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Introduction

Many consider Hokusai (1761B49) to be possibly the most popular and significant of all
Japanese artists. It is widely known that during the course of his long lifevaedd published
albums (or picture book$s ehor) which he calledManga Arandom, whi msi
pi c t lltrisavidelyoheld that these albums were the forerunners of contempoeamyai the
comics or graphic novels that have become a colossal subculture with millions of fans and
billions in maket value. These contemporary manga are far removed from Hokusai and are more
of a cheap mass <cul ture. Thus, I t Masgateer y
determine, inter alia, how popular, masarket, artistic production was constructecis time.

In fifteen volumes containing slightly under nine hundred pages with about four thousand figures
and motifs, Hokusai created, in plain words, a pictorial encyclopedia of old Japan, from gods anc
ancient heroes to the amorous mores of his times) household utensils to martial arts and
landscapes.

Hokusai Manga(HM) has a sacred status for connoisseurs of Japanese art, but does it
truly merit this high esteem? It is a great masterpiece, indeed, but its admirers sometimes ascrit
to it what is nottheré usi ng epithets such as Afitinystt 0
appears that this seemingly well known oeuvre posits more questions than it offers ready
answers. In other wordblM is a cult name, but for what exactly? This paper examines a number
of questions about the work.

Let us take the authorship: itdgsiite feasible that the First volurhasincluded not only
Hokusai 6s drawings but al so those of sever
individual drawings: if we look closely at the design of the pages and dspldads, we might
guestionwhether it was Hokusai himself who composed them. In many cases, they were
designed by his editors. The composition of the whole volumes should be considered, i.e. the
thematic order and progression of the pages. The majority of specialists believetdas ho
order in the sequence of pages at all, whereas in many cases it is possible, in my opinion, t
suggest a rather strict compositional schema organized in a detailed fashion and based on sub
associations.

Second, the pragmatic purposeHil: there are some indications that it was created as a
manual for fledgling artists or as collections of humorous pictures and cartoons for sheer
amusement, or as a pictorial thesaurus of things Japanese. How do we reconcile these differe
interpretations? Qtake the editions: what should we call the canonical editibiMs? After the

success of the first edition of the first volume, there followed numerous additional printings and

3 Thetitle Hokusai Mangaepeated in each of the fifteen volumes medrms k ussMarig® A detailed analysis of this terfrso
difficult to understand and translatés provided below.
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reprints or restrikes of some weont woodblocks that may have deviated fridm original in

minor details, with differences in inscriptions, or printed in blankwhite or variously colored
versions. The lax ideas about intellectual property and individual versus collective authorship
prompted various manipulations of the pab&d books oHM. They have been reissued many
times with all kinds of modifications (pirates restruck the blocks with the omission of certain
original details and printed them in different colors). Often users reboundHiM$®moks in a
different format(for instance, changing a codex to an accordityte book). Often they would

cut and paste different parts of the pages in their own albums according to their individual
whims. But possibly the most striking example of a change in the original meamnimgjj as the
axiological and material status BM was the circumstance of its first appearance in the West:
pages of these books were used as wrapping paper for imported Japanese antiques and object:
decorative arf. Spotted by accident in Paris aroud856, they set the fashion for things
Japanese. TodalM is usually published as an arbitrary selection of pages or a thematic
selection of motifs. This adaptation makes it easier to perceive and enjoy but destroys the
original integrity of the whole oeuer

Another interesting issue to be explored is how these books weré fimedmusement
during drinking parties, for respectful solitary viewing, or for study by artists as pictorial
manuals and a source of subjects? There is even some doubt as to thethean art object
itself or possibly a collection of ideas for art.

A contextual study of the adventurous life &M books and their physical
transformations, East and West, sheds interesting new light upon the notion of the masterpiec
anditspospoducti on | ife. All these problems (an
originality versus traditionalism, or the very interesting question of how Hokusai could have

known so much about so many different areas) | will discuss further.

My reseach consists of two main parts:

The first part is an introduction télM studies with a historical background, an
etymological analysis, and a study of tH& composition. It offers a major revision of the
textual nature of this famous, yet insufficientgsearched, masterpiece. The result of this work
is the contextualization ¢iM by placing it in a broad cultural milieu and offering a new way of
looking at the formal mechanisms in t@dneration in prenodern Japan.

4 Although this story might very probably be a later myth, there is a similar little known testimony about the low market and
aesthetic value oHM in certain corners of Europas late as at the turn of the™®@entury The woodblock artist Anna
OstroumovaL e bedeva wrote in her memoirs, Ailn 1906 an acguain
guaod which he br osrgehtatfiroonm Kliheev |fartotnerh bought them at the
books. 0 OeshbedecapuAmmadumbiographical Noted eningrad: Iskusstvo, 1974. Vols2l[published in one book], pp.
274275.
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The second part occupies the mayamume of this work and consists of a detailed
commentary on all the characters, figures, and motifsiMh The current article presents a
summary of the first part and samples from the second.

The necessity of the commentary is evident because, for teepad, not only are the
meanings of the subjects and identities of the figures obscure to the general public, but they ar
also frequently not evident to specialists, Western and Japanese alike. In this respect it is good
recall Mi c h e nire his@slectiorns $ranr theavtanga ni Dou bt | es s, on
student, and only one deeply versed in the traditions of his country and the times of Hokusai
could ever hope to identify and explain all the subjects depicted in Manga. Surprisingly enough,
no one has yet °Noasdch attenipehasabeen enadp in the fifty years that have
elapsed since then. In a rec&mtcyclopedia of Hokusai Sketclfasaptions often consist of but
one word:otoko(fimard) ors ghimonkd), however, in many casesjstpossible to put a name to
this Amano and/or to describe his backgrour
with a huge brush standing on a | ong scrol
broom. o |t i s isitanepisodetirorolnkbdghashi h a t, the tollection of
apocryphal stories about the f amousl39%bBi8ik a:

(seeHM, v ol . X1, p . 26r , b o twobrotme)contest forewritiag tteer y
biggest character by running along the long scroll and drawing the single line for the hiragana
charactershi =. One can argue that this story would have been readily understood by many
(which | personally doubt), but evah it had, the reference to this motif could have been
included in the name index, where one can
this are quite numerous in tHcyclopediaMany more pages have never been published at all,
possibly beause of their obscure subjects.

