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SECTION A. 

DOCUMENTATION OF STUDIO STUDY 



1'..r .kma than Ho ln1es , 
Interim Dean, 
Tas11.anian School of Art C. A.E. 
G.P.O. Box I415P 
Ho tart, Ta:sn09.nia 7oor 

Dear lfr Ho l:.11es , 

Peter VI. Yee 
29 Grafton Street, 
Fa.stlakes, 
N.s.w. 2orn 
4.12.80 

1~y n:a.in concerns are concentrated studio work in continuing 
to refine and. develop in the areas of drawing and i:aintirig. 

To exfa.nd on the concept of document.a. tion not just on the 
finished work but rather the process before and during. '!he image as a 
rea.li ty employed. into drawing and :r:e,inting. To find the difference in the 
visual litero.cy of photo image as to perceptual experience. 

The continuity of studio work would only develop the powers 
of o bsorva tion, the :r:e, tience and the car:uci ty for total absorption in work. 

Yours sincerely, 

I 
' 
" I~/ -- (1L 

_· ---F----,...._-~-- ----
/ / 

f ,/ - (__ -----



M.F.A. COURSE PROPOSAL 1981 PETER lJ. YEE 

"Only representation can give reality to 

reality, realism does not exist in reality 

but in representation." 

YUKIO MISHIMA 

I use photographic methods and parts of photographs as a means 

of synthesizing images. I sometimes use the whole photograph 

as a compositional entity. A camera only makes three distinct-

ions; one is focus, the second is value (the Zone System, 

Ansel Adams and Minor White), and the third is where the camera 

puts everything on a two-dimensional surface. 

There is a danger of making finished photographs; for one, I 

have to be careful that the image is either under-played or 

exaggerated in value so that it will allow the completion to 

take place in the painting. If the photograph is too good 

and can stand as a finished work of art by itself, there is 

no reason to make a painting from it. I've always worked 

from black and white photographs and I do my own developing 

and printing. If you work from colour prints or slides, you're 

forced to make decisions more as photographic problems than as 
, 

painting problems. I found colour prints too restricting; 

whether I wanted to or not I was constantly referring back to 

the colour print. With colour prints I found I had to work 

out all those problems of balance out there or inside with the 

camera rather than in the painting. 



There are a lot of things.you can photograph, in motion for 

instance, which make sense as a photograph but which become 

false in a painting because painting is essentially a static 

art. A photograph often gives the feeling of a particular 

moment in time and you get the sense of how that is bracketed 

in with the before and after. I like the kind of photograph 

that tends to just bs; you sense that what came before was 

exactly the same as what is shown, and that what comes next 

is going to bs exactly the same. It is a kind of extension of 

time, which is a very traditional aspect of painting. 

I try to find and use that particular static quality to advan

tage to make something happen that perhaps doesn't happen in 

a photograph. 

The central problem in the paintings I've done, to ms, is a 

painting problem and not a subject matter problem. It has to 

do with the relationship between the outside world, the 

surface of the canvas, and the kind of tension that is set up 

between illusionary space and the integrity of the surface of 

the canvas. What I've bssn working on largely is setting up 

this kind of tension so that things refer not only to reality 

but also back to painting. It adds another element to that 

kind of special tension because it raises the question of 

whether you are looking at an illusion of pbjects in space or 

a representation of a flat piece of paper (a photograph) which 

is in turn a representation of things in space. So when you 

add the photograph in there between the things in space and the 

painting, the painting begins to flatten out as you think of it 

as a photograph and not an illusion of space. It's the 



references between what we know, what we see, what we think we 

see, and what's.there between the s~rface of the canvas and 

the illusion in the canvas. 

My paintings and drawings are a result of certain self-imposed 

restrictions that I set up for myself. I deal in Personal 

things with the concept that the spectator can still relate 

to it. I'm not concerned with painting people or with making 

social comments. Obviously the limitations I've set will 

ultimately affect the subject matter. 

Taking the photograph is the first step; the idea occurs and 

is involved with the photograph. That is the creation of it 

almost, and the drawing is the technique of transmitting the 

image. The process I use in drawing is not to validate the 

image but rather to comment on the process itself. The concern 

I have now is what implications the image has changed due to 

the process. 

The drawings that I have done are to do with the Zone System 

(Ansel Adams and Minor White), where I obtain a value scale 

from black to white. In photography the zones are not evenly 

spaced. They form three groups of low, middle and high tones. 

This is because of the limitations in the process (silver) 

itself. This is not the case in drawing, where you can obtain 

a gradual physical progression. In some of my black and white 

pencil drawings I see colour emerging; either it's an illusion 

or it's just my association with the image, I cannot quite pin

point it at the moment. In the coloured pencil drawings there 

is a distinct quality as opposed to painting the image, almost 

a distortion which becomes magic. One of the areas in which I 



can extend that process is in Printmaking, namely Lithography, 

to what conclusions it remains to be seen. 

To make statements of the process of drawing, to talk about 

the direct use of the medium, to let the drawing itself lead 

to other connotations rather than restricting the image to 

communicate to the observer the tactile quality of drawing. 

It is not a question of representation; it should evoke 

a language on other levels (dialogue). 

I find it fascinating and motiv~ting that I can paint or draw 

something which is very specific as in the jacket series at 

an unidentifiable location which leaves it open to various 

interpretations and connotations as an abstract painting. 

"Only representation can give reality to 

reality~ realism does not exist in reality 

but in representation." 

YUKIO MISHIMA 

Quote from 

MISHIMA, Y., Forbidden Colours 



M.F.A. COURSE PROPOSAL 1981 P E TE R lJ • YE E 

As an extension to my original proposal of a Master of Fine 

Art course I would like to add the following which should be 

considered in conjunction with the first statement. 

lJhat concerns me for the first year of the course apart from 

the process I have mentioned in my previous proposal, has to 

do with taking the subject matter, cropping it, so that in 

the final analysis the result is that the original_content 

of that image is taken out of context. 

The subject matter being used is of everyday paraphernalia, 

such as I am using in the trench coat and the suitcase 

series. In normal circumstance these subjects remain as narrat

ive objects in themselves. Once I have taken that object 

out of its surroundings it becomes something else. The content 

of the image becomes independent of its surrounding areas and 

thus is open to a range of different interpretations. 

lJith regard to the technical aspect in painting, apart from 

my interest in the formal elements of painting, I am partic

ularly involved with the tactility of the object, that is with 

the differences of materials within the image. My approach to 

drawing differs from painting in that the image becomes almost 

a vehicle for the process of drawing. 

My first proposai indicates my point of view of photography in 

relation to my work as a professional artist. It provides the 

~onrreptual basis of my thinking which will be explored further 



in the second year of this course. In par~icular I am 

interested in the actual processes of formation of the image. 

From the stages of when the shot is taken, to the negative and 

then to the print, mainly with colour photography. 

However, to me, future planning for the direction of my work 

is difficult because at the present I rely heavily on both 

intuitive processes and the experience gained from each work 

I do. 



IN REPLY PLEASE QUOTE 

FILE NO 

IF TELEPHONING OR CALLING 

ASK FOR 

The University of Tasmania 
Postal Address Box 252C, G.P.0., Hobart, Tasmania, Australia 7001 

Telephone: 2&6.5fid. Cables 'Tasuni' Telex: 58150 UNTAS 

203274 

lOth July 1981. 

Peter Yee, 
School of Art, 
University of Tasmania, 
G.P.O. Box 252C, 
HOBART, Tas. 7001 

Dear Peter, 

The Higher Degrees Connnittee met yesterday and discussed your 
study proposal. I am pleased to inform you that it was 
approved. It was noted that you had spent some time working 
on your proposal with Mick Carter and it was suggested that 
you might avail yourself of his advice in further developing 
the ideas in your proposal. It was felt, for instance, that 
aspects of your work will need some clarification. 

Your request that Lutz Presser act as your supervisor until 
Rod Ewins' return was agreed to. 

Kind regards, 

JONATHAN HOLMES, 
MFA Progranune Co-ordinator, 
Scnool of Art. 



--. 

Mid-course Review Report o~ Higher Degrees Committee 

PETER YEE 

Peter presented no work completed after the November critiques 

other than a journal compiled whilst he was in Japan. Peter 

outlined the direction in which he thought his work would develop 

as a result of the sojourn in Japan (and clearly his position 

vis-a-vis his own work has shifted radically because of it). However, 

it was stressed at length to Peter that the bulk of work still lay in 

front of him and that if the past year was to be any guide to his 

output, he would have considerable difficulty in meeting the 

requirements of the course. Peter was of the view that the new 

direction he proposed for his work had created the needed incentive 

and he obviously feels that he now has a body of ideas which can be 

realised successfully in the remaining time. The Review Panel 

stressed, however, that Peter had an enormous amount of ground to 

cover and that he should be under no illusion as to the task he 

had set himself. He will also need to re-draft his proposal in the 

light of r;iew directions. This should be done as a matter of 

urgency and in close consultation with his supervisor. 





M.F.A. COURSE PROPOSAL 1982 PETER W. YEE 

THE TRENCH COAT PAINTING 

Size: 5 1 x 5!' on B!oz. canvas 

Medium: Oil on Acrylic 

1. The first stage of the painting was to draw in pencil 

the image with reference to a 10 x 8 black and white 

photograph, to obtain accurate proportions. This was 

completed in 2-3 days without the use of epidiascopes. 

2. The second stage, application of acrylic paint, ~his was 

done in thin layers to keep the surf ace of the canvas _ 

intact. Using the photograph as reference to approx-

imate tonal values of the object. 

3. The third and final stage, oil paint, this-medium has 

different properties to acrylic paint. Where acrylic 

paint has a much faster time in drying approximately,20 

minutes, depending on the surrounding temperature. The 

drying time can be extended by using a retarder, this 

slows down the time allowing me to render the object. 

Oil paint is the opposite where the drying time is much 

slower, so a drying agent was added to speed up the proc-

ess, even so it still took days to dry to a level where I 

could work on it. 

Therefore my technique of painting changed to suit the 

medium (Oil). The two mediums, oil and acrylic paint have 

its advantages and disadvantages. Acrylic paint drys 



flat (unless a gloss agent is added) and glazing is very, 

difficult. One of the reasons of using oil paint was 

because of its slow drying and the ability of glazing. 

This gave the object a different quality as opposed to acryl

ic paint. The painting took approximately 2 months to 

complete. 

