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The impact of composition in Toyohara Chikanobu’s Mirror of Our
Country’s Revered Deities and Esteemed Emperors:
A woodblock print from the Museum Rietberg collection Zurich

Josepha HUBNER
East Asian Art History, University of Zurich

The study at hand takes a closer look at the woodblock print Mirror of Our Country’s
Revered Deities and Esteemed Emperors from 1880 created by Toyohara Chikanobu (1838-1912).
Particular emphasis is placed on the representation of Emperor Meiji (1852—1912) and on how the
composition of the print may impact the message conveyed. The artist Chikanobu was specialized
in newspaper illustrations and woodblock prints depicting historical subjects as well as women and
children. A large part of his printmaking career consisted of producing propaganda works for the
Meiji government. Woodblock prints, also called nishiki-e, had a great influence on public opinion
in the early Meiji period. During the 1870s, it was not yet possible to mass-produce photographs,
making woodblock prints an important genre for inexpensive image distribution. In the 1870s and
the 1880s, numerous artists created prints showing the imperial lineage for both informational and
propaganda purposes. The print in question shows the 122" emperor of Japan, Emperor Mutsuhito,
also known as the Meiji Emperor, and his consort Ichijo Haruko (1850—1914) amidst deities of
Japanese mythology and past emperors.

A main aspect of propaganda is that it appeals to emotion rather than centring on logic.
When considering the composition of the print Mirror of Our Country’s Revered Deities and
Esteemed Emperors, different layers of meaning are revealed and thus deepen the understanding of
how propagandistic prints may affect the viewer. The presentation aims at validating these
assumptions in respect of the composition and by comparing it to other works depicting Emperor
Mutsuhito. It also draws on various literature in the fields of propaganda, referencing the artist
himself as well as the development of the Meiji Emperor’s visual culture.

This research uses nishiki-e as primary evidence of how the visual representation of the
Japanese Emperor in the late nineteenth century witnessed a revolution, particularly once he started
to appear on photos and in popular commercial nishiki-e. This shows a clear demarcation from the
earlier non-visible monarchy in Japan. The prints helped promoting the new imperial myth and were

a mean to popularise the goals of the new regime, to solidify its power and to impede opposition.
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The Position of Lesser Ury in German Impressionism

MCCARTNEY Mariaami
Art History, Kansai University

This presentation will examine Lesser Ury’s place in German Impressionism by
comparing him with other German Impressionist painters, focusing on the characteristics of his
work. While heavily influenced by French Impressionism, German Impressionism developed by
focusing on urban landscapes and social themes. Lesser Ury was a Jewish painter active in Berlin
in the late 19th and early 20th century, whose work depicted urban landscapes, particularly rain-
soaked streets, cafés and night scenes, capturing artificial and natural light. However, he also
produced Zionist paintings based on the Old Testament.

At the time, the Academy strongly influenced the art world in Berlin. However, there was
also a great deal of dissatisfaction with the formality of these institutions, which led to the formation
of the Secession. The Berlin Secession was a group of artists who broke away from the traditional
art institutions to form independent exhibitions, promoting new and innovative art forms. German
impressionist painters joined the Berlin Secession and became part of the most advanced art
movement. Ury’s career was challenging due to a feud with Max Liebermann, the president of the
Berlin Secession. Liebermann prevented Ury from exhibiting at Paul Cassirer’s gallery and the
Berlin Secession exhibition. However, Ury subsequently established himself as a unique figure, as
his urban landscape works were highly acclaimed by critics and audiences alike. It was not until
Lovis Corinth replaced Liebermann as president that Ury became involved in the Berlin Secession.

Ury’s use of dark tones and soft brushstrokes to express atmosphere and emotion is a
hallmark of his work. With its sense of instantaneous realism, his work excelled at capturing aspects
of modern urban life and expressing its beauty, loneliness, and melancholy.