The exploration of the subject matiemwith its historic, literary, religious and numerous other
contextsi also serves another important purpose: it helps us to better understand the method c

Hokusai 6s wo plés oforgahizatidn ef theM domposition.

® Michener, James A. The Hokusai Sketchbooks: Selections from the Manga. Rutlaldk¥6F Charles E. Tuttle Company,
1958. P. 141.

® Hokusai E-Jiten. Nagata Seiji ed. Tokyo: Tokyo Bijyt&8005 (2%ed.) , . (An Encyclopedi a
drawings. Ed. By Nagata Seiji).



Brief Notes on Hokusai
I will not retell the biography of Hokusai, as it is well known and has been studied in numerous
publications’ Here, | touch upon only the basic facts and stress what is salientsatject: his
preparedness for working &fM.
In his introduction to the edition ddne Hundred Views of Mt. Fu(iL834), Hokusai
wrote:
From around the age of six, | had the habit of sketching from life. | became an artist, and from
fifty on beganproducing works that won some reputation, but nothing | did before the age of
seventy was worthy of attention. At sevetityee, | began to grasp the structures of birds and
beasts, insects and fish, and of the way plants grow. If | go on trying, | welysunderstand
them still better by the time | am eigh$ix, so that by ninety | will have penetrated to their
essential nature. At one hundred, | may well have a positively divine understanding of them,
while at one hundred and thirty, forty, or moreill have reached the stage where every dot
and every stroke | paint will be alive. May Heaven, that grants long life, give me the chance to

prove that this is no li.

He died at the age of 88on the verge of discovering the essential nature of things.
Hokusai was born in Edo to a family of smathe craftsmen, and he initially bore the

name Kawamur a T o kAttheagedof four he was sent to another family where

he was given the name &hdBegan hisnapprehtedsispuas &future
engraver of metal mirrors. This provided him with skills that he was subsequently able to use tc
cut blocks for prints. Before he reached the age of eighteen, he had dallied with occupations suc
as bookstore ass@nt, book street peddler, and itinerant signboard and advertising artist. This
early involvement with books provided him with his cultural background. In his free time he
copied pictures from these books, and this practice has a direct connection aokhis kM.

At the age of eighteen Hokusai entered the studio of one of leading masteigosd
prints, Katsukawg&l7281v®asnhdd was given the art

After the death of the mastked  , ,haed whse | |
expelled from the Katsukawa School . For sor
School arti st K.dmth@ codrbesokhis training, Hokusai learned the technique

of ink and color painting that went back to the gnemsters of the {5and 18' centuries; he

" See, for instance, a few of the last decade: Calza, Jian Hakasai London, New York: Phaidgr2003; Carpenter, John, ed.
Hokusai and His Age: Ukiye Painting, Printmaking and Book lllustration in Late Edo JapaAmsterdam: Hotei Publishing,
2005; Nagata Seiji, etHokusai Berlin: Nikolai, 2011.

® Nagata, SeijiHokusai: Genius of the Japanedkiyo-e. Kodansha, Tokyo, 1999.



also studied Chinese pictorial sources and their technique. Along the way, Hokusai obtainec
some knowledge of the extensive iconography
he gained accesstothe¢ ati ses on painting written by
collections of iconographic sketches and samples which had limited circulation and were
virtually inaccessible outside the inner circle. This experience would also be put to use in his
Manga Besi des the sinified Kan@ paivanateena the Ho k
national style of Japanese painting going back to the old Tosa School. His teacher in this pursu
was Sumiyoshi Hiroyuki (or Naiki) ( ), but he was inspired most afl by the art

of another representative of this style, T
1795 Hokusai t ook f or .hiatensneHisfwork, Hekusai &iedeto S ¢
synthesize these two main traditions in Japanese painting798 Hokusai began to use the
name under which he entered history: Hokusai. This means The Northern Studio (or Pavilion)
and is an abbreviation of The Northern (or Polar) Star Studio (Hokutosai). The depictions of the
Polar Star or the Ursa Magna (or ieass allusions to them) appearkiiM more than once. Later,
when he was about forty, Hokusai came up W
(An Old Man Mad About Drawing).

At this timei the turn of the 19 centuryi Hokusai began to study Western art, in
particular the laws of perspective, and this interest is reflected in many landscépasga
especially in some perspectival diagrams in the Third volume. Alongside this, Hokusai was
actively engaged irthe surimonogenrei the privately and lavishly published prints with
elaborated thematic programs from Chinese mythology or Japanese antiquity. All this, and the
illustrations he contributed to dozens of books with historical, mundane or erotic thelped, he
him to acquire a huge repertoire of subjects he would later use in the thousands of sketches fi
HM. During his work on the first few volumes BiiM, Hokusai used the name Taito i a
further variation on the theme of the Polar Star. This name apgesesal times in the
introductory texts to the firdew volumes. On the title page of the Twelfth volume a new name
appears: litsu . It can be rendered as [The One Who] Reached One. Hokusai took this name
in 1820 when he turned sixty; in other wortlg, had lived for one sexagenarian calendar cycle
and had entered the secdndr began again from the first year. This combination of characters
can also be interpreted as Doing One [Thing], which means concentrating solely on one pursuit
Finally, the Inroductions to many volumes &fM call Hokusai simply Okind which is often
transl ated as fAMaster 0; however, because it

TheVenerable



Journey to the West and the Birth of Hokusai Manga

A testimonyto the origin of the First volume ¢fM (and there was not even the slightest hint of

further installments) can be foundl7724824)he |
This autumn th&/enerableset off for the journey to the Western [provincesjl amade a
stop i n our | and. We al | met together &
joyous time. During that time more than three hundred of all sorts of sketches were made
i from [Daoist] immortals and Buddhist saints to warriors and women, dowinds and

beasts and all kinds of plants and trees.