Llhen I first took the photograph of the trench coats on the 

bed, it had a wider view of the objects. I made the decision 

to crop the image, thereby giving the objects more impact 

and presence to the viewer. The placement of the objects 

lying on the bed and the way it was cropped in the painting, 

gave it a strange ambiguity to its perspective. The viewer 

sees the trench coats as though they were receding, only by 

the fact of how the coats and hangers and the light falling 

on the objects are placed. At the same instance you have this 

other perspective working with it by making the coats hang 

from the top of the canvas. This came about because of its 

scale, the frontal view and the way it was painted to the edge 

of the canvas. 

This particular point of view I had to explore further in the 

ne~t work. 





THE TRENCH COAT DRALlING 

Size: 

Medium: 

56 x 76c.m. 

Arches Satins 30Dg.s.m., deckle edge paper. 

Pencil (graphite) range from 28 to 68 

1. First stage, taking a series of shots of the trench 

coat, developing the prints, then selecting the final 

10 x 8 black and white print. 

2. Second stage, image of back view of coat, the image was 

cropped to rid of unnecessary information. 

3. Third stags, placement of the image in regards to the paper. 

Llorking from left to right using diagonal lines, starting 

with 28 pencil, then gradually up to 68. Keeping in mind 

a critical view of the form and the light falling. The 

drawing took approximately 2-3 weeks. 

The way in which the image was placed, kept the integrity of 

the object and process intact. Apart from the intended 

connotations of the object, the perspective within the image 

leads the viewer to see a frontal observation, there is no 

question to what other view it must be taken. Though there is 

no physical line around the image to contain it as there is 

in the trench coat painting. This produced a *play on what 

comes forward and recedes, especially around the edge of the 

image. This result lead me to the suitcase series. 



A. 







SUITCASE SERIES (A.B and c.) 

Size: 

Medium: 

56 x 76c.m. 

Arches Satine 300g.s.m., deckle edge paper. 

Coloured Pencil 

1. First stag~, I made test on the characteristics of the 

different coloured pencils, by using line and overlapping 

the colours. I found that the medium had defferent prop

erties to pencil (graphite), oil, acrylic paint and water

colour. 

2. Second stage, working from 10 x 8 B&W photograph to ob

tain accurate proportions and cropping with the camera. 

Later in the process of drawing, worked from life to ob

serve how the light effected the materials in the suit-

case. 

3. Third stage, working from left to right using diagonal 

lines as in the pencil drawing (trench coat). But making 

the lines a little further apart than usual, so that as 

the process went on, there would not be a build up of the 

surface which would contradict the integrity of the object 

and process. In the three drawings there are actually 

4-5 drawings in one, because of the process. 

SUITCASE A. 

The completion of the first drawing took 2-3 weeks. The 

*play that was happening in the trench coat drawing did 

not quite manifest itself in suitcase A, instead the ob

ject became more prominent and the connotations associated 



with it. 

SUITCASE B. 

In A. the suggestion of a suitcase was not so obvious. 

This was resolved by showing more of the coat 'being strapped 

down in the case, but keeping also the implied connotat

ions of A. This drawing had taken 4 weeks to complete. 

SUITCASE C. 

I had to push this drawing even further by combing what I 

found in A and B. This resulted in the coat being a land

scape of sensual suggestion, while also reflecting the 

*play in the trench coat drawing. This drawing took 2-3 

weeks to complete. 



What I had determined and benefited from the experience of 

being in Japan, seeing their Art and documenting it in 

my journal, has even further resolved the aims and intentions 

of my direction. Looking back at the previous works and the 

conclusions I came to, has made me advance these concepts 

even further. 

1. Placement of the image. 

2. The only clues to depth and perspective ar6 within the 

image itself. 

3. Cutting away all distractions from the image. 

*4. "To pare down the object to its essential objectness, 

its materiality", thereby giving it substance. 

* Quote from Dividing The Light From the Darkness by Kay 

Larson, Art Forum Jan. '81. 



The underlying theme of my work has to do with the sensuous 

surface of the material, that is something appealing to the 

senses. 

The sensuous surface of the materials had transmuted to other 

connotations by the processes I have used. 

This can be seen in the subtle suggestion of the objects. 



TASMANIAN SCHOOL OF ART 

The University of Tasmania 
Postal Address Box 252C, G P O. Hobart, Tasmania. Australia 7001 

Telephone ~>!:~V< Cables 'Tasun1' Telex 58150 UNTAS 

203274 
IN REPLY PLEASE QUOTE 

FILE' NO 

IF TELEPHONING OR CALLING 

ASK FOR 

March 17th, 1982. 

Mr. P. Yee, 
School of Art, 
University of Tasmania. 

Dear Peter, 

The'Higher Degrees Committee has noted your 
position statement and wish me to communicate 
to you that the Committee is satisfied with 
this. 

Yours sincerely, 

T.A. PATON 
Faculty Secretary. 





ANONYMOUS LETTER 

Size: 

Medium: 

56 x 76 c.m. 

Arches Satins 300g.s.m. deckle edge paper. 

Watercolour. 

1. First stage, setting up the still-life. Consisting of 

postal bag, photograph, envelope and feather. 

2. Second,stage, the preliminary drawing was made from the 

set-up. 

3. Third stage, watercolour, I executed the medium in more of 

a drawing technique rather than the traditional'applicat

ion. 

The objects depicted in the drawing are my own personal effects, 

the·postal bag was addressed to me, the photograph is of my

self, the air mail envelope and feather are mine. Which 

brought about the concept of the 'work, keeping in mind the 

previou~ works I had done and the conclusions that resulted, 

I applied it to this work. By using the four points I made 

~arlier:-

1. Placement of the image. 

2. The only clues to depth and perspective are within the 

image itself. 

3. Cutting away all distractions from the image. 

4. "To pare down the object to its essential abjectness, its 

materiality", thereby giving it substance. 



-The "Play" in the Trench Coat drawing and the Suitcase Series, 

I had to make it even more apparent to the viewer. By moving 

the object (postal bag) past the edge of the framework of the 

drawing, breaking the rectangle, yet still retaining that ''Play". 

The position or isolation of the envelope was to give the object 

presence within that framework. This could tiave resulted in 

the objects floating, I included the shadows thereby stabil

izing the object, as well as increasing the impact of the 

image. I painted the ·photograph in such a way so it would 

question "reality" in the work. The feather and photograph 

apart from their connotations were used to emphasize the 

"Play". 

Completion of the work, the question of space, lead me to the 

next works and was the first piece since returning from Japan. 

,. -









1) MI-SARLI (NO SEE), 2) KIKA-SARU(NO HEAR), 3) IWA-SARU(NO TALK). 

(The Three Monkeys) 

Size: 56 x 76 c.m. x 3 

Arches Satins 300g.s.m. deckle edge paper. 

Medium:· 1) Graphite 2) Coloured pencil 3) Watercolour 

1. First stage, took coloured photographs of the subject in 

the positions of See no evil, Hear no evil and Speak no 

evil. 

2. Second stage, working from a 13.4 x 88 x c.m. colour 

photographs to obtain accurate proportions. Later in the 

process of drawing, worked di~ectly from the subject. 

When that was not possible I used a mirror to make ob-

servations of the structure of the face, especially eyes 

and hands. This was done to compensate for the lack of 

quality in the photograph. 

3. Third stage, the series were executed in graphite· (Mi-saru), 

coloured pencil (Kika-saru) and watercolour (Iwa-saru). 

Although the work is a series, they are three seperate drawings. 

This was done to cont&in the integrity of the medium and process. 

It was unnecessary for me to do any preliminary drawings as 

such. The preliminary work were technical concerns dealing 

with the medium (graphite, coloured pencil and watercolour). 
- ' 

The concept of the series was already fixed in my mind, the 

photograph brought out the visual image, this was the initial 

stage of the process. The three mediums used were to show 

the intensity of that medium in relationship to each other 

' " ! 



and to produce a graduation in that series. Thereby producing 

an intensity within the subject. The intention and aims I 

further developed in this work, especially in regards to space. 

Upon completion of the work, the sense of portraiture was coming 

through, even though the subject portrayed was anonymous. 

This does not contradict the original concept of the three 

monkeys. Instead it made me further develop the notion of the 

anonym in the next work. 



98. 11·a110 Afitsunohu: Flowns and Birds. Fusuma, co/ors 
on paper. 1600. Xi-11u-ma, Ka11gaku-i11, 011jo-ji, Shiga P1e
ftelure. 

99. ( lrjt). Attrilmtrd to Kano Tan 'yu: Pine Tree and 
H awks. Colurs and gold 011 /ia/Jfr mou11/rd 011 a u·all. Early 
seL"mlemth a 11tur)'. l"ari-1w-ma, ohiroma, ,\ 'ijo Cast/r, hj·oto. 



Painting Surf acs and Surrounding Space 

Ons characteristic of shohski-ga, as of other forms of wall 

painting, is ths large painting surface compared to other 

types of painting, togsthsr with ths fixed nature of ths sizs, 

shape, and location of ths painting surface. Whsn ths paint

ing of shohski-ga in castles began in ths mid-sixtssnth century, 

hugs painting surf acss appsarsd for ths first tims in ths 

history of Japansss art. This characteristic expansivsnsss 

became evsn mors marked later in ths century. 

In addition to their total sizs, shohski-ga ars distinguish

ed by their extensive horizontal painting surface. Of course 

this characteristic, a long continuation of ths painting sur

face from right to lsft, is also sssn in hand scrolls. A pair 

of folding screens also prsssnts a rather long continuous 

painting surface. Howsvsr, a long horizontal painting surface 

in combination with a large total area is unique to shohski

ga. The painting surface of fusuma paintings, which comprise 

ths majority of shohski-ga, is usually mads up of many fusuma 

lined up side by sids.1 Ths larger the room, ths grsatsr the 

number of fusuma ussd, which naturally increases the sxtsnt of 

the painting surface in ths horizontal direction. Ths special 

characteristics of a horizontally long painting surface become 

especially noticeable whsn all four sides of a hugs room con

sist of fusuna. As the artists of picture scrolls exerted 

their ingenuity in composing paintings to mset the challenge 

of a horizontally long painting surface, shoheki-ga artists 

also dsvissd various ways of handling this characteristic. 

1. (Figs. 98,99) 



B 

.:\ 

]) 
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Of course, the painting surface of shoheki-ga not only extends 

horizontally but sometimes continues from one wall of a room 

to the next. Let us consider the diagram of a room shown 

opposite. If fusuma paintings are to be placed on walls A 

and B of the same room, it is necessary for the paintings on 

both A and B to form a harmonious whole and for the composit-

ions of A and B to be linked as if they formed a continuous 

painting. At the same time, care must be taken to avoid monot-

any, by varying the design and composition. The treatment of 

the design and composition of shoheki-ga can become very corn-

plicated because there are times when fusuma paintings are de-

sired not only on walls A and B but on all four walls of the 

room. 

