Bartlett’s prints combined bold color blocks with a painterly sensibility, depicting rural Japanese scenes with European techniques of perspective and shading. He spent several years in Japan producing prints with Watanabe before eventually settling in Hawaii in 1917. There, he continued painting and was active in the local art scene. Bartlett’s cross-cultural experiences—especially his exposure to the landscapes and peoples of Asia—shaped his unique synthesis of Western and Japanese aesthetic traditions.




Charles W. Bartlett 
 (1860-1940)

Surfriders, Honolulu, 1921



Charles W. Bartlett 
 (1860-1940)
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Shoji, Japan, 1916                                                                                  Kamakura, 1916



Charles W. Bartlett 
 (1860-1940)
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Udaipur, India, 1916



Elizabeth Keith (1887-1956)

- Scottish artist in Japan from 1915

- Introduced to Watanabe via diplomatic circles

- Known for portraits of Asian women and landscapes

https://en.wikipedia.org/wiki/Elizabeth_Keith

https://elizabethkeith.art/

Presenter Notes
Presentation Notes
Elizabeth Keith was born in 1887 in Scotland. She visited Japan in 1915 to see her sister in Tokyo and stayed far longer than planned, captivated by the culture and artistic possibilities. Without formal art training, she began by sketching Japanese scenes, which were later transformed into woodblock prints by Watanabe. Keith traveled widely across East Asia, including Korea, China, and the Philippines. These travels provided source material for her prints, many of which depict people in traditional dress, temples, and landscapes. Her work is admired for its subtle color palette and sensitive portrayals, though it has also been critiqued for aestheticizing colonial subjects. She often worked from her own watercolors and collaborated with Japanese carvers and printers. Keith returned to the UK in the 1930s but continued to exhibit her Asian-themed works. She authored and illustrated a travel memoir titled 'Eastern Windows' that provides insight into her experiences and perspectives. Keith’s prints reflect both genuine fascination and the interpretive gaze of a Westerner during Japan’s imperial expansion

https://en.wikipedia.org/wiki/Elizabeth_Keith


Elizabeth Keith 
(1887-1956)

Blue and White, 1925                       Embroidering, Korea, 1921,            Japanese children of yesteryear, 
1925



Elizabeth Keith 
(1887-1956)

Japanese carpenter  1925                          Kamakura. Summer Reflections  1922
 



Lilian May Miller, 1895 -1943

- American raised in Tokyo

- Self-carved and printed works

- Bridged U.S. and Japanese aesthetics

- https://en.wikipedia.org/wiki/Lilian_May_Miller#cite_note-Guliver_p._116-23

Presenter Notes
Presentation Notes
Lilian May Miller was born in Tokyo in 1895 to American parents – her father was an American diplomat - and spent much of her youth in Japan and Korea. She studied art at Vassar College in the United States and later trained under a Japanese printmaker. Miller, along with Lum, was one of the few Western women to master traditional Japanese woodblock techniques and carved and printed her own blocks. She spent several years in Seoul and Tokyo and frequently traveled across East Asia. Her prints depict East Asian landscapes, architecture, and women, often rendered in a refined and lyrical style. Miller considered herself a cultural bridge and consciously presented her work to Western audiences as authentically Japanese. She worked in government service in Japan and later in the U.S. Navy during WWII. Her prints, exhibitions, and public talks contributed to Western appreciation of Japanese aesthetics, even as she navigated complex identities and cultural expectations.

“She lived a life of contradictions. Miller wore kimonos when she showed her work – which reflected her east Asian upbringing – but also wore men's clothes and called herself "Jack". The kimono represented the Japanese traditional culture in which she was raised, but she didn't follow the strict protocols for developing wood block printing, this was something that made her popular with Americans. Her parents were from the United States, but she lived most of her life in Asia. She is assumed to have been a lesbian and once said that she didn't have the ability to make herself fall in love with a man.”
https://en.wikipedia.org/wiki/Lilian_May_Miller

“ The paradox of her situation was that in Japan she was a foreigner trying to keep a traditional art alive, while in America she was trying to convey the 'beautiful spirit of Asia' in a land of industrialisation. In America, particularly with at gallery shows or for newspaper photographers, she adopted a 'Japanese' identity, wearing a kimono, but was of course an Anglo-American woman of social standing. In this sense she served as part of a tableau of the Oriental, on display in galleries along with her pictures.
Katrina Gulliver,�Modern Women in China and Japan

https://en.wikipedia.org/wiki/Lilian_May_Miller#cite_note-Guliver_p._116-23




Lilian May Miller, 
1895 - 1943
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Rain Blossoms, Japan,  1928

Cathedral Cliffs, Diamond Mountains, Korea,  1928



Lilian May Miller, 
1895 - 1943
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Snow on Temple Roofs (Grey Sky), c. 1934                              Moonrise over Kyoto, 1924



Pieter Irwin Brown  1903 - ?