Detailed commentaries will be put aside for now (they can be found in the full translation of this
I ntroduction in the appropriate chapter); I
provinces west of Edo, when he made a stop at Nagoya atcgaded in a drawing event (or a
few events) with a group of local artists at the house of a certain Bokusen. From the language c
the text it is not clear whether it was a single party or whether they gathered several times. Th
verb form (ret cands i gnat e one occasion: Agat hered ¢
authors wrote that, on the occasion of the visit of the celebrity from the capital (Hokusai was
slightly over fifty, and it was the time of the beginning of his fame), the local aatistther
people of the brush (calligraphers and poets) gathered for a party in his honor. During the party
with Hokusai and the whole company in high spibicause of spirits and lofty conversation, an
impromptu drawing marathon ensued. This kind othgang with brushes to hand (not to
mention wine cups) was popular among artists and lovers of painting. The genre might be
described as something midway between a speed drawing contest and a demonstration
virtuosity and wit in the treatment of a cemtaheme. Such gatherings were sometimes called
Abattles in inko and were known by their |
perfectly correspond with the communal and aghb(eollaborativecompetitive)character of the
traditional Japanesforms of creative acts. They can be called a visual parallel to poetic contests
uta-awase > , or meetings for the collective composition of linked poetengakai

). As was the case with poems and individual strophes composed during such gattieyngs
were gathered, arranged and published as a single volume. Therefore, the supporters of this poi
of view claim that the First volume &fM is the output of this one supgaroductive night and is

thus a chaotic agglomerate of inspired sketchesmathnifying plan or organizing idea.

° These words are an allusion to the classical Chinese doweiey to the West (Xi You JjJap.S a i ych.R590) which
is alluded to in the Introduction to the First volume wri
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While | am sympathetic to the idea of inspired (and even untrammeled) drawing during a
convivial meeting of colleagues and admirers, | do not support the legend that it all occurred on ¢
single night. More than threauhdred sketches are mentioned by Sanijin; it would be impossible
to draw so many at one sitting. Let us say it was exactly three hundred for the sake of an eas
count. If the merrymaking lasted eight hours (which is quite a long time), the time available fo
the uninterrupted process of drawing works out at 1.6 minutes for one $ketithout any
breaks for talking, drinking and toilet visits. And there is no time at all for thinking and planning
what else to drawlf we imagine that the party lasted fonthours (which is rather difficult to
imagine), this gives precisely two minutes for each drawiagually difficult. Certainly, some
small sketches are simple enough to be jotted down in a few seconds, but there are many othe
large and detailed, thatould not have been easy to draw even in five minutes. And, of course,
although Hokusai was fAmad about drawing, 0 h
to salvage the 6éone nightoé theory, oneenmi g
executed not by the master himself but by other participants. If we talk about two or three, or
perhaps, fifteen, it may possibly have taken place. The volume was composed within a period o
two years by two of Hokus dHdkasn. Bathsvere gobdersists, t F
and both issued their own ©picture books w
Nevertheless, the signed albums of both Bokusen and Hokuun differ in an obvious way from the
drawings inHM. At the same time, the ajority of drawings therd whether scrupulously
finished or sketchy and abbreviated et r ay Hokusai 6s own hand.

Thus, the idea of one great night should be abandoned. Hokusai stayed in Nagoya fo
several days, and there may have been more thanonedrgv party. As Hokus
a few months, he accumulated a huge quantity of all kinds of skeétdha® street scenes and
| andscapes to depictions of animals and bir
made on scraps of paperwarious sizes and forms and pasted on album pagede found. It
i's more than feasible that, in Bokusends st
road sketches. Before his departure he left them to his local admirers. After two ggareib

organized into a compact volume.

How the Volumesof Hokusai MangaWere Made
How was this frsHMpr epar ed? Having secured the supp
(perhaps through his direct initiative, as publishers were actively building up

their stock), two artisté Bokusen and Hokuuih selected the required number of drawings to fill

the traditional volume of thirty double pages, in other words sixty pagassrwo pages for the

9



introductory text. To do this, they first had to compose the pages. Hottresaimany little
drawings orscraps of papesf various forms and sizeghich later were organized by his editors
to make a page like a collage.To create gpage or a double spreadHtM, it was necessary to
assemble, according to a certain system, images from different sheetding disparate
sketches or, conversely, cutting the sheets with various scenes. To make a draft of a page, th
created a prepaxaty drawing on tracing paper, which had been placed over the original. It was
possible to execute several transparent sheets for a single page, each one more and more detai
After that came the final contour drawinigafishitg which was used for the pgraration of the
woodblock. Thehanshitawas glued to the board face down and was cut through during the
process of engraving. To make the original sketches fit the page, the artists could redraw them t
scale to make them smaller or larger. Finally, theppred pages (or double spreads, as two
pages were cut on one block) were put in sequence to make a composition. The principles of th
organi zation of the volumeds composition wi
following question: who cailed out all these preparations? What was the role of Hokusai
compared to his disciplesuimeditors and his publisher? It is impossible to give a definite
answer about each page and even about each volume; however, it is clear that the greater part
thepostpr oducti on and the preparati on osfudentsh e ¢
He may have supervised the work or suggested the general scheme, but the huge and as
unacknowledged role in the formingldMwa s pl ayed by HookpileraThés e
| eading position in this process belonged
(17751824, a mature artist who had already studied with Utamaro but turned enthusiastically
for his tutoring to Hokusai. Judging by the fact that in Nagbgaentire artistic society gathered
at his house to cel ebr attedohankMosaverowe shauldrnotv a
forget that he had already published a few picture books of his own that bore some similarities t
HM. Jack Hillierwroteabau t he i mportance of Bokusen: AT
pl ayed, probably, the key role in prefaring
According to the colophons, five disciples and followers of Hokusai took part in the
preparation of hi$iM in Nagoya and Edo. Bokusen and Hakuun contributed to the First volume,
and for the Second volume they were joined by Totoya Hokkei (178031850 ard
TPenr @ Hokusen, both from Edo. (These two

members, i.e. Bokusen and Hakuun.) In the Ninth and Tenth volumes, Gessai Utamasa
(17871864 Nagoya) worked in place of Hakuun. The editors were distributed sathes

volumes in the following fashion:

% Hillier, JackThe Art of the Japanese Bodlkondon: Sothebys, 1987.0V Il, pp. 81@ 18.
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VI
VIli

Xl
Xl
Xl
XV
XV

1814. Hokutei Bokusen, T@®nansai Hakuun:

1815. Totoya Hakkei,
1815. Totoya Hakkei,

TOenr @ Hokusen, Hok
T@enr @ Hokusen, Hok

1816. Totoya Hakkeil denr @ Hokusen, Hokutei Bokusen

1816. Totoya Hakkei,
1817. Totoya Hakkei,
1817. Totoya Hakkei,
181718. Totoya Hakkei,
1819. Totoya Hakkei,
1819. Totoya Hakkei,
before 1834Editorsandcompilers not listed;
1834.Editorsand-compilers not listed;

1849. Editorsandcompilers not listed;

after 1849. Editorandcompilers not listed;

1878. Editorsandcompilers not listed.

lll. 1. Colophon, Volume I.

T@enr @ Hokusen, Hok
T@enr @ Hokusen, Hok
T @eTh@ nda rtHo&kiu skeank u tHD;K
T@Penr @ Hokusen, Hol
TPenr @ Hokusen, Hok
TPenr @ Hokusen, Hok

The names and personal se
of Bokusen and Hokuun appe
in the colophon of the Firs
volume. There is also a
i nscription:
Kat sushi ka Ho
impression of his see
ARai shino I it.
Thunder Bl ast
hand sidei s t he [
seal (See lll. 1)
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lll. 2. Colophon, Volume Il

After the tremendous success of the First volume, all subsequent voluhtiglswdre
published concurrently in Nagoya (by Eirakyigad in Edo. It should be mentioned that in the
first edition of the First volume there were no captions to the pages or any of the figures. They
appear in the next edition of the First volume and in the succeeding volumes. Evidently, the
ability of the general audience to understand pictures without inscriptions had originally been
overestimated.

In Edo, the preparatory work was carried out for the most part in the studio of Hokkei.
The permanent publishers of the volumes from the Second to the TerBuoinwere
Kakumaruya Jinsuke, Hanabusaya Ei ki chi and
volumes Il, I-X. Volumes XEXIII were published by Eirakuya only, and the Fourteenth was
made in Edo by Izumiya Ichibei. The Fifteenth and final volume wasghdd in Nagoya by

Katano T@shir@ (the son of the original pub
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The Term Manga

These days, when they speakdnga people usually mean thick volumes of comics or graphic
novels for (often young) adult audiences. This kind of picture book appeared at the end of the
Meiji era in Japan and gained enormous popularity in the following decades when it worked out
its own tlemes (sentimental juvenile love affairs or brutal adventures), style {bmbkhite
precisely drafted figures with a minimum of background and with dialogue texts in bubbles), and
poetics (dynamic action; combination of general views with large fragnretiieir own frames

on one page, etc.) This modenangacan be only partially linked with thmangao f Ho k u s a
times. To a substantial degree, the nmangais also the fruit of familiarity with Western
magazine cartoons.

When Hokusai titled the fitassue of hisnangafiHokusai Manga 6 t hi s wor d
enough, and the colossal success of this and the following volumes precipitated imitations in the
genre and i n t hmangas aigtes edff .t hSe nweer d¢d hfbse t i m
Hokusai is often called the progenitor wfangai a n d nfaryga oth contemporary comics
and certain picture books of his era are méaNeither assertion is entirely correct. Hokusai
was not the first to create such books and was not even the first tteeuserd in a book title.

We now discuss thhhagdi shompref debhaiterm i

Hanshi Sanjin, the author of the Introd
himself, when asked what he would like to call the book, answédedga Usually, it is
transl ated as Arandom pi ct ur eHokugai Skeichbeokbat i s
HM are far more than just sketches.) The dictionary entry for the charaater gives the
meaning Adrandom, not oHMitasnincarect fordthe Ipictures HM t h
are not random and disjointed; they are organized in a certain way into a coherent compositionz
entity; see the discussion below. For now, it is important to say that, thematically, the content of
the First voline was At hree hundr ed iofrdnd [Danist] imniottals,k i n
Buddhi st saints, men and women, to birds, b
Introduction. Thus, judging by the multifarious and comprehensive conteng biMhvolumes,
it would be better to transl ate t higsoftal nom
sorts. o

However, the semantic area of the charatteni ncl udes meani ngs su
irregular, not in order, random, curious,icarat ur i st i c, humor ous, or
certain core of free sketchiness, the grotesque, and humor. There are chagtdr&earing

titles such as Tficokny @gal)oorr dirsekzeyt)c hyi o talbrbe se

11 See, for instance, Bouquillardocelyn and Marque€hristopheHokusai, First Manga MasteN. Y.: Abrams, 2007.
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(ryakuga ). These terms as well as similarofieg§ s ket chy (abbrevi at ec
YyAirunni ng Ohi ua Shiloc r(ude Bogat u)remidos (hi evous

(giga ) anda dozen of others were known years before Hokusai. They were often used in

the titles of books. The wonshangafactually combines all these terms in aneatibracing one,

similar to how the encyclopedic omnitudeti! formed a synthesis of numerous picture books

of his forerunners and contemporaries. Nevertheless, he was fiaittteeuse this word.