During the Eda period (1615 - 1868), some artists designed 

witty compositions utilizing the three-dimensional space 

created by the fusuma surf aces extending from wall A to wall 

B, including the angle of the corner. One example is a 

composition in which a figure on painting surface A is gazing 

at a figure on painting surface B. Maruyama Dkyo (1733 

95), one of the most famous Japanese artists of .the Eda period, 

attempted this in the Kakushigi-no-mo in the reception hall 

(kyakuden) of the Daijo-ji in Hyogo Prefecture. Ikeno Taiga 

(1723 - 76) frequently used a similar type of composition. 

Extract from 

MDMDVAMA DECORATIVE PAINTING 

TSUGIVDSHI DOI 

Tr. BY EDNA B. CRAWFORD 

N.V.: WEATHERHILL 1974 
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KOSH IN-SAMA 

(Three Monkeys) 

Size: 135 x 322.5 c.m. Screens. 

Medium: Graphite, Sumi-e Ink and Watercolour. 

1. First stags, working out the scale from the colour photo

graphs of the previous work. The photograph was cropped · 

down to 9 c.m. square, except for the middle image. Then 

I proceeded to enlarge the scale of the image, that is 

150:1 c.m. approximately twice life size. Photostats 

were made from the photographs and cut-out to position it 

in the preliminary stags. 

2. Second stage, construction of the three screens. A frame 

was made for each screen, plywood was glued on top then 

finally the paper was laid on the plywood using rice as 

the binder. 

3. Third stage, tests were made on spare pieces of the screens 

to see how the mediums (graphite, sumi-e ink and watercolour) 

would be effected. The silhouette, mask, headset and sun

glasses were depicted directly from life. 

The three screens are positioned as such, the smaller ons 

behind the other two were to emphasize the fact that they 

originated from the concept of Japanese screens. The spec

tator can view the screens by moving across the perpendicular 

view of the work, instead of only seeing it frontal. This was 

one of the observations I made while I was in Japan. I 

utilised this observation in the context of my own work. I 

further developed what I had experienced from the previous 



wnrks, also the four points I made earlier. I made paper cut

outs of the silhouette of the photostats and worked from that, 

thereby keeping intact the anonym of the subject. By doing 

this it had intensified the concept of the three monkeys. I 

did not depict the three monkeys literally' because of the fact 

th~t it is a myth, instead I depicted the professed virtues of 

the three monkeys. 





On the twenty-sixth I felt that my exhaustion haq reached 'its 
limit, so on Saturday the twenty-seventh and Sunday the twenty
eighth I stayed at home all day, going out only in the early eve
ning for a short walk with my family. I could feel that I was almost 
finished and I was afraid to go to work. If once I started and my 
pen plowed feverishly ahead I had no idea how far it would go. 
But late Sunday night, I finally allowed my pen to go where it 
would. And at three-thirty this morning I completed Kyoko's 
House in 947 pages. It is more than fifteen months since I began 
to write on March 17 of last year. 

Nqw I was finished and put my pen down: I didn't feel the 
pleasure I'd imagined, there was only a forlorn feeling, no pleasure 
to act on. Fireworks! Exhaustion was all I could feel, pervading 
me in the form of a blurred, an unfo~used anxiety. The feeling of 
a hangover. As if I were being forced to submerge in bad, murky 
31T. 

At four A.M., I got into bed, but exhaustion and excitement 
kept me awake; idle thoughts kept intruding in my head. Gradu
ally the space between the window curtains whitened. Of course! 
I would go up on the roof and celebrate the sunrise, give thanks 
for completion of my book. But when I raised the shutters the 
morning sky was folded in layers of gray cloud, there was no 
chance to see the rising sun. / 

Forced to an alternative I chose a bath, went downstairs to th~ 
bathr09m, opened the faucets and before the water was fully hot 
lay down in the bathtub. As I soaked in the lukewarm water I 
drifted for a long while through my ambivalence, somehow satis
fied, somehow unsatisfied. 
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For the first time there was streQgth in-her eyes. 
'That too is as it is in each heart.' 1 · 

A long silence ensued. The Abbess clapped gently. The novice 
appeared and knelt in the doorway. 

•Mr Honda has been kind enough to come all this way. I 
think he should see the south garden. I will take him there.' 

The novice led her by the hand. Honda stood up as if pulled 
by strings, and followed them through the dark rooms. . 

The novice slid open a door and led him to the· ver~nda. The 
wide south garden was before him. 

The lawn, with the hills behind it, blazed in the summer sun. 
'We have had cuckoos since morning,' said the novice. 
The grove beyond the lawn was dominated by maples. A 

wattled gate led to the hills. Some of the maples were red even 
now in the summer, flames among the green. Steppingstones 
were scattered easily over the lawn, and wild carnations 
bloomed shyly among them. In a corner to the left were a well 
and a well wheel. A celadon stool on the lawn seemed so hot in 
the sun that it would surely burn anyone who tried to sit on it. 
Summer clouds ranged their dizzying shoulders over the green 
hills. 

It was a bright, quiet garden, without striking features. Like 
a rosary rubbed between the hands, the shrilling of cicadas held 
sway. 

There was no other sound. The garden was empty. He had 
come, thought Honda, to a place that had no memories, noth-,,, 
ing. 

The noontide sun of summer flowed over the still garden. 

25 November 1970 
THE END 
The Sea of Fertility 



Here Isao hid himself. He quieted his throbbing pulse. There 
was nothing to be heard but the sea and the wind. Since his 
throat was painfully dry, he toreithe skin off his tangerine 

1

and 
roughly thrust the fruit into his mouth all at once. He smelled 
blood. It had splotched the tangerine skin and half-dried there. 
But the odour did not much alter the sweetness of the juice that 
was running down his throat. Beyond the dry weeds, beyond 
the tall pampas grass, beyond the low-hanging evergreen 
branches, with their clustered needles and entangled vines, lay 
the night sea. Though there was no moon, the sea reflect~d the 
faint glow of the sky, and the waters gleamed black. ' 

lsao sat upright upon the damp earth, his legs folded beneath 
him. He removed his uniform jacket. From the inside pocket, 
he took out the knife. His whole being experienced such relief 
at finding it safe there that he almost lost his balance. Though 
he still wore his wool shirt and undershirt, the wind from the sea 
chilled his body as soon as his jacket was off. 

'The sun will not rise for some time,' Isao said to himself, 
'and I can't afford to wait. There is no shining disc climbing up
ward. There is no noble pine to shelter me. Nor is there a 
sparkling sea.' 

He stripped off the remainder of his upper garments, but, as 
his body tensed, the cold seemed to vanish. He unfastened hi~ 
trousers, exposing his stomach. As he drew his knife out of its 
sheath, he heard cries and the sound of running footsteps from 
the direction of the orchard above. 

'The ocean. He must have got away in a boat,' one pursuer 
called out shrilly. 

Isao drew in a deep breath and shut his eyes as he ran his 
left hand caressingly over his stomach. Grasping the knife with 
his right hand, he pressed its point against his body, and guided 
it to the correct place with his fingertips of his left hand. Then, 
with a powerful thrust of his arm, he plunged the knife into his 
stomach. The instant that the blade tore open his flesh, the 
bright disc of the sun soared up and exploded behind his eyelids. 
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no less than the wife who sat before him, were presences 
observing hirn closely with clear and never-faltenng eyes. 

Reiko too was gazing mtently at her husband, so soon to 
die, and she thought that never in this world had she seen 
anything so beautiful. The lieutenant always looked well in 
uniform, but now, as he contemplated death with sev~re 
brows and firmly closed lips, he revealed what was perhaps 
masculine beauty at its most superb. 

'It's time to go,' the lieutenant said at last. 
Reiko bent her body low to the mat in a deep bow. She 

could not raise her face. She did not wish to spoil her make-up 
with tears, but the tears could not be held back. 

When at length she looked up she saw hazily through the 
tears that her husband had wound a white bandage round the 
blade of his now unsheathed sword, leaving five or six 
inches of naked steel showing at the point. 

Resting the sword m its cloth wrapping on the mat before 
him, the lieutenant rose from his knees, resettled himself 
cross-legged, and unfastened the hooks of his uniform c~llar. 
His eyes no longer saw his wife. Slowly, one by one, he undid 
the flat brass buttons. The dusky brown chest was revealed, 
and then the stomach. He unclasped his belt and undid the 
buttons of his trousers. The pure whiteness of the thickly 
coiled loincloth showed itsel£ The lieutenant pushed the cloth 
down with both hands, further to ease his stomach, and then 
reached for the white-bandaged blade of his sword. With his 
left hand he massaged his abdomen, glancing downward as 
he did so. 

To reassure himself of the sharpness of his sword's cutting 
edge the lieutenant folded back the left trouser flap, exposing 
a little of his tlugh, and lightly drew the blade across the skin. 
Blood welled up in the wound at once, and several streaks of 
red trickled downward, glistening in the strong light. 

It was the first time Reiko had ever seen her husband's blood, 
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and she felt a violent throbbing in her chest. She looked at her 
husband's face. The lieutenant was looking at the blood with 
calm appraisal. For a moment - though thinking at the same 
time that it was hollow comfort - Reiko experienced a sense 
of .r:ehef. 

The lieutenant's eyes fixed his wife with an intense, hawk
like stare. Moving the sword around to his front, he raised 
lumsclf slightly on his hips and let the upper half of his body 
lean over the sword point. That he was mustering his whole 
strength was apparent from the angry tension of the uniform 
at his shoulders. The lieutenant aimed to strike deep into the 
left of his stomach. His sharp cry pierced the silence of the 
room. 

Despite the effort he had himself put into the blow, the 
lieutenant had the impression that someone else had struck 
the side of his stomach agonizingly with a thick rod of iron. 
For a second or so his head reeled and he had no idea what had 
happened. The five or six mches of naked point had vanished 
completely into his flesh, and the white bandage, gdpped in 
his clenched fist, pressed directly against his stomach. 

He returned to consciousness. The blade had certainly_ 
pierced the wall of the stomach, he thought. His breathing 
was difficult, his chest thumped violently, and in some far deep 
i,:egion, which he could hardly believe was a part of himsel£ 
a fearful and excruciating pain came welling up as if the 
ground had split open to disgorge a boiling stream of molten 
rock. The pain came suddenly nearer, with terrifying speed. 
The lieutenant bit his lower lip and stifled an instinctive moan. 