- Dutch-Irish artist active in Japan mid-1930s

- Sold designs to Watanabe; Manchuria/Korea/Japan subjects

- Also worked with Adachi; illustrated 'Karakoro' (1939)

Presenter Notes
Presentation Notes
Pieter Irwin Brown (1903–1988) entered shin hanga in the mid‑1930s. Trained in Amsterdam, he reached Japan around 1934–35 and sold designs to Watanabe that were developed by professional carvers and printers. Brown traveled to Manchuria and Korea as well as Karuizawa, creating landscapes with clear geometry, Western perspective, and simplified color planes. Some designs were realized by Adachi; in 1939 he illustrated Henry Noel’s “Karakoro: At Home in Japan.” Though not self‑carving, his collaborations show how a European designer could work fluently within Tokyo’s workshop system while maintaining a distinct eye. His modest Japanese output exemplifies late‑prewar foreign‑publisher collaborations shaping export images.



Pieter Irwin Brown  
1903 - ?
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Bridge Over River at Jehol, Manchuria, 1937
Also Winter in Manchukuo; and Early Morning Sleigh Ride

Volcano Asama, Karuizawa Japan, ca 1935-40

Presenter Notes
Presentation Notes
Brown made his way to Kyoto where he settled in a small house. Shortly thereafter, he traveled to China and Manchuria, resulting in a number of sketches and drawings, many of which he sold to the shin-hanga publisher Watanabe Shôzaburô upon his return to Japan. Watanabe developed the works into woodblock prints which he then showed the artist several months later for his approval (and presumably, the artist's signature). This inspired Brown to produce more designs specifically to be made into prints by both Watanabe and the publisher Adachi Toyohisa (1902-1982). According to Stewart J. Tease, a collector who was in Japan at the time, the Watanabe prints bear only the artist's pencil signature, and no Watanabe seal; while the Adachi prints bear the artists PIB seal as well as the impressed Adachi seal (Merritt, Point of Contact, p. 52).
Brown left Japan in 1940, stopping in Honolulu before arriving in San Francisco (on a British passport, which he presumably was able to obtain because his mother was Irish). The same year he exhibited his prints in Peking and Shanghai; his prints were also exhibited in Tokyo, Kyoto, Honolulu, and at the Los Angeles County Museum of Art in 1946. After the 1946 show, Brown recedes from view; he moved from the Los Angeles area to New York, and for reasons unknown, apparently changed his name to Pieter Brown, Pieter van Oort, or van Ordt. It has been suggested that Brown's mysterious departure from the public eye following the war may relate to his extensive pre-war travels throughout Asia and his remarkably long residency in Japan. As a traveling artist he may have found himself in a position to be of service to an intelligence organization in the years leading up to the war, and if so, perhaps after the war it was only pragmatic to keep a lower profile.
Reference:�Merritt, Point of Contact, 1993, p. 51, pl. 31




Pieter Irwin Brown  1903 - ?
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Ginza in the Snow, Tokyo, 1937

Starry Night over Mt. Fuji, 1937



Paul Jacoulet (1896-1960)

- French artist raised in Japan

- Ran own studio, not linked to Watanabe

- Used deluxe materials and exotic subjects

- More about Jacoulet over the next four sessions

Presenter Notes
Presentation Notes
Paul Jacoulet was born in Paris in 1896 but spent most of his life in Japan, where his father served as a French diplomat. He grew up bilingual and bicultural, deeply immersed in Japanese language and customs. Jacoulet studied Japanese arts, calligraphy, and music, and became an accomplished print designer. Unlike many artists, Jacoulet employed his own team of professional carvers and printers, maintaining rigorous control over quality. He traveled extensively throughout the Japanese empire, especially Micronesia and Korea, producing prints based on his sketches and ethnographic observations. His works feature vibrant colors, embossing, and luxurious materials like mica and metallic pigments. Jacoulet's subjects—often young men and women from Asia and the Pacific—blend exoticism, sensuality, and anthropological detail. He did not work with Watanabe, preferring to manage his own production and distribution. Jacoulet remains a unique figure for his flamboyant persona and his cross-cultural artistic vision rooted in colonial Asia.