By some surprising historical fortuity, in 1814 the same year the First voluhikl efas
publ i shed, anot her pinangau rien biotok twiittlhe taipep ew
virtually unknown artist, Aikawa Minwa, and waalledManga Hyakujo(One Hundred Women
in the Manga Stylelf The day and month of its release are unknown. It cannot be precluded that
Aikawa sawHM or perhaps heard from his friends that such a book was in preparation and
quickly picked up on this very apt title. But | would like to think that he did not steal the
felicitous discovery of Hokusdi he may simply have been thinking along the same kmes
caught the idea that was floating in the air, as sometimes occurs even with artists of modes
talent.

Thewordmangaa | r eady exi sted at that time. The

wrote a haiku:

Manga to wa Dubbedfisketchy comios
iedo mdari wo They ae still inadvertently
nai tehon Decent portrayals.

Here, the wordplay is based on the polysemantic meaning of the mardgand decent. In one

sense we can say, Aal though these pi atdinr es
anot her we can say fialthough they a'Jadgingal | «
by this, pictures known asanggh ad been known at | east since

In 1798 the wordnangawas used by the renowned writes 8t @ Ky @d eimthe

Introduction to the picture book of the artist Kitao Shigemasa under the title
Passerby for Every Seas{hiki no yukikai ) . This book engaged
and, moreover, Hokusai w avbo himneelf begaa esgan artistnas & d

disciple of Shigemasa, under the name Kitao Masanobu) and they collaborated in the 1790s.
But this was not the first usage. Thirt

drawings in a free humorous styleframh e br ush of the famous pa

12 pjkawa Minwa . Manga Hyakujo . PublisheMaekawa Rokuzaemon et al, 1814.
B This poem and its translation is borrowed from the book: Kern, Aiéanga from the Floating World: Comicbook Culture
and the Ki by d€ambridgefHarEaddnivkraity Rre2605,p. 142.
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(16521724)was publ i shed, in three small vol umes
drawings were compiled and prepared for th
(17321803). The book ha the wordmangain its title, but it is not easy to translate it in a
succinct way. It can be renderedTdse Sketches of [the master named] The Nest of Butterflies
Who Excelled in Drawind The drawings in this book, funny street scenes and depictions of
merchants and artisans, in some respects foretell the drawings of Hokusai.

The readingmankakuinstead ofmanga as Isao Shimizu suggested, has a serious
justification important to our investigation of the sources of this term and of its semantics.
Shimizu found that these characters with the readmagkakuare explained in the Introduction
to the book by the writéi aSuRDkiai)daderkhe e
Mankaku Zuihitsu , which may mean, according to the dictionary definitions of its
charactersYariously Sketched Essays simplyZuihitsu in the Manga ManneShimizu wrote
that he had originally accepted the first versidhyt later found the book (initially he dealtlpn
with its title) and realized that it was a collection of literary essays izuttsugenre without
pictures and without discussion wfangapictures. In the&kambunintroduction to this bodK in
the very first line it is said thahankakuor mangai no readings are provided) is a bird. Indeed,
in Chinese lexicons the charactemanhua(Jap.mankakuor mangg are explained as the name
of a certain bird’ In Japan, where it could be seen until the end of tflec8tury, it was called
berasagi (Lat. Platalealeucorodia),a spoonbill, because of its long beak with a round
widening at the end. Hokusai, by the way, depicted it {25l

This is what is said in the IntroductionfMankaku Zuihitsu

In the Great Ocean there lives a bird. All dagg it flies overthe watess, catches little

fish and eatshem but cannot be satef ] Often people, not so [refined] spiritually,

play musicandchessandwrite and drawi they amuse themselves whiindred of arts,

but they have nanasteryof anysingle oneAs for me, | like only to read and to write.

All day long | am engrossed in it, but still crave it more and masg thaimankaku

bird."®
Mt is not eay even to give a definite reading of the characters ‘ltmaybeMankaku zuk@(thsunc h ¢
is the opinion of the researcher of the earlgngalsao Simizui see Simizu Isao , Edo no Manga: taihei no yo no
esupuri -3 ={=% : - - <’ok i [Manga’ of the Edo Time: The Spirit of the Great Epoch], Tokyo: Kodansha,
2003,p.178)oManga z uk @ (spuenaldibnagy cagabogues).
5 Shimizu IsaoManga no Rekishi — [History of Manga], p. 19.

16 See the photograph of it in Shimizu 200316, ill. 84.

71t was noted at the same time by another Japanese researcher, Miyamoto Hirohito, but he did comment on any possibl
connection between the bird and the genre of pictures. See: Miyamoto Hirohito . iManga: Gainen no
Bijutsus 0 — Ys |- %10 ), #154, vol. LII, No. 2(2003), p. 319.

8 Translation is mine from the photograph in Shimizu 2003, p. 178.
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Thus, the titleMlanga Zuihitsucan be translated d$heEssays of Insatiabler Sketches that are
Neve Enough

As with themankakubird, insatiability became the distinctive feature of itengagenre,
concludes Shimizu. It is appropriate to stress here that the investigation of remote anc
unexpected sources of this term is useful not only for purdiglastic interesi where and
when it emerged but also because it adds significantly to the clarification of its semantics. Thus,
the title Hokusai Mangawe can now render ddokus ai 60 s End| etsresIThis Var
insatiability perfectc or r esponds wi th Hokusai 6s @®s)essi
or the art of drawingkgku ) , f or thi s is exactly what he
(The Old Man Crazy About Painting.

| have already mentioned that, in the year of pubboaof the First volume oHokusai
Manga (1814), another picture book with the wondangain its title was printed. After
Hokusai 6s runaway S Uuc cC emangain theirhitesbeganamdpmedr wi t
other artists or publishers wanted tdotathe moment and capitalize on the succedsMf In
1817, an aloum called @r i n ,Maangcaol | ecti on of drawings I
(16581716) was issuedThe publishers Eirakuya and Kadomaruya (who had publistéyl
used drawings by atebayashi Kgei (1st half of the 18 c.), an artist of the Rimpa
School who collected and edited many of K@
is a blackandwhite and not particularly attractive edition.