Was this seppuku?* -he was thinking. It was a sensation of 
utter chaos, as if the sky had fallen on his head and the world 
was reelmg drunkenly. His will-power and courage, which 
had seemed so robust before he made the incision, had now 
dwindled to something like a single hairlike thread of steel, 

* seppuku: suicide by disembowelment, harakiri. 
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and he was assailed by the Wleasy feeling that he must advance 
along this thread, clinging to,it with desperation. His clenched 
fist had grown moist. Looking down, he saw that both his 
hand and the cloth about the blade were drenched in blood. 
His loincloth too was dyed a deep red. It struck him as 
incredible that, amidst this terrible agony, things which 
could be seen could still be seen, and existing things existed 
still. 

The moment the lieutenant thrust the sword into his left 
side and she saw the deathly pallor fall across his face, like an 
abruptly lowered curtain, Reiko had to struggle to prevent 
herself from rushing to his side. Whatever happened, she 
must watch. She must be a witness. That was the duty her 
husband had laid upon her. Opposite her, a mat's space 
away, she could clearly see her husband biting !us lip to 
stifle the pain. The pain was there, with absolute certainty, 
before her eyes. And Reiko had no means o!rescumg him 
from it. 

The sweat glistened on her husband's forehead. The lieu
tenant closed his eyes, and then opened them again, as if ex
perimenting. The eyes had lost their lustre, and seemed 
innocent and empty like the eyes of a small animal. 

The agony before Reiko's eyes burned as strong as the 
summer SWl, utterly remote from the grief which seemed tp 
be tearing herself apart within. The pain grew steadily in 
stature, stretching upward. Reiko felt that her husband had 
already become a man in a separate world, a man whose whole 
being had been resolved into pain, a prisoner in a cage of pain 
where no hand could reach out to him. But Reiko felt no 
pain at all. Her grief was not pain. As she thought about this, 
Reiko began to feel as if someone had raised a cruel wall of 
glass high between herself and her husband. 

Ever since her marriage her husband's existence had been 
her own existence, and every breath of his had been a breath 
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drawn by herself. But now, while her husband's existence in 
pain was a vivid reality, Reiko could find in this grief of hers 
no certain proof at all of her own existence. 

With only his nght hand on the sword the lieutenant began 
to cut sideways across his stomach. But as the blade became 
entangled with the entrails it was pushed constantly outward 
by their soft resilience; and the lieutenant realized that it 
would be necessary, as he cut, to use both hands to keep the 
point pressed deep mto his ~tomach. He pulled the blade across. 
It did not cut as easily as he had expected. He directed the 
strength of his whole body mto his right hand and pulled 
again. There was a cut of three or four inch~s. 

The pam spread slowly outward from the inner depths until 
the whole stomach reverberated. It was like the wild clanging 
of a bell. Or like a thousand bells which jangled simul
taneously at every breath he breathed and every throb of his 
pulse, rocking his whole being. The lieutenant could no longer 
stop himself from moaning. But by now the blade had cut its 
way through to below the navel, and when he noticed this 
he felt a sense of satisfaction, and a renewal of courage. 

The volume of blood had steadily increased, and now it 
spurted from the wound as if propelled by the beat of the 
pulse. The mat before the lieutenant was drenched red with 
spattered blood, and more blood overflowed on to it from 
pools wluch gathered in the folds of the lieutenant's khaki 
trousers. A spot, like a bird, came flying across to Reiko and 
settled on the lap of her white silk kimono. 

By the time the lieutenant had at last drawn the sword 
across to the nght side of his stomach, the blade was already 
cutting shallow and had revealed its naked tip, slippery with 
blood and grease. But, suddenly stricken by a fit of vomiting, 
the lieutenant cried out hoarsely. The vomiting made the 
fierce pain fiercer still, and the stomach, which had thus far 
remained firm and compact, now abruptly heaved, opening 
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wide its wound, and the entrails burst through, as if the wound 
too were vomiting. Seemin gly ignorant of their master's 
suffering, the entrails ga~e an impression of robust health and 
almost disagreeable vitality as they slipped smoothly out and 
spilled over into the crotch . The lieutenant' s head drooped, 
his shoulders heaved, his eyes opened to narrow slits, and a 
thin trickle of saliva dribbled from his mouth. The gold 
markings on his epaulettes caught the light an<l glinted. 

Blood was sc;ittered everywhere. The lieutenant was soaked 
in it to his knees, and he sat now in a crumpled and listless 
posture, one han d on the fl oor. A raw smell filled the room. 
The lieutenant, his he:id drooping, retched repeatedly, and 
the m ovement showed vividly in his shoulders. The blade of 
the sword, now pushed back by the entrails and exposed to its 
tip, was still in the lieutenant' s right hand. 

It would be difficult to imagine a m ore hero ic sight than 
that of the lieutenant at this m oment, as he mustered his 
strength and flung back his head . The movement was per
formed with sudden violence, and the back of his ·head 
struck with a sharp crack against the alcove pillar. Reiko had 
been sitting until now with her face lowered, g:izing in fascina
tion at the tide of blood advancing towards her knees, but the 
sound took her by surprise and she looked up. 

The lieutenant' s face w as not the face of a living man. The 
eyes were hollow, the skin parched, the once so lustrous 
cheeks and lips the colour of dried mud. The right hand alone 
was moving. Laboriously gripping the sword, it hovered 
shakily in the air Ii.kc the hand of a marionette and strove to 
direct the point at the base of the lieutenant' s throat. Reiko 
watched her husband make thi s las t, most heart-rending, 
futile exertion. Glistening with blood and grease, the point 
was thrust at the throat again and again. And each time it 
missed its aim. The strength to guide it was no longer there. 
The straying point struck the collar and the collar badges. 
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Although its hooks had been unfastened, the stiff military 
collar had closed together again and was protecting the throat. 

Reiko could bear the sight no longer. She tried to go to her 
husband' s help, but she could not stand. She moved through the 
blood on her knees, and her white skim grew deep red. 
M oving to the rear of her husband, she helped no more than 
by loosening the collar. The quivering blade at last contacted 
the naked fl esh of the throat. At that moment Reiko's im
pression was that she herself had propelled her husband for
ward ; but that was not the case. It was a movement planned by 
the lieutenan t himself, his last exertion of strength. Abruptly 
he threw his body at the blade, and the blade pierced his 
neck, emerging at the nape. There was a tremendous spurt of 
bloo<l and the lieutenant lay still , cold blue-tinged steel pro
truding from his neck at the back. 

4 

Slowly, her socks slippery with blood, Reiko descended the 
stai rway. The upstai rs room was now completely still. 

Swi tching on the ground-floor lights, she turned off the 
gas-jct and the main gas tap and poured water over the 
smouldering, half-burned charcoal in the brazier. She stood 
before the upright mirror in the four-:i.nd-a-half-mat room 
and held up her skim. The bloodstains made it seem as if 
a bold, vivi<l pattern was printed across the lower half of 
her white kimono. When she sa t down before the mirror, 
she was conscious of the dampness and coldness of her hus
bnd' s blood in the region of her thighs, and she shivered. 
Then, for a 'ong while, she lingered over her toile t prepara
tions. She applied the rouge generously to her cheeks, and her 
lips too she painted heavily. This was no longer make-up to 
please her husband. It was make-up for the world which she 
would leave behind, and there was a touch of the magnificent 
and the spectacular in her brushwork. When she rose, the 
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mat before the mirror was wet with blood. Reiko was not 
concerned about this. 

Returning from the toilet, Reiko stood finally on the cement 
floor of the porchway. When her husband bad bolted the 
door here last night it had been in preparation for death. 
For a while she stood immersed in the consideration of a 
simple problem. Should she now leave the bolt drawn? If 
she were to lock the door, it could be that the neighbours 
might not notice their suicide for several days. Reiko did not 
relish the thought of their two corpses putrefying before 
discovery. After all, it seemed, it would be best to leave it 
open . .. She released the bolt, and also drew open the frosted
glass door a fracti on . .. At once a chill wind blew in . There 
was no sign of anyone in the midnight streets, and stars 
glittered ice-cold through the trees in the large house opposite. 

Leaving the door as it was, Reiko mounted th e stairs. She 
had walked here and there for some time and her socks were 
no longer slippery. About half-way up, her nostrils were 
already assailed by a peculiar smell. · 

The lieutenant was lying on his face in a sea of blood. The 
point protruding from his neck seemed to have grown even 
more prominent than before. Reiko walked heedlessly across 
the blood. Sitting beside the lieutenant's corpse, she stared 
intently at the face, which lay on one cheek on the mat. The 
eyes were opened wide, as if the lieutenant's attention had 
been attracted by something. She raised the head, folding 
it in her sleeve, wiped the blood from the lips, and bestowed 
a last kiss . 

Then she rose and took from the cupboard a new white 
blanket and a waist cord. To prevent any derangement of her 
skirts, she wrapped the blanket about her waist and bound it 
tl1ere firmly with the cord. 

Reiko sat herself on a spot about one foot distant from the 
lieutenant's body. Drawing the dagger from her sash, she 
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examined its dull y gleaming blade intently, and held it to 
her tongue. The taste of the polished steel was slightly sweet. 

Reiko did not linger. When she thought how the pain 
which had previously opened such a gulf between herself and 
hc.r dying husb:md was no\v to become a part of her own 
experience , she saw before her only the joy of herself entering 
a realm her husband had already made his own. In her hus
band's agonized face there had been something inexplicable 
which she was seeing for the first time. Now she would 
solve that riddle. Reiko sensed that at last she too would be 
able to taste the true bitterness and sweetness of that great 
moral principle in which her husband believed. What had 
until now been tasted only faintly through her husband's 
example she was about to savour directly with her own tongue. 

Reiko rested the point of the blade against the. base of her 
throat. She thrust hard. The wound was only shallow. Her 
head blazed and her hands shook uncontrollably. She gave 
the blade a strong pull sideways. A warm substance flooded 
into her mouth, and everything before her eyes reddened, in 
a vision of spouting blood. She gathered her strength and 
plunged the point of the blade deep into her throat. 