While many German Impressionist painters depicted nature, everyday life and portrait,
Ury’s work was unique in its focus on the modern city. Max Liebermann’s early work shows that
his primary focus was on realistic representations of farmers and people living in nursing homes
and orphanages, often in a dark, earthy and grey tone, which changed significantly in terms of
painting technique and motifs after the influence of Impressionism appeared around 1890, especially
from 1900 onwards. There was a shift from depicting farmers, fishermen, factory workers and those
living in orphanages and nursing homes to depicting the middle and civic classes and from depicting
labour to leisure, sports and portraits, which became brighter, more colourful and full of movement.
Rovis Corinth painted urban and rural scenes but often emphasised figures in dramatic situations.
In a group of German Impressionist painters who focused on motifs and themes, Ury focused on the
modern city. He mass-produced urban works that were popular with everyone for a living. However,
he also wanted to produce Zionist paintings, which were a reflection of his Jewish identity and a

way to express his cultural heritage.
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The Impact of Women’s Magazine on Gender Construction
during the Early 20th Century Japan

Caterina DICKEY
East Asian Art History, University of Zurich

This presentation will explore, how the visual representation of women in mass magazines,
together with conservative and progressive written articles, played a role in shaping the societal
identity of Japanese women during the early 20th century. Ever since, in 1880, compulsory
education was implemented in Japan, and literacy among women increased, women became able to
access varied types of information, for example, magazines. Besides framing them as the audience,
this raises also raises the question how they were visually depicted in the magazines of early 20th-
century Japan, what types of articles these magazines published, and which subjects they explored.

To answer these questions, this research will visually analyze the portrayal of Japanese
women in magazines and analyze the content of the articles that were published in these magazines.
The analysis will focus on three magazines of the time: Jogaku Sekai (" #15Y), Fujokai (Ii2c
) and Shufi no tomo (F:17 0 ). These magazines not only promoted trends of the time like short
Western style hair known as danpatsu (%) but also portrayed different female ideals like ryasai
kenbo (E3EEFE), which translated means ‘good wife and wise mother’, and the modern girl (<&
477 —V). These two concepts of female identity are often presented as opposites. While they
are visually different, they share certain features, as they were both used to reinforce traditional
gender values.

This research suggests that, although the visual representation of women in magazines
played a role, the articles likely had a greater impact on the shaping of female Japanese gender
identity. Some of the articles were very progressive like “Methods of Birth Control” (1922) and
others were more conservative: “Makeup becoming Housewife” (1917). However, the kokuhaku
kiji, known as the confessional article, had the most impact. This type of article offered women a
platform to communicate and share interests and concerns. Thus, women were able to cultivate a

life outside of the home, which was a commodity for most women.
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The first Korean developer “Jeong Se-gwon” and the City type Hanok

-The basic concept and idea—

UEDA Masayo

Master student, Kansai University

This study focuses on Jeong Se-gwon, known as Korea’s first “Hanok developer” during
the Japanese occupation (1910-1945), who worked to transform Hanok houses into more
comfortable residences.

Jeong Se-gwon, born in 1888, dedicated himself to improving the lives of Korean
residents after he began working at the town hall. At the age of 31, he moved to Gyeongseong,
known today as Seoul, and established his own construction company. At that time, the number of
Japanese immigrants increased, and hence, they built Japanese-style houses in the southern part of
Gyeongseong. In response, Jeong Se-gwon built City type Hanok houses in the northern area, some
of which still stand in Bukchon Hanok Village.

Jeong Se-gwon’s City type Hanok design is based on three core principles. The first is
hygiene, suggesting sunny and well-ventilated homes to promote health. The second is practicality;
he proposed that the houses should be both habitable and robust. The third principle is affordability,
as he advocated for affordable housing with manageable maintenance costs.

In Jeong Se-gwon’s design, people would remove their shoes before entering the rooms
through the entrance hall. He placed the living room on the south side to create a more comfortable
space. When building his houses, he used glass and brick, which were innovative materials at the
time. Moreover, he advised that the kitchen, dining room, and laundry area be located on the
basement floor to improve the efficiency of household chores. He also adapted the traditional ondol
into a vertical ondol, which heats wall surfaces in addition to conventional floor heating.
Furthermore, he advertised the sale of Hanok houses in newspapers. By establishing a mortgage
loan system through his company, which financed 60% of the selling price, he made the City type

Hanok more accessible.
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Cross-Cultural Reflections: How does the Swiss Monte Verita Tea
Garden reproduce Japanese Tea Garden Traditions?

Franziska ENGELER
East Asian Art History, University of Zurich

The preparatory walk through the tea garden facilitated by the garden’s features is
essential for participating in a Japanese tea ceremony chadé 4SiE. Visitors turn away from the
outside world, are transported to another realm, and allowing nature to cleanse their spirits. Rooted
in Zen Buddhism, the Japanese tea ceremony is based on the teachings of Zen masters like Sen no
Rikyl TFJ4K (1522-1591) and the aesthetic of wabi-sabi {£ 1. Traditionally designed tea
gardens create a self-contained space. They resemble densely vegetated green forests in dark valleys
and seem to suspend time, ultimately revealing an eremitic house, the tea house, to visitors
traversing the path.?