The following year, 1818, saw the publication lebkumei Manga . The
publisher is not known, and Hokumei was a litleown disciple of Hokusavho worked from
18041830.

He was born to the I noue family, agoldhe Wwas c a u
call ed Katsushi ka Ho kgd meeichosefthe one daselyaesembliag his s
teacher 6s: G gGrazyAbbub Painting). In 1823 an anonymous bdakkkei

Manga (A Humorous Bookappeared®

19 At the end of this story one should point out two things: did Hokusai really read the IntroductionMartkekuZuihitsu

book? Because there is no documented evidence of this, one can admit that he may not have done so. However, he might he
heard about such a bird with its strange name and such a memorable description of its habits. This is likely as he was ver
familiar with numerous Japanese editions of Chinese compendia and encyclopedias.

20 Mentioned in Shimizu 2003, p. 180.
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The editors oHM, Hokuun and Hokke
also created their own books wilanga

during the next few decades: Hokuun
18181830 and Hokkei in 1830844.
In total, during the lifetime of Hokuse
about fifteen books with the worc
mangain their title, prepared by variotr
artists, were published.(See |lI. 3).

lll. 3 A doublepage from Hokuun Manga. The British MuseL

The Volume Titles of Hokusai Manga
The majority of editions oHM have vertical strips of paper with t
title glued on the left side of the cover. These strips are adliseén

. In the upper part of daisen the text is written in two column
(tsunogaki %) with two little characters in each column (s
below). Underneath these are the large charakteksisai Mangaand
the number of the volume from the Initial issshdhen ) to the
Second and on to the Fifteenth.

The four small characteenshin kaish in the upper par

of the strip serve as a sheading which often appeared in old Japar

books. Usuallyd e n's hi n sk asingdltelr st ood as

lll. 4. The title of the First o
Volume of Hokusailanga. @ few variations:

1.
2.
3.
4.

fiThe educatiorof beginnersy the spirit of thingsd™
fiDasWesenVermittelnunddasmalenlernend®
AL 'initiation ala transmissiorde|'essenceleschosesy?*

fiTransmitting the Spirit, Revealing the Form of Things

1 gee the general list in the aforementioned article by Miyadaion ga: gai nen no j1s@ka katei
22 http://www.japanesegallery.co.uk/default.php?Sel=mmanga&Submenu=4

2 Nagata Seiji (Ed.)Hokusai Berlin: Nikolai, 2011, S. 205.

%Christophe Marquet. filLa r®ception auwikafswie ettigilsati@an ldblivrens
i Revue internationalévol. 3. Paris: Droz, 2007, p. 110.

25 http:/imetmuseum.org/collections/seatttte-collections/576822img=3

17


http://www.japanesegallery.co.uk/default.php?Sel=mmanga&Submenu=4
http://metmuseum.org/collections/search-the-collections/57682?img=3
http://metmuseum.org/collections/search-the-collections/57682?img=3

There are rather convoluted explanatioiBenshin Kaishumeangimparting the essential
natureof a subjectto the viewer sothatthey canalsolearnthe art of paintingd®® and there is the
commendably simpléiMeaningunknownd&®’

Because the meaning of this locution is very important for an understanding of the
essence dflM, it deserves thorough investigation. Where did it come from to become the title of
HM?

It first appeared as a seal 6s fukpr pdfsi o
the first volume ofHM, printed in the first month of 1814. Besides this,sitwritten as the
heading of the Introducti ondetnositnd iksaTiksehlla me
this text was Ha absubWhonSromnnmuchns known apart from the fact that
he was amongst the group of artists who hosted Hokuddaig oya i n 181 2. Har
the two parts of this expressiatefishinandk a i )sdparately in his eulogipenshingoes back
to one of the primeval concepts of Chinese aesthetic thelmmgnshen At he t r ans mi
soul or e s &efart Ehé origimof tlis canoept can be traced back to the teaching of
wenqi (Jap. bunki ) proposed by the poet and theorist Caq Pi , 187%226) Wenqiis
often transl|l atodd |lagd efiah@rppneuma a broader
emanation of culture. The ideadfuanshenvas treated in a detailed way by the great Song poet
Su Shi( , 10371101),whose depiction appears several times in the pagdMoHe taught
that, in poems and paintings, it is necessary to capture the true spirit or essence of the object. F
some artists, such as the famous painter of the Jing dynasty Gu Hutou (better known as
Gu Kaizhi , 344 ca 405), this spirit is located in the pupilsf the eyes, while other
artists place their indomitable spirit points in other locatf8ns.

I n other words, Athe transmission of th
spiritual wave emanating from an object and its fixation by the artishisn material
representation (thus being perceptible to
Hence, in his wording, Hanshi Syaargldivenerateol n n e
traditions of the spirited Chinese artists and poets.

Att he end of his Introduction, Kaingthll ¢
Aopened hando) in the sentence where he sa
should use thig a i .sThidb i n lisnfieund only in a very specific usage in thé @i karate
(Athe mode of the open hando) ; I ts usage inrn

26 \www.berlinerfestspiele.de/.../mgb1l presse

27 http://www.artsconnected.org/resource/49557/randkaichesby-hokusailx

2 5ee more inChinese Theories of Theater and Performance from Confucius to the Predertnd translated by Faye
Chungfang Fei. Ann Arbor: U. oMichigan, 1999. (First paperback 2002 p. 30), and Lee ‘&/gnu . AiSushi ds T
Ch u a n s The doarnal of Chinese Language and Literature, vol. X (1998, August).
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Because of this, the editors who issued a modern editidtiVoexplained this expression as
nyl monhegw i ntroductory h aof HVM doeskat ook likBaimanualh e
for novice artists (the genre specificity will be discussed later). It is clear that it can be used for
instruction, but how exactly? | think that, with the combination of the classical Chinese aesthetic
termdenshinand he noncewortt ai stmit he heading of his Intr
mind something along these lind3:he Manual] Opening how by Hand the Spirit can be
Transmitted or The Guide Opening how to Transmit thessenceor, in accordance with the
two-tact principle of translation of foreharacter Chinese formulahe Transmission of Spirit
and Opening of Skilldn the semantic field of the characeeh T fihand, 0 t her e a
as Askills, Heaterity, or manua