Translated by Geoffrey W. Sargent 





Extract from 

CONFESSIONS OF A MASK 

YUKIO MISHIMA 



Desiring that my own rapture before the legend, before the 

picture, be understood more clearly as the fierce, sensual 

thing it was, I insert the following unfinished piece, which 

I wrote several years later: 

St. Sebastian - A Prose Poem 

Out of a schoolroom window once I spied a tree of middling 

height, swaying in the wind. As I looked, my heart began to 

thunder. It was a tree of startling beauty. Upon the lawn 

it erected an upright triangle tinged with roundne~s; the 

heavy feeling of its verdure was supported on its many 

branches, thrusting upward and outward with the balanced 

symmetry of a candelabrum; and beneath the gre~nery there 

showed a sturdy trunk, like an ebony pedestal. There it 

stood, that tree, perfect, exquisitely wrought, but not losing 

, any of Nature's grace and artlessness, keeping serene silence 

as though it itself were its own creator. And yet at the same 

time it assuredly was a created thing. Maybe a musical compos

ition. A piece of chamber music by a German master. Music 

giving such 'religious, tranquil pleasure that it could only 

be called sacred, filled with the solemnity and longing found 

in the patterns of stately wall tapestries ••• 

And so the affinity between the shape of the tree and the 

sounds of music had some meaning for me. Little wonder then 

that when I was attacked by the two of them together, all the 

stronger in alliance, my indescribable, mysterious emotion 

should have been akin, not to lyricism, but to that sinister. 

intoxication found in the conjunction of religion and music. 

Suddenly I asked in my heart: "Was this not the very tree -



the tree to which the young saint was bound with his hands 

behind him, over the trunk of which his sacred blood tricled 

like driblets after a rain? that Roman tree on which he 

writhed, ablaze in a final agony of death, with the harsh 

scraping of his young flesh against the bark as his final 

evidence of all earthly pleasure and pain?" 

In the traditional annals of martyrdom it is said that, during 

the time following his enthronement when Diocletian was dream

ing of power as limitless as the unobstructed soaring of a 

bird, there was a young captain of the Praetorian Guard who 

was seized and charged with the crime of serving a forbidden 

god. He was a young captain endowed both with a lithe body 

reminding one of the famous Oriental slave beloved by the 

Emperor Hadrian and with the eyes of a conspirator,· as emotion

less as the sea. He was charmingly arrogant. On his helmet 

he wore a white lily, presented to him each morning by maidens 

of. the town. Drooping downward gracefully along the flow of 

his manly hair as he rested from fierce tourneying, the lily 

looked exactly like the nape of a swan's neck. 

There was none who knew his place of birth, nor whence he came. 

But all who saw him felt this youth, with the physiqu~ of a 

slave and the features of a prince, to be a wayfarer who would 

soon be gone. To them it seemed that this Endymion was a nomad, 

leading his flocks; that this was the very person chosen to 

find· a pasture darker green than other pastures. 

Again, there were maidens who cherished the firm belief that 

he had come from the sea. Because within his breast could be 

heard the roaring of the sea. Because in the pupils of his 



eyes there lingered the mysterious and eter~al hori~on that the 

sea leaves as a keepsake deep in the eyes of all who are born 

at the seaside and forced to depart from it. Because his sighs 

were sultry like the tidal breezes of full summer, fragrant 

with a smell of seaweep cast up upon the shore. 

This was Sebastian, young captain in the Praetorian Guard. 

And was not such beauty as his a thing destined for death? 

Did not the robust women of Rome, their senses nurtured on 

the taste of good wine that shook the bones and on the savor 

of meat dripping red with blood, quickly scent his ill-starred 

fate, as yet unknown to him, and love him for that reason? 

,His blood was coursing with an even fiercer pace than usual 

within his white flesh, watching for an op~ning from which to 

spurt forth when that flesh would soon be torn asunder. How 

could the women have failed to hear the tempestuous desires 

of such blood as this? 

His was not a fate to be pitied. In no way was it a pitiable 

fate. Rather was it proud and tragic, a fate that might even 

be called shining. 

When one considers well, it seems likely that many a time, even 

in the midst of a sweet kiss, a foretaste of the agony of death 

must have furrowed his brow with a fleeting shadow of pain. 

Also he must have foreseen, if dimly, that it was nothing less 

than martyrdom which lay in wait for him along the way; that 

this brand which Fate had set upon him was precisely the token 

of his apartness from all the ordinary men df earth. 



Now, on that particular morning, Sebastian kicked off his covers 

and sprang from bed at break of day, pressed with martial duties. 

There was a dream he had dreamt at dawn - ill-omened magpies 

flocking in his breast, covering his mouth with flapping wings -

and not yet had it vanished from his pillow. But the crude bed 

in which he lay himself down each night was shedding a frag

rance of seaweed cast up upon the shore; surely then such per

fume as this would lure him on for many a night to come to 

dreams of sea and wide horizons. 

As he stood at the window and donned his creaking armor, he 

looked across the way at a temple surrounded by a grove, and 

in the skies above it he saw the sinking of the clustered 

stars called Mazzaroth. He looked at that magnificant pagan 

temple, and in the subtle arching of his eyebrows there came 

a look of deep contempt, akin almost to suffering and well 

becoming his beauty. Invoking the name of the only God, he 

softly chanted some awesome verses of the Holy Scriptures. 

And there-upon, as though the faintness of his chant were 

multiplied a thousandfold and echoed with majestic resonance, 

he heard a mighty moaning that came, there was no doubt, from 

that accursed temple, from those rows of columns partitioning 

the starry heavens. It was a sound like that of some strange 

cumulation crumbling into bits, resounding against the star

encrusted dome of sky. 

He smiled and lowered his eyes to a point beneath his window. 

There was a group of maidens ascending secretly to his chambers 

for morning prayers, as was their custom in the darkness before 

each dawn. And in her hand each maiden bore a lily that still 

was sleeping closed ..•. 
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MISHIMA'S SAINT SEBASTIAN 

Size: 56 x 76 c.m. 

Medium: Graphite and Watercolour. 

1. First stage, made photostats from photographs of Saint 

Sebastian (Mishima posing as Saint Sebastian) and Yukio 

Mishima. 

2. Second stage, did tests of the medium. 

3. Third stage, drew directly from the cut-out of Saint 

Sebastian and photographs of Mishima, which I cropped. 

The concept of this work originated from reading Mishima•s 

novel, "Confessions of a Mask" in which he describes in detail 

his infatuation for Saint Sebastian. That was one element in 

his life I depicted, the others were of himself, the photo

graph of his face and the one with the out-stretched hand and 

head. The photograph of his face has been cropped, where the 

original is a full length shot, in which he is posing with 

Samurai Sword (Kenda master of the fifth dan). The photo

graph of the out-stretched hand and head had been cropped as 

well, this shot was taken on the cay he committed Seppuku on 

November 25th 1970, aged 45. By cropping the photographs I 

forced the presence of those images, while also retaining the 

technical concepts of the previous works. 

Yukio Mishima has influenced me in so much, in content, his 

perception of the outside world, people's relationships and 

his philosophy in regards to his own Art (Writing). I felt 



that after the drawing was completed it might have been too 

specific in content where the viewer would only know the mean

ing if they read his novels. This was resolved in the next 

work. 
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MISHIMA, AGE EIGHT IN 1933 

Size: 76 x 56 c.m. 

Medium: Graphite and Watercolour. 

1. First stage, photostats mad~ from photographs of mask, 

using photograph of Mishima when he was age eight. 

2. Second stage, the cloth behind the mask and Mishima was 

depicted from life in which it had to be reduced in scale 

to be in proportion to the rest of the image. 

3. Third stage, from left to right the drawings were executed 

in watercolour and graphite respectively. 

This was based on Mishima's novel "Confessions of a Mask", 

but without being too specific apart from the title of the 

work. The aims and intentions of the previous work I had also 

applied. To further that I minimized the space around the ob

jects and solely concentrated on the image. Thereby producing 

an intensity in the image by employing the mediums in that 

manner, of graduation from left to right or right to left. 

The two works of"Mishima's Saint Sebastian" and "Mishima, 

age eight in 1933" left me no doubts as to what I had done. 

Vet I sensed that I was outside looking in at the works. I 

could have easily continued with the theme of Mishima and I 

think inevitably reach a finite point. At this stage I found 

that working in the format of 56 x 76 c.m. paper was restrict

ing in the single works (Trench Coat Drawing, Anonymous Letter 

and Mishima's Saint Sebastian) • This I resolved in the later 

works. 



All the works I have done have been autobiographical in nature, 

that is; my experiences, memories and the intuitiv~ way I 

think. It always has been a self questioning process in what 

I do, this I experienced from each work. 
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SELF PORTRAIT 

Size: 

Medium: 

56 x 200 c.m. (approximately) 

Graphite. 

1. First stage, took photographs of myself. 

2. Second stage, made photostats of the photographs. 

3. Third stage, proceeded to cut-out the images from the 

photostats. 

The photographs were only· used as a reference, where the 

middle and right image ar~ taken from. The left image and 

chairs are drawn directly from life and the cut out photo

stats. 

The Self-Portrait that I have done has been a cumulation of 

all the technical concepts of the previous works, that is, 

1. Placement of the image. 

2. The only clues to depth and perspective are within the 

image itself. 

3. Cutting away all distractions from the imagG. 

4. ''To pare down the object to its essential abjectness, its 

materiality, thereb~ giving it substance. 

All the previous works have the elements of space and light. 

Llhile I was wor~ing on the screens (Koshin-sama), the observ

ations I made were, when I was looking at the work, you are 

confronted with three planes, that is; 



A. First plane, the rectangle of the work. 

B. Seond plane, the image or object within that rectangle. 

C. 'Third plane, the space behind the image or object. 

The three points (A, B & c), space and light I further de

veloped_in this work, I resolved the format of 56 x 76 c.m. 

size by combining the three images as one, yet still retain

ing the integrity of each image. 
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TRILOGY: A TALL, MEDIUM, SHORT STORY. 

(A.B.C.) 

Size: 204 x 82 c.m. each screen - 204 x 246 c.m. 

Medium: Coloured pencil. 

1. First stage; took colour photographs of the subjects. 

2. Second stags; the first screen A. I constructed from a 

damaged door, which I repaired by over laying new ply-

3. 

wood on top. The reason for using a door was to save time 

in constructing the frame. Unfortunately there seem to 

be a lack of damaged doors. Hence construction of the 

other two screens from scratch. This was completed in 

the same manner as the other screens (Koshin-sama). 

Third stags; took measurements of the subjects: 

A) Height 6 I 1 II Width 1 I 1 II 

B) Height 5 I 7 II Width 1 I 6 II 

c) Height 5 I 2 II Width 1 I 5!" 

Proceeded to enlarge the seals of the image from the photo-
' 

graph (8.8 x 13.4 c.m.) to life size in the ratio of: 

A) 14.7:1c.m. 

B) 12.927:1c.m. 

c) 13.125:1c.m. 

Again made test on spare pieces of the screens to find the 

right combination of colours to use. 