In keeping with the tradition of tea culture, a tea garden and a tea house were established
on Monte Verita in 2005. This effort was led by Lucerne pharmacist Peter Oppliger, who was
interested in tea’s medicinal properties and took on the challenge of growing tea plants in Ticino,
the Italian-speaking canton in southern Switzerland. While he aimed to impart tea knowledge and
culture as practiced in Japan, he designed a garden slightly differing from Japanese models.?

With a formal description of the Monte Verita tea garden and a comparison of its elements
with the traditional tea garden at the Omote Senke 7 T5 estate in Kydto, this presentation aims
to understand the relevance of these components, including the distinct approach by the Monte
Verita tea garden, and how it conveys Japanese tea culture. It proposes the tea plant itself as the
most relevant feature. Regardless of which path one takes or where one pauses, the tea plantation
within the garden is ever-present and clearly emphasizes the space. This leads the research to
examine the proximity and connection to what participants, mostly not part of Japanese culture, see

and consume during the ceremony.

1 Keane, Marc P., The Japanese Tea Garden (Berkeley: Stone Bridge Press, 2009), 158—162.
2 Interview with Tobias Denzler (22nd September 2024).
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Gender Ideology in Fairy Tales: A Comparison of the Brothers
Grimm’s and Yumiko Kurahashi’s “Snow White”

QIN Jiayun

Master’s Program in Literature, Kansai University

As a classic western fairy tale, the story of “Snow White” has changed with time,
presenting different values. Beginning with the images of Brothers Grimm’s “Snow White”, this
presentation examines the portrayals in Kurahashi Yumiko’s “Shirayuki Hime” from a gender
perspective, aiming to explore the temporal factors and cultural implications behind the changes in
Snow White’s plot and character images.

Brothers Grimm’s “Snow White” is not only beautiful in appearance but also diligent and
good-natured in character, reflecting the standards of Victorian women. The character of the
stepmother, on the other hand, is always portrayed as a villain, depicted as evil and jealous. The
success of Disney’s animated film further emphasized these character traits in “Snow White,”
making these images resonate deeply in people’s minds. Simultaneously, the narrative pattern of
princess fairy tales has become simplistic: the pure princess is always saved by a man, and the story
concludes with a happy marriage to the prince.

As “Snow White” has become widely known as a children's fairy tale, the values hidden
behind the story have also permeated the minds of its young readers. The tale of “Snow White”
conveys the expectation to girls that beauty is a shortcut to happiness, and that this happiness is
realized through marriage to a prince.

In the 1960s, the second-wave feminism emerged, seeking liberation from the societal
standards of womanhood. Against this backdrop, an increasing number of writers began to question
the literary world constructed by men, leading to criticism of the fairy tale genre as well.

At that time, Kurahashi Yumiko, who was studying French literature at Meiji University,
was also influenced by the thoughts. In her adaptation of “Shirayuki Hime,” Kurahashi focuses
primarily on the images of the two female characters. By stripping Snow White of her beauty and
defining her innocent as foolishness, Kurahashi breaks down the fixed portrayal of the character,
clearly pointing out that the essence of the perfect woman image constructed by men is that of a
foolish puppet, easily manipulated by others. On the other hand, Kurahashi seeks to restore the
Queen’s honor by altering her image and ending. She adds depth to the Queen’s previously thin
portrayal as a villain, emphasizing her intelligence and introspection. Additionally, she conveys the
message that strong, powerful women are not necessarily villains and that they too can achieve a
happy ending.

In 1812, the Brothers Grimm’s “Snow White” presents the character of Snow White as
pure and innocent, aligning with the standards set by men. In 1984, Kurahashi Yumiko challenged

this traditional portrayal by rewriting the foolish princess and the intelligent queen, breaking the
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fixed images found in classic fairy tales. Over the past century, there has been a rise in feminist
movements, the spread of feminist ideas, and an increase in women’s voices. Just as “Snow White”
holds different core meanings in different eras, adaptations of fairy tales serve as a mirror reflecting

societal changes, with each era’s storytellers embodying the prevailing thoughts of their time.
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