As a result of all these meanings, the
the wrapping of the book in the form of an aphorism engraved on a seal. Perhaps it was done
the last moment, as the style of the engraving is rather crutlee following editions, the cover
wrappings bear impressions of different, better seals with the same text. Thus, the expressio
De ns hi nbedamaei apértiof the title 6fM and found its way onto th@aisenand later to

bibliographic descriptions assuftitle.

Genres of Picture Books before Hokusai
It is important to know the history of the temmangabut no less important to pla¢éM in the
context of picture books by Hokusai 6s pred
mangain theirtitles. To this end we can mark out four main groups:

1. Books with drawings of comic subjects or grotesque characters.

2. Collections of classical subjects and iconographic samples, which often served as

reference books for young artists.

3. Manuals of drawing o¥arious content.

4. lllustrated dictionaries and thematic compilations.
The first group is significant not only foHM but for allmangaof the 28" century. Its history,
according to Shimizu | sao, Ais stildl ngt k
Shimizu brings the beginning of the comitangato the early 18 centuryi the books of
caricaturestbbae ) that have a remote ancestn C h @gida , the famous
hand scroll of the ®cent ury of animals frolicking, é

Prominent representatives of t hi <firstshalfyoftiee we

18" ¢.) and Hasegawa Mitsunobu (mid-18" c.). Thetobae style was recognizable

29 Shimizu 2003, p. 62.
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by the grotesque caricaturist drawings with skinny figures, which resembled sticks (for example,

Tobae ogi no mato — , [A Target Shaped as a Fan in the Toba $tylee artist
Ooka Shunboku , the publisher Tada Yoemon, 1720) and the more lively
compositions of Sdbaenakubidemei i ol a(Humorauk Toba

Picturesto Stop Yawningl720,the second edition of 1793, which Hokusai would probably have
known).Hokusai himself resorted to this mamnsuchas in hisbookE T r yT odoke hy a

(One Hundred Poems with Risu

Jokes ca. 1811). Some subjects from this bc

closely resemble the humorous pages in
Twelfth volume ofHM (see, for instance, XITI-

8r). Even more correlations wittoba-e can be

seen i n Hokusai 0s m

shapes of his figures, cf. the composition w
Sato no Tadanobu forcing his way with the h
of a go board through a group of attackéiy -

4]1) and the similar composition in Hasega
" MitsunobTobae W aslebyd

" vy J (Brush Rhythms in the Toba S)ylé724.
lll. 5. Hasegawa Mitsunobu. Tokn f ude b y.¢ (See ill. 5 and 6)

Besidestobae, numerous picture books in t
genresk y @ giga and ryakuga belong to this
first group. Hokusai

pi ct kry&dimself, and his disciples wel
involved with this genre too. For examp
shortly before the release of the First volume
HM, Bokusen publishekky @g a e n (The
Garden of Comic Picturgsin three volumes
Many subjects and the manner of represente

foreshadowed Hokusai (such as human figt

with enormously long arms and legs, or peoc
lll. 6. Hokusai Manga, 1M4l.

playing thejankengame, or heroes of the past
shown in arisible manneAs f or t h(eo ril sakbebtrcehvyi at e d, ryakugas i m

Hokusai was preceded by Kitao Masayoshi (alias Kuwagata Keisai , 1764
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1824),who published two albums in 179Ryakuga shiki (The Method of Simplified
Drawing) and Shoshokiekagami (The Mirror of Images of All CraftsmgnThe first
book is divided into two parts: APl ayi ng
specific postures and attitudes of various aniridigr instance, 54 postures of cats and 24 of
tigers.In the second part he depicted many artisans working at their crafts. Soon, this interesting
artist was practically forgotten, obscured by the deep shadow cast over him by Hoktsai.
genre of such pictures actually has a long tradition going back deaewval scrolls of contests
between artisansSpokunin uteawase F 2 )- Hokusai must have known this.
Moreover, it is evident that he had thoroug
This fact was already noticed by one of the first esihieis and connoisseurs of Japanese art in
Europe, Theodore Durefi | n publ i shing his Mangua, Hokus
that the other artist had alre®Ady gone down

There are numerous games depicted in tleedfith volume oHM, andHokusai would
not only have seen them in the real world but could also have borrowed them from the picture
book Ehon otona asobi (A  Book of Pictures of Adul
179293). There, he would have seen maoynically treated expressions, which he included in
his Tenth volume in large quantiti&s.

The second groupconsists of old Chinese and Japanese compendia of samples of
paintings. There are such w&thown books a3 he Instruction of Painting from The 8ta of
Ten Bamboo(Ch. Shizhuizhai huapuJap. Jitchikusai shogafu ), 162733,
compiled byHu Zhengyang, an@he Transmission of Painting from The Mustard Seed Garden
(Ch. JieziyuanHuazhuan Jap.Kaishien gaden ), 16791701, compiled by Li Yu.
The latter was especially popular in Japan, and his influence on Hokusai will be discussed latet
We should also mentioA Collection of Eight Kinds of PaintinCh. Bazhong huapuJap.
Hasshu gafu , 162028) compiled by the Hangzhou scholar Huang Fengch
(15581626. In Japan it was first published in Kyoto in 1672 and reprinted in 17 irtcluded
421 fullpage illustrations, 213®f which dealt with the realm of naturéhere were also
illustrations to the subjects of Chinese classical poetry and reproductions of famous Chines

paintings. For Japanese artisttassu gafuwas the first extensive source of information on

%0 see the reproduction of these albums in a book with a tellingThike:Edo Draftsman Kuwagata Keisai: The Man Shaded by
Hokusai(Atsumi KuniyasuEdo no kufusha Kuwagata Keisai: Hokusai no kesareta ofbékyo: Shohan, 1996.