The preliminary work, apart from the technical concerns are 

the photographs. "The concept of the screens was already 

fixed in my mind, the photograph brought out the visual image, 

this was the initial stage of the process." (Three Monkeys 

series). Using the photograph as reference only, I worked 

directly from life when possible, while also relying on my 

memory and association with the subjects. The concept of the 

Japanese screens form an integral part of my working processes 

in which I have endeavoured to incorporate into the context 

of my work. 



LIST OF INFLUENTIAL WORKS CONSULTED 

Vukio Mishima: Confessions of a Mask 

Thirst for Love 

ForbiddAn Colours 

John Nathan: 

The Sound of Waves 

The Temple of the Golden Pavilion 

After the Banquet 

The Sailor Who Fell from Grace with the Sea 

Runaway Horses 

The Temple of Dawn· 

The Decay of the Angel 

rlagakure 

Sun and Steel 

Patriotism 

Mishima (A biog~aphy) 

Henry Scott-Stokes: 

The Life and Death of Yukio Mishima 



Articles 

The Limits of Intuition: D.N. Perkins 
Leonardo Val 10 pp. 119-125 
Pergamon Press 1977 

Dividing the Light from the Darkness: 

Problems of Pictorial Perception: 

Kay Larson 
Art Forum Jan '81 

\Jilliam A. Adams 
Leonardo Val 10 pp. 107-112 
Pergamon Press 1977 

Perception of Perspective Space From Different Viewing Point: 
Rudolf Arnheim 
Leonardo Val 10 pp. 283-288 

A Discussion of Pictorial Impossibles \Jith Reference To Nelson 
Goodman's Analysis Of Fictional Objects: 

Sheldon Richmond 
Leonardo Val 11 pp. 129-130 
Pergamon Press 1978 

Paintings Displaying A Paradoxical Interplay Between The Form 
Of An Object, Its Background And Its Symbolism: 

Space As Praxis: 

James lJ •. Davis 
Leonardo Vol 12 pp. 265-269 
Pergamon Press 1979 

Roselie Goldberg 
Studio Int. Sept/Oct '75 

Stephen Posen And The Mixad Metaphor: 

Tro~pe L'Oeil Counterfeit: 

Dor Ashton 

Charles Jencks 
Studio International 
July/August '75 

False Objects: Duplicates, Replicas And Types~ 
John Perreault 
Art Forum Feb '78 

Art, Artworlds, and Ideology: Marx \J. \Jartofsky 

Art And Its Contrdry-to-Fact Condltions: 
James K. Feibleman 

Art Against Things: Sherman E. Lee 

Great \Jestern Salt \Jorks 
essays on the meaning of Post-Formalist Art: 

Jack Burnham 
George Braziller 
N. y • 

Peter Fuller's "Aesthetics After Modernism": 
Donald Brook 



Japanese Painting Of the Edo Period: 
Art Gallery of New South Wales 

Arakawa: "I am looking for a new definition of perfection": 

Simons de Beauvoir: 

Leo Tolstoy: 

Udo Kultermann: 

Gregory Battcock: 

Linda Nochlin: 

Linda ChasF.J: 

John Berger: 

Abr9ms: 

Scientific American: 

Ralph Stephenson: 
J.R. Debrix 

Paul Gardner 
Art News May '80 

Books 

Memoirs of a Dutiful Daughter 
The Prime of Life 
Force of Circumstance 
The Blood of Others 

What is Art? 
and essays on Art 

New Realism 

Super Realism 

Realism 

Hyperrealism 

Way's of Seeing 
About Looking 

Audiey Fl~ck on Painting 

r 

Recent Progress in Perception 

"The Cinema as Art" 
(Peljcan 1971) 



THE ART OF [ALLIGRAPHY 

Liu Liang-yu & Mary Loh 



At its inception a new Rrt form is not only always closely 

asnociaterl with the historical background and spirit of its 

time; it also confirms the presHnce of a new set of values. 

By the same token, the decline of an art form generally co

incides with events which indicate a breakdown of established 

values. In his A Study of History Arnold Toynbee describes 

11 turning poi n·ts 11 which appear as bridges betwE:en development 

and decadence in a civilisation. TheHe also find visual ex

pression, and through a study of art forms one may be able to 

forecast a rise or fall ln culturdl values. Calligraphic styles 

similarly reflect this phenomenon. 

Chinese characters are visual symbols deriving from picture 

images or pictographic forms. Word-forms in Western languages 

are based on a series of sou~ds without any attempt to create 

a visual symbol within each word. In direct contrast are the 

clearly pictographic characters 011 bro11z~s of the Shang dynasty 

( 766-11228.C.). The brush is thought to have been the main 

writing instrument during this period, but Lhere is no arch

aeological evidence tu support his claim. The Barliest known 

examplR WAS oxcavated from a tomb on the ~astern Chou dynasty 

(722-2218.C.). Before the Han dynasty (2068.C.-A.D.219) 

Chinese characteis, including inscriptio11s on ordcle bones, 

bronzes and stone drums, as well as clerical script, were all 

developed to fulfil a practical need, 1Jhich Wf1S to convey a 

message. The Ch'in dynasty (221-2078.C.) developed eight diff

~rent forms of writing but these were designed for different 

practical purposes. Thus, ChinesA characters were not devel-

~ed as a visual art as such, but as visual symbols unrelated 

to sound or aesthetics designating practical matters, quite 



different from the sound symbols basHd on spelling in Western 

languages. Chinese cl1aracters, houiever, though originally not 

develoµed with the intention of conveying beautiful pictures, 

in their visual forms sometimes Hurpass their practical value 

because of the outstanding styles of writing employed. For 

example, today tJe can look at the early ChinesF.l "pictures" 

without knowledge of their associated meanings and admire them 

as pictographs rather than as series of words. No comµarable 

aesthetic transition has taken plRce in Western writing which 

was never related to pictographic form. 

Nowadays, a calligrapher is trained to produce a wnrk of art 

as opposed i:o an abbreviated .11essage. Brush and paper are 

tools Par a ms thod of exprsssior1 whi eh has meaning, but may 

appear unrecognisable. In the same way one cannot explain a 

musical composition until it is performed, whereupon it is undHr

stood as an exprHssion or art and not simply a reproduction of 

sounds. The Western student of Chines~ characters does not 

need to know the meaning; instead he appreciates the form and 

techniques of the artist. There is a sense of immediacy be

tween the viewer and the artist due to an unencumbered ass-

thetic 8ppreciation. This is not the case for a Chinese look-

ing at English script - he must know the words and their mean

ing in order to µerceive an aesthetic expression. 

Before the Han dynasty? most people did not know how to apprec

iate calligraphy, either as an art form or a writing style. 

During this sacure period, however, craftsmanship flourished 

because the country was powerful and people lived in prosperity. 

There was a growing demand for. the manufacture of good writing 



materials; brushes, inksticks, paper and inkstones. By this 

time, too, r::haracters were refined, different. st;yles of writing 

were formed, Bnd it became the custom to carve characters into 

stone as part of a privately recorded history, or to r;reate a 

stone slAb billboard which advertised the Emperor's achievements. 

The threu influences of Confucius, Tao and Buddha established 

calligraphy as a way of communicating a philosophical spirit. 

There WAS leisure time for the wealthy to practise calligraphy 

as an art form and to culT,ivats their appreciation to a medit

ative level. As the Chinose declared writing to be an art, 

r::alligrHphsrs began to emerge and gain recognition. 

Calligraphy is a symbolic art which cannot be oxscuted without 

a certain foundatio11 in writing with a brush. In the follmi.1-

ing example ws attempt to differentiate between writing with a 

brush and brush Crllligraphy: a building is put together of bricks 

and concrete, but these HlRmsnts only form the building and do 

not give it distinction as something worth looking at. 

Similarly, writing dons with a brush only attains distinction 

at the hand of a calligrapher. 

If one usea a brush to write a paragraph, the Chinese charact

ers are used only to communicate, 1 iks mathematical :3ymbols. 

But calligraphy conveys much more than mere symbols which in 

themselves are relatively unimportHnt. The way they are written 

is the key factor. Chinese calligraphy is not influenced by 

the meaning of the characters. By the four principles of 

calligraphy, one knows a good work whether it says anythinQ or 

nut. What is appreciated in calligraphy is the continuity of 

relationships between characters, the relationship of space~ 



between the characters, the construction of the strokes within 

a flguie, 8nd the rhythm of the nine directions, along with 

evidence of the creative spirit which helps to i1lurninate Lhe 

artist 1 s f rams of 1nind and thus aid the reader. Enjoyment of 

calligraphy comes from this revelation of the artist's spirit, 

and from perceiving structure and rhythms rather than the mean

ing of individual characters. An important work may have 

detectable errors in content but it cannot be judged by whether 

it is right or wrong, 011ly by whether or not the c<-!lligraphy 

is Hffective. Those who try to interpret characters are con

sidered 11rn~; worthy than those w~.o simply apply a visual in

terpretation. 

Chang Hsu, a pro1ninent calligrapher of the Han dynasty, in

vented :the "grass script", in which the characbns are hardly 

recounisable. A legendrlry story record~ that one dHy he had 

an inspiration, so he rushed off to get a brush to write down 

all the beautiful phrasfls in his mind before he forgot any

thing. While writing, he asked his nephew to sit by his 

side and record his work. The nephew stopped, puzzled at a 

word he did not recognisu, and asked his uncle what it meant. 

Chang Hsu, unable to tell himself, was angry with his nephew 

for not asking earlier because he said ''I could probably 

rem em be r then , but not no 1...1 ! " Cl ear 1 y , d u r i n g the pro c e s s of 

writing calligraphy, Chang Hsu WAS so unrestricted by the con

struction and connotation of the characters that he hi~sAlf 

coulrl not later recall what he had written. 

So, to appreciate Chinese c:alligraphyt one must disregard the 

literal meaning uf c:'.v11'acb:1J·.:: and the accuracy of cdlligraphic 



strokes, just as when lu1.1king at a painting it is fooli.Bh 

to insist on knowing the exact object depicted by the paintei 

and t.q require a pe.rfe .t likenes~. Calligraphy is not de-

signed to be a standard r 1·om which to copy and learn. Anyone 

can learn to write with a brush, or follow a primer of standard 

~haractsrs as printed in a book, but only R fe~ gifted people 

can produce h~gh quali~y calligraphy. Special talents are re-

quired by those who "create" calligraphy and not everyone is 

capable of appreciating the ~alllgrapher's spirit and skill. 

l 

All forms of art, including calligraphy, when they reach their 

peak of refinement, can be likened to a successful musical 

composition. All art should exclude differences between the 

external (form) and the internal (content) perceptions. Since 

calligraphy is R visual art, even though it is derived from a 

word-picture form, it is difficult to find language to describe 

it. But it is close to music in thdt one can listen without 

explAnation or previous information and still enjoy the ex-

perience. In order to ap,Jreciate Lhe bEiauty of calligraphy, 

one must first disregard the meaning of the characters. Other-

wise, literary disr:ussion about words and the i.r meaning wriuld 

result rather than concentration on the ovBrall aesthetic effect 

of a calllgraphic work. In the same way, when looking at opera, 

it is possible to see only the costumes and consider it as a 

fashion show; or the movement only~ and perceive it as chorea-

graphy; or hear only the background and regard it as a piece 

for arches tra; or foll mi only the plot and recognise a story; 

or recognise only virtuosity in the lead singers and see it as 

a vocHl performance. Those who do not understand the art of 

opera concern themselves with isolated components of the whole 

form. SimilArly a piece of paper with brush writing on it may 



be looked at as a literary work where the meaning is more im

portant than the calligraphy as a work of art. In this case 

it can only be described as an article beautifully written with 

a brush, not as a work of calligraphy. 