Bridging Worlds: Western Artists as Cultural 
Intermediaries
- Western artists shaped how Japan was seen abroad

- Acted as cultural translators or interpreters of 'the East'

- Their lens filtered Japanese and colonial realities

From Sakai & Yoo (editors) 2012. The Trans-Pacific 
Imagination: Rethinking Boundary, Culture and 
Society. World Scientific Press, pp 75-96.

Presenter Notes
Presentation Notes
This slide highlights how Western artists in Japan acted as cultural intermediaries during a period of intense global transformation. These individuals occupied a unique position, often straddling the line between admiration and appropriation. They introduced Japanese and East Asian aesthetics to Western audiences at a time when direct travel to the region was still limited. Their prints did not merely depict scenery—they helped shape how Japan and its empire were imagined abroad. By selecting specific themes, emphasizing traditional or romanticized elements, and using techniques reminiscent of Japanese art, they crafted a vision of the East that appealed to Western tastes. This role as 'interpreters' was complex. Some artists, like Lilian May Miller, were raised in Asia and saw themselves as bridges between worlds. Others, like Elizabeth Keith, explicitly framed their work for Western consumption, often as nostalgic or ethnographic documents. Yet this interpretive gaze was not neutral—it filtered and reframed Asian realities through foreign sensibilities. In doing so, these artists contributed to the broader discourse of Orientalism and colonial perception. Their legacy is thus both artistic and ideological, raising important questions about representation, power, and the global art market.




Women, Empire, and Representation

- Lum, Keith, Miller and depicted Korea/China under Japanese rule

- Prints often romanticized or aestheticized empire, esp for tourist market

- Gender shaped themes, access, and reception 

Presenter Notes
Presentation Notes
Gender and empire intersected in the work of Western women artists in Japan. Elizabeth Keith and Lilian May Miller offer especially rich case studies. Both traveled extensively across the Japanese empire and created prints based on their observations in Korea, China, and Micronesia. Their work often centered on female subjects—women in traditional dress, performing daily rituals, or engaged in seasonal activities. These representations reinforced romantic or nostalgic visions of Asian femininity that appealed to Western collectors, but they also reflected the artists’ own experiences as women navigating patriarchal and imperial systems. Keith, for instance, depicted Korean women under Japanese colonial rule, often emphasizing grace and dignity but avoiding political commentary. Miller, who lived in both Korea and Japan, brought a more personal lens, seeing herself as both insider and outsider. These artists faced double marginalization: as women in male-dominated art circles, and as foreigners interpreting a colonized East. Their work illuminates the gendered dimensions of cultural representation—how women artists could access intimate spaces that male artists might not, and how those insights shaped the aesthetic forms of empire. Though often apolitical on the surface, their prints raise enduring questions about voice, access, and complicity in the colonial gaze.










Reception in Japan and Abroad

- Foreign buyers valued ‘insider’ perspective

- Japanese reception was mixed

- Many works now in major museum collections

Presenter Notes
Presentation Notes
In Japan, reception was mixed and stratified. Department‑store audiences (Mitsukoshi, Takashimaya) and middle‑class buyers embraced shin hanga’s atmospheric landscapes and bijin as tasteful modern decor, while some connoisseurs dismissed export‑oriented editions as “tourist art.” Early Taishō‑era critics often praised craft—fine bokashi, embossing, rich pigments—but sōsaku hanga advocates criticized the publisher‑driven model as conservative and inauthentic to modern individuality. By the 1930s, nationalist currents favored themes aligned with cultural policy; publishers responded with more historicist or seasonal motifs. Foreign artists’ prints sold in Japan—especially Keith and Miller—yet were sometimes treated as curiosities rather than equals within canonical lineages. After 1945, a gradual reevaluation occurred: museums and collectors began to value shin hanga’s technical excellence and documentary appeal, and artists like Hasui entered the canon; foreign practitioners remained unevenly integrated but benefited from growing scholarly interest



Week 4 wrap-up
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Appendix
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Charles W. Bartlett  
(1860-1940)

Taj Mahal, Sunset, 1919                                     Kobe, 1916                                                       Madura,India 1916



Elizabeth Keith 
(1887-1956)