- . [ i%l\/
31 Quoted in Marquet 2007, p. 22.
%s5ee, for instance, reproductions from Ehon orona asobi [
Hokusai 6s Pi ct ur RictuRdBookssand Ukiye (Htotkeu stRo ok hon dakzai kent @
9 8 < ), Tokyo: Bijutsu 9lppansha, 1978, pp. 214
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Chinese paintin@ both in compositions and in teclyuie. It was especially popular amongst the
artists of the Nanga School. Subsequently it yielded its populariigedustard Seed Garden

On top of this, another Chinese book gained popularity in Jagenan quanzhuar(Jap.
Ressen zenden , The Comfete Biographies of the Host of Immorfgalsompiled by
Wang Shechin. It included numerous legends about Daoist immortals and was published in te
volumes in 1650, reissued in three volumes in 1775. In Japan it was printed in Kyoto in 1791 in
eight illustiated volumesWYz @ r essen z e n ) ¢élokusai would certainly have
known both this and the collection of comic verse about various people from this book, which
was published slightly lateK(y @k a r essen zen)den

The texts of maheod ad stherockassitahagistskvno nzadeSannotated
lists of subjects and motives for their disciples are important Japanese sources. First of all ther
were the books of Tachibana Morikuni (16791748).He drew and wrote several manuals
which were very popular up to the publication Hif1. Amongst Tachi banabo
following: Ehon skurah @b u (A Book of Pictures: A Sack of Precious Images
1710, reprinted in 1770) in ten volumé&hon shosim hashira date (A Book of
Pictures: The Pillar for Beginnersl715); Shasei kimono zuga (The Drawings of
Animals in the Truthful Stylel719); the monument& h on t s u h @s h(A Book of
Pictures: The Collection of the Treasures of the M/at729) andEhon nezashi takara

(A Book of Pictures: The Treasure of Direct Learnih@45)i more than thirty volumes in
total.

Another important source for studying the laws of painting, as well as themes and
subjects, was the book by Hayabforiatsu (beginning of the 18¢c) Gasen (The
Dragnet of Pictures1721) which contains six volumes. According to the Introduction, it was
written in 1712. Moriatsu was a @6081674pThee o f
first volume inclue@s theoretical discourses; the next four demonstrate samples of landscapes
plants, animals, birds, and Chinese and Japanese figures, as well as recommendations on how
depict them correctly. The last volume gives advice on how to mount paintings arid baxe

for scroll s. ASs a student of t he Kan@ Scho
studied this book.
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For technical drawings, such as armour i

weapons, or Western motifs, Hokusai coi

have sought guidance in the bodk @ m
zatsuwa (Various Observations o
the Red Haied [Peoples] 1787). It was &
treati se by Mor i shi
(175418107?) which was a free adaptation ¢
the Dutch version of the Frendbictionnaire
Oeconomiqueby Abb® No@633
1712) brought to Nagasaki by Isaac Titsingr
the early 1780s. It was published in 1787 w

il lustrations by St

Masayoshi. Hokusai made a close copy of

bear trap with a gun in front of a den (s€d -
15-16r).

lll. 7. Hayashi Moriatsu. Gasen. Scenes of Hell

Thethird group includes numerous books with the waegdshon( i ma n u a | of d
orgafu( Atutori al of paintingo) in their titl:
Amongst his i mmediate predece@&9lB29), pubkshed a mu

three volumes oBunp @ gaf uBunp@ds Tut o)with humesous sPali nt
figures of men and beasts in 181A4.

Thefourth group comprises books of an encyclopedic nature, such as the Chamese
tuhui (The Compilation of Three Natur@s Pictures 1607) compiled by the scholar
Wang Qi. This fundamental edition was popularJapan both in its original form and in a
Japanese adaptation by t he OsHisknark sndentbd tider T
Wakan sansei zue (Japanese&Chinese Compilation of Three Natures in Pict)ires
was published in 17125 in 81 volumes. It contains 105 chapters about pretty much everything
i from celestial constellations to plants to descriptions of crafts. One more important source wa:s
the compendium of Buddhist iconograpByu t s u z @ z uThe Collection of Buddhist
Imagery compil ed in 1690 b pasedannChineski material®. i aontains
more than eight hundred sample images of Buddhas, bodhisattvas, and other Buddhist figure
alongside Buddhist ritual objects and implements. # eeélition was issued in 1783; Hokusai

made extensive use of the images from this book
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1 T 8.
Hidenobu.
But suz¢
Scenes of Hell
and other
characters.

Even more important as a source of information
the bestiary of anothe
(17121788).His bookGazu hy a
(The Night Parade of Hundreds
Demon$ was published around 1776 and additio
volumes were publigd in 1779, 1780 and 1784.
depicted all kinds of ghosts, demons, dev
animated musical instruments and home utensils
Sekien relied on the scrolls of the artists of the T
School, who drew fione
Muromachi epoch. Forxample, there is a han
scroll traditionally attributed to Tosa Mitsunol
(14341525 Hy ak ki yak @ e méTke
Hand scroll of the Night Parade of Hundreds c
Demons) which belongs to Shinjuan stkmple of
Daitokuji monastery and is ranked a Natior
Treasure.The earliest extant scroll is that of To
Yukihide (alias Fujiwara Yukihide , who
Ill. 9. Hokusai Manga, H6r. Scenes of Hell worked from 1410 to 1430k 1770, pictures from
hisHy a k k iwerg endgraied and published in thellectionK y @ g &TeenGarden of Comic
Pictures) in Kyoto byorSurkiRirns k@ )nTheseithagsdk e
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