The art of calligraphy reveals to us the metaphors for the 

spirit of the writer in a su 1'ies of t1..io-dimensi onal lines. 

Three elements are distinguished: l.Lne, form, and 1;olour. 

Of these, line is the most important be~ausu all the possible 

symbols have th~ common aspect of linear description. For ex

ample, a cup has the elements of shape and 1:olour which make 

it a visual reality, but no lines. HowEver, in order to draw 

it, one uses lines to transform the cup into a two-dimensional 

id e a • L in ear d e s r; rip t ion r e du c e s the c up f r o m a con c re t e r e al ·

it y to a visual thought. The art of calllgraphy has a finite 

number of strokes so it is a unified expression; objects, 011 

the other hand, can be determined by any number of llnes. 

The sirnilarites between music and 1;alligraphy have already been 

pointed out. This is especially true of the "grass" or "runn

ing" script (also known as the "cursive" or "semi-cursive" 

style). There are heavy and light strokes, fast moving lines 

und slow blocks, sharp angles and flowing motion, all of which 

suggest a conductor guiding the musi~, but are actually the 

movemAnts of the calligraphe1· 1 s brush creating a composition. 

This unity of rhymB and rhythm in calligraphy is known as 

hang chi and is vital for an appreciatjon of the art because it 

distinguishes calligraphy from type in a newspaper, 1Jhich is 

static and rrozen into ons meaning and existence. 

The art of calligraphy also ptits em1_1hasis on the intc:irrelat

ionship between constructions of characters. The arranye-



ment of characters and lines is alive; thus, if each character or 

group of characters stands as a unit, then there are ei~ht directions to which 

it can relate - above, below, right, left, upper right, upper left, 

lower right, lower left. The size of every character and the thick-

ness of every stroke should be considered. Each combination of one central 

and eight adjoining characters forms an inseparable unit, and this inter

connecting relationship is known as chiu kung (literally 11nine quarters"). 

The construction of the character itself is another important element 

of calligraphy. Each character•s own structure is kno~n as chien cha, 

which carries a structural concept into the arrangement of space called pu 

pai. A man who uses a brush to write symbols to convey a message may some

times pay attention to the structure (chien cha) of characters for an 

aesthetic purpose. However, for a calligrapher, the meaning of these 

written symbols is not important. He is only using the characters and 

their individual strokes to divide the space and order on a piece of 

paper. Individual calligraphers will use the same character but divide 

the space differently, just as a model will not be painted in the same way 

by a number of painters. A calligrapher's aim is to arrange t~e strokes of 

a character so that they divide the empty space around it properly and 

artistically, thus rendering an individual image. 

of characters that the Chinese call pu pai. 

It is this arrangement 

Starting in the Han dynasty, people learned to treasure a piece of paper 

with characters beautifully written on it because through it they 

valued something beyond the meaning of the characters. In fact, the 

meaning was often forgotten and the piece of calligraphy was said to in

spire an aesthetic experience apart from meaning. Besides, to appreciate 

calligraphy meant that one must have cultivated the mind and fulfil led 

one's spiritual 1 ife by grasping beauty for beauty's sake. 



During the latter part of the Han dynasty, books on the art of calligraphy 

began to appear. The work of Ts'ui Yuan on the art of calligraphy known 

as Ts'ao Shu Shih is still read today. Tasi Yi was another author whose 

work Chuan Tse also discussed the shape of characters, but not their 

meaning. From then on many books appeared about the quality of calligraphy, 

comparing its expressive images to various animal and vegetable elements 

as well as human gestures, behaviour and virtues. 

During the T'ang dynasty (A.D.618-906), a scholar named Chang Hwai-chuan 

wrote a book entitled Su Tuan, in which he says that calligraphy is 

created without any particu.lar purpose. According to his argument, 

calligraphy is a part of nature because each word is executed according 

to rules and forms found in natural processes. This description is 

reminiscent of Chinese philosophy: calligraphy is closely related to 

natural movement, which in turn is a reflection of life in the universe. 

In the same book Chang also says that 11call igraphy is like music without 

sound, music in the mind, or silent music''. This is almost the same as 

the Taoist idea that calligraphy need not have a form identifiable tn 

other artistic expressions, yet eloquent descriptions of the relation-· 

ship between Chinese calligraphy and music confirm the closeness of the 

two in their aesthetic qualities. 

Certain art movements in Western countri_es, such as nineteenth century 

Impressionism, reflected nature in a subjective and immediate way 5y 

placing paint on the canvas in single strokes of pure colour, tn 

direct response to natural phenomena. There were few 1 imits or rules; 

it was an activity unbounded by nature or convention and came near to 

a pure art form. Such spontaneous overflow of expression finds its 

counterpart in cal 1 igraphy. As Tsai Yi once said: "When a high level 

of expression is attained, there is no reason nor rule to change or stop it, 



but once the' feeling that gives rise to the expression is gone, nothing 

more can be done. 11 The idea of liberty of expression is thus common to 

both Eastern and Western cultures. 

The important element in the art of calligraphy is not the meaning, out 

the forms expressed by characters, so that the art comes through the 

visual form and not the words themselves. Chang Hwai-chuan says: 11When 

one looks at calligraphy, one ought to see only the spirit in it and not 

the actual form of the characters. 11 In other words, hang chi is some

times closely related to the characters, but does not necessarily 

follow their meaning. Often in music, the title is related to the 

content of an expression: for exaMple, the label, Serenade, gives an 

indication of what the music will say, but p~re music has no title. 

When one truly enjoys calligraphy, it is very much like becoming lost in 

the music~ one cannot understand the meaning of the characters, but 

simply appreciates each form. 

When a musical notation takes on form, it does not convey meaning in 

itself, but it has feeling when expressed or performed. In fact, the 

simplified forms (or the so-called 1 ~eneral imageN according to Chang 

Hwai-chuan) of calligraphy are comparable to forms of Western abstract 

art. If we compare actual art objects from East and West, again, the 

concepts are similar. Artists Joan Miro (b.1893) and Paul Klee (1879-

1940} were among those who used symbolic language to communicate aesthetic 

qualities. Symbols help to render aesthetic experience by the use of 

linear 11 arrangement 11
• This kind of composition is similar to the method 

of arranging lines in a Chinese character. Both in Western and Eastern art, 

there is the same effect of roughness and emphasis on the painterly 

quality of brushwork, whether it be oil on canvas or ink on paper. This 



is especially evident in Miro 1 s work of the period between 1940 and 1955. 

In the art of calligraphy symbols became idea shapes which express a 

feeling beyond the 1 ines and words themselves. 

Paul Klee used symbols calligraphically in his work of 1938-1939, 

arranging symbolic words on the page in a pattern that resembles chiu 

kung, or the nine q~arters in Chinese calligraphy. A close relationship 

between Eastern and Western art can also be observed in the work of Piet 

Mondrian (1872-1944). He proves visual space by analysing the structure 

of an object until it becomes a 1 inear composition freed from image, no 

longer pictographic but pure form without a necessary beginning and retain

ing only a vestige of its original structure. Mondrian produced works 

based on musical compositions, and added primary colours in order to 

create 11 plastic11 space, which appeared to vibrate and move backwards and 

forwards in a geometric composition. The art of calligraphy has the 

freedom to arrange space with the same imagination and manipulation of 

form as in the paintings of Klee, Miro or Mondrian. 

Times have changed and the brush is now less important as the tool for 

calligraphy than it was in ancient times. Bal 1-point pens, felt-tipped 

markers, and new paints and brushes have allowed change. But even 

though the instruments change and there is a general decline in writing 

techniques, the art of calligraphy lives on. Touching the pulse of 

nature, calligraphy reaches the essence of things. [t is the poem with

in poetry, the painting within the picture, the harmony·· among the 

themes of our existence and art in the midst of aesthetic vision. lt 

will never decline because it transcends time; it is the future 

anticipated and past recaptured. 
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Ky o to Municipal Museum of Art : !Tel. 771 - 4 107} 

City bus no. 5. 

® City bus no . 5, 32, 46 

=:- Kyoto Koikan Bijutsu-kan mae 

or Okazaki Koen mae 

Open: 9:00 a.m. - 4: 00 p.m. 

C losed on M o ndays 

Dec . 1 (Tue }-Dec . 6 tSun} : Exhibition of "Dyeing X" 

40 dyeing examples ore on display. 

Admissi o n Free 

Dec . 1 !Tuel -Dec . 11 tFri} : Dokuritsu Bijutsu-ten 

250 w o rks o r wes tern pain t ings done by the 

members o f Dokuritsu Art Associa t ion ore di splayed. 

Fee : Adult s ¥ 500 Students ¥ 400 

Dec. 1 tTue} -De c. 11 !Fri} : Nika-kai 

Ni ka -ko i is an exce llent artis ts group which does 

wo rk in a new and r resh style !both abstract and 

rea l is ti c} . Thi s exhibi t io n shows 200 western 

pain tings, 30 pieces o f sculp ture, 50 photo, and 

30 exampl es o f commercia l design . 

fee , Adults ¥ 500 Students ¥ 400 

De c. S!Tue} -Dec . 11 !F ri} : Univers i ty Exhibition 

7 5 paintings d ::ine by studen ts o f Kyoto Univer

sity and Kyo to Women's Un ive rsi ty ore displayed. 

Admission Free 

) Dec. 15 1Tue)-Jan . 15 !Fri): Th e 13th Nitten 

Nitten is the largest and the most orthodox 

group o f artists in Japan. This yea r. totally 600 

examples of Jopanese painting, Western pointing, 

scu lpture, crof t, and calligraphy a re o n display. 
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,. . 
EACH DAY IN LIFE IS TRAINING 
TRAINING FOR MYSELF 
THOUGH FAILURE IS POSSIBLE 
LIVING EACH MOMENT 
EQUAL TO ANYTHING 
READY FOR EVERYTHING 

I AM ALIVE - I AM THIS MOMENT 
MY FUTURE IS HERE AND NOW 

FOR IF I CANNOT ENDURE TODAY 
WHEN AND WHERE Will I? 

(WORDS FOR EACH DAY) 

..s~ ~·~ 
Soen Ouki 
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MAKER OF THE· MOST OELICll)US 
CHOCOLATES & CANDIES 

TOKYO·OSAKA·KOBE 

No. 21152 < B ) 8 ftJ 

• c 
Dedicated To lnternc 

Thursday, 
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Shopping On The Ginza? 

GINZA 

()nal Understanding 
Matsuzakaya 
DEPARTMENT STORE 

Closed Wednesday 

mber 24, 1981 rn:~n56'4' 1 0!'1 13 B 00~;.1§ ~~1Mrn 1&>11M?.11i r.1l'il>fl7 4 9~) © · Mainichi Daily News, 1981 100 ye"1 

L ~mpire Des Sens Trial: 

Oshima Gets Backing 
From Writer Sawachi 

Miss Hisae Sawachi. a 
popular novelist, appearing in 
courl as a witness in support of 
movie director Nagisa Oshima, 
who is on trial , charged with 
selling the controversial book 
"Ai-no-Korida" lL'Empire des 
Sens) , said Tuesday that 
prosecutors who indicted 
Oshima on obscenity charges, 
were in fact, "more obscene 
and indecent." 

Appearing in a appellate 
hearing at the Tokyo High 
Court, Miss Sawachi said she 
felt the book was beautiful, 
highly artistic and rich in , 
literature, far from being ob
scene. 

Oshima is on trial on ob
scenity charges in the 
publication of the book which 
was based on a shocking in
cident that actually look place 
in Japan in rn:l6 in which a 
woman killed her Jover and cut . 
off his genitals . Oshima 
produced the film "Ai-no
Korida" later. 

Miss Sawachi also said that 
material prepared by the 
prosecution for the indictment 

of Oshima was far more ob
scene than the book itself, 
adding: 

' 'Article 175 of lhe Japanese 
Penal Code, which bans por
nography is anachronistic." 

Asked to comment on the 
proliferation of pornographic 
films and books in Japan; the 
novelist said that the 
prosecution was "hasty" in 
connecting pornography and · 
crimes committed by Japaqese 
youths. 

(1) 



SECTION C. 

SEMINAR PAPERS 1981-1982 



SEMINAR PAPER 

PRESENTED TO 

POSTGRADUATES 1981 



REALISM REVERSES THE RETINA 

or 

IS REALITY OBSOLETE NO! 

1) "Today's painters aim has changed: They cannot 

discover reality any longer. Their subjects 

arerphotographs, illusions, or as with Estes, 

reflections." 1 

(I disagree) 

2) "Only representation can give reality to reality, 

realism does not exist in reality, but in 

2 representation." 

Yukio Mishima 

3) The use'of photography. 



In Realists painting. there is no such thing as the reality. 

It's too simple to say that they are just painting what's 

out there because the content oF the subject changes and time 

does not stop, in other words reality is not static. The 

language that is used by the Realist is to deal with visual 

perception. It is not plausible at the moment to put physical 

reality onto a two-dimensional plane, maybe the hologram. 

The reality that contains substance is the elements within 

3 the painting, the painting maintains its own authority. 

Because the spectator accepts totally what is shown, if not, 

then there would not be Art. What is left is the painting 

or image, this is where the introduction begins, Hello! 

dialogue happens, between the spectator and the painting. 

This representation of reality is the essence of the artist's 

experience, of how he or she perceives it. At first what you 

see is not what you get. I'm not saying that it is an illusion, 

illusions do not exist. What exists is the painting, the 

essence. 

See Article on WillLam Bailey -

The visual directness that is depicted in the Realist painting 

is by no means didactic imagery as opposed to Pop Art or the 

Renaissance. Where Pop Art talked about commercialism, ad

vertising the whole urban culture and the Renaissance with 

its religious instructions. Contemporary Realism differs 

from the past, 4 in that the painters thraugh the ages have 

idealized reaLi ty, Caravaggio - "The Lute Player", Vermeer, 

Georges Ue La Tour, DelRcroix, Frans Hals, J.F. Millet -

"The Gleaners" etc, etc. 



Quote G.H. Lewes, writing on Realism in Art in 1858: 

"Real.ism j s ... the basis of all Art, and its anti the8is 
is not Idealism, but Falsism. When our painters repres
ent peasants with regular features and irreproachable 
linen; when their milkmaids have the air of Keepsake 
beauties, whose costume is pi~turesque, and never old or 
dirty; when Hodge is made to speak refined sentiments 
in unexceptionable English, and children utter long 
speeches of religious and poetic enthusiasm; .•. an 
attempt is made to ideallz8 but the result is simply 
falsification and bad art •.. Either give us true 
peasants, or leave them untouched; either paint no 
drapery at all, or paint it with the utmost fidelity; 
either keep your people silent, or make them speak 
the idiom of their class." 

Contemporary Realism has divorced itself from the past, it 

stands alone, an entity. 

Quote Leger: 

"A work of art" says Leger, "should be representative of 
its times, like every other intell13ctual mani f estatior1, 
no matter what. Painting, because it is visual, is 
necessarily the rGflection of external conditions and not 
psychological ••• If pictorial expression has ch2nged, 
it is because modern 1 L fe made it necessary. The ex
istence of modern creative people is much more condensed 
and compli~ated than that of the oeople of µreceedinq 
centuries." 

It has become a modern day phenomenon, it is not a movement 

as such, there is no manifesto, what it is, is a provincial 

happening. Quote Simone de Bsauvoir: 

"The most remarkable event that winter was the Surrealist 
Exhibition, which opened on 17th January 1938, Bt the 
Galerie Des Beaux-Arts in the Faubourg Saint Honore. 
In the entrance hall stood one of Dali's special creat
ions: a taxi cab, rain streaming off it, 1Ji th a blonde, 
swooning female dummy posed inside surrounded by a sort 
of lettuce - and chicory salad all smothered with snails. 
The "Rue Surrealists" contained other similar lay fi9ures, 
clothed or nude, by Man Ray, Max Ernst, Doninguez, 8nd 
Maurice Henry: we were particularly drawn to Masson's, 
that of a face imprisoned in a cage and gagged with a 
pansy. The main salon had been arranged by Marcel 
Duchamp to loo~ like a grotto; it contained, among 
other things, a pllnd and four beds grouped round a 
brazier, while the ceiling was covered with coal bags. 
The whole place smelled of Brazilian coffee, and various 
olijects loomed up out of the carefully contrived serni
darkness; a fur-lined dish, Bn occasional table with the 
legs of a woman." 



An avant-garde of individual artists brought about by 

Technology. The increasing specialization of ro+es in 

society, the role which the Realist artist p+ays is a 

universal one, where the painting is accessible to the 

spectator. There is no jargon, only the image that speaks 

for itself. The realist artist today is bombarded with maas 

communication from films, T.V., Video, magazines, newspaper 

etc, etc. Tom Blackwell, "Today photographic images, movies, 

T.V., newspapers are as important as actual phenomena. They 

affect our perception of actual phenomena". 

This not only affects the artist but also the spectator. The 

reality that is so accessible now to the viewer has inevitably 

changed his or her perception. This endless barrage of commun

ication has lead the viewer to take reality for granted in so 

much as they can carry it around, take it home and at their 

leisure look at it. Certainly not by the artist for if it did, 

they would not be painting in the mode they are. 

There is no competition for the audience between the artist and 

Technology, rather it is a partnership. This immediacy in 

Technology has been ampllf ied by the contemporary realists. 

Their paintings are saturated with detail as much as Technology. 

The diff'erence that presents itself is a representation of 

reality, an impact that is not taken for granted. Cited 

Marshall Mcluhan. The contemporary realists are redefining 

reality in terms of todays environment, no more is it glossed 

over as in the past. lJhat I me;-.n is that the style of realism 

in the past was a vehicle for their statements. Today's realism 



is where the spectator is within the painting, not standing 

outside looking in. Eg., Richard Estis' work. 

The spectator accepts the photograph as the real but in actual 

fact it tells a lie. The camera records the light and does 

not distinguish the elements in the scene, everything is equal. 

For example, if you have never seen a car or building and that's 

what is shown on the photograph, you would not be able to tell 

the difference. It is only because we have been preconditioned 

that we can associate with that difference. A photograph rep-

resents the retinal image, not how the scene appears. Like 

distant objects look too small-in a photograph, example a 

mountain range comes out looking like a pitiful row of mole 

hills. Perspective was invented before the camerH or else we 

would have a hard time working out what is happening in the 

photograph. 

The labels that have bean attached to the contemporary realist 

like PhotoRealism, Sharp-rocus Realism Hyper-nealism, New Real-

ism and Super Realism. All these isms don't really tell what 

they are on about. 

Quote - Courbet Realist Manifesto (1855): 

"The title of F~ealist was thrust upon me just as the 
title of Romantic was imposed upon the men of 1830. 
Titles have never given a true idea of things: if 
it were otherwi.so the works would be unnecessary." 

There is a division between those Contemporary Realists who 

are making paintings about how the camera SABB and thoss who 

are interested in using photography to make paint.:irgs about 

hot..r they SHB. 



3. ''In a painting all its ~lements are there to be seen 
simultaneously. The spectator may need time to ex
amine eath element of the painting but whenever he 
reaches a conclusion the simultaneity of the whole 
painting is there to reverse or qualify his con
clusior. The painting maintains its own authority. 

·4. 11 The art of the past is being mystified· because a 
priveleged minority is striving to invent a· history 
which can retrospectively justify the role of the 
ruling clauses, and such a justification can no 
longer make sense in modarn terms. And so, in
evitably, it mystifies. 

Slide shown 11 Mon a Li s a 11 
, S a s.k i a de Bos r 

Slid~3s shown 

Audrey Flack 

Ben Schonzei.t 

Malcolm Morley 

John Kacere 

Claudio Bravo 

Frans Gertsch 

Claude Yvel 

Noel Mahaffey 

Chuck Close 

Philip Pearlstein 

Alf .red Leslie 
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\.JILLIAM BAILEY: 

MYSTERY AND MASTERY 

Bailey doesn't like being labeled a realist. 

'I want the credibility of real objects' he says, 

'but the whole ide u of painting is abstract' • 