Forbidden City1935                Korean bride  1928                                Embroiders, Soochow 1936  



Interactions Among Western Artists

- Few direct collaborations, but shared artistic circles

- Watanabe-linked artists (Bartlett, Keith, Capelari) likely crossed paths

- Lum and Miller shared methods; Jacoulet worked independently

Presenter Notes
Presentation Notes
Western printmakers in Japan moved through small, overlapping circles that fostered informal exchange rather than formal collaborations. Key meeting points included Watanabe Shōzaburō’s studio (a hub for commissioning and quality control), department‑store galleries like Mitsukoshi and Shirokiya, embassy and expatriate salons, and English‑language periodicals such as the Japan Advertiser. Within this milieu, figures like Charles W. Bartlett, Elizabeth Keith, and Fritz Capelari likely saw each other’s proofs, shared printers and carvers, and absorbed feedback on subjects, palettes, and edition strategy aimed at Western buyers. Exhibition calendars and dealer networks in Tokyo, Yokohama, and the U.S. (particularly California and East Coast venues) further tightened these connections.
A particularly telling parallel is Bertha Lum and Lilian May Miller. Both chose the self‑carved, self‑printed route, mastering kento registration (registration guides used in Japanese woodblock printing) and baren printing, favoring smaller editions and close control over paper and pigment. Both traveled widely (Japan and Korea especially), drew on folklore, architecture, and seasonal landscapes, and sold to tourists and collectors through department‑store shows, postcards, and U.S. exhibitions. As women in a male‑dominated field—and as cultural intermediaries—they navigated similar constraints and opportunities, sometimes appearing in the same exhibition circuits or dealer catalogs. The result is a network of shared methods and venues, even when artist‑to‑artist collaboration is hard to document.




Other Publishers and Independent Models

- Some artists self-published (Jacoulet, Lum)

- Watanabe’s model was not universal

- Alternative networks and printers existed

Noel Noett, 1885-1944
Kameido Bridge, 1936

Presenter Notes
Presentation Notes
Beyond Watanabe’s atelier, shin hanga moved through a web of publishers and independent studios. In Tokyo, Doi Sadaichi (Doi Hangaten) and Takamizawa issued high‑quality landscape and bijin prints, often using top freelance carvers and printers. In Kyoto, Unsōdō sustained a parallel market, commissioning traditional subjects with superb craft. Some artists built self‑publishing ateliers: most notably the Yoshida family (Hiroshi, Tōshi), who hired their own carvers/printers, controlled paper and pigments, and handled export themselves. Department‑store galleries (Mitsukoshi, Takashimaya) and dealers created alternative sales circuits, including traveling shows and catalogs aimed at overseas buyers. For sōsaku hanga, groups such as the Nihon Sōsaku Hanga Kyōkai (1918) and later Nihon Hanga Kyōkai (1931) promoted the “artist‑does‑all” model (design, carve, print) and organized exhibitions independent of commercial publishers. Foreign artists like Bertha Lum and Lilian May Miller likewise self‑carved/printed and sold via exhibitions, postcards, and U.S. dealers.

Noel Nouet was a French artist who designed several prints of Tokyo landscapes. Little is known about Nouet's formative years. During the 1930's and 40's, he worked as the director of La Maison Franco-Japonaise and was a lecturer at Tokyo University. In 1935, Nouet began collaborating with the Tokyo publisher Doi Teiichi. His first woodblock prints were monochrome, based on his pen and ink sketches. These prints include Gate of Zozoji Temple and "Kikyo Gate of the Emperor's Palace". In 1936, Nouet designed a series of color woodblock prints called "Ten Views of Tokyo" published by Doi. All of these prints are signed and dated in English within the image. In 1946, Nouet published a book of his drawings called Tokyo: Fifty Sketches. He also wrote several books on Japanese history.




Review: Van Gogh’s practice
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Plum Park in Kameido, 
Hiroshige, 1857

Flowering plum orchard: after Hiroshige, 
Van Gogh, 1887 Courtesan: after Eisen

Van Gogh, 1887

Eisen, reproduced in Paris 
Illustre le Japon in 1886



Review: Van Gogh and Hiroshige

• Van Gogh copies Hiroshige’s prints

• Japanese style shapes Arles period

• Harmony with nature and bold composition
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Charles W. Bartlett  
(1860-1940)

https://art-now-and-then.blogspot.com/2016/09/charles-w-bartlett.html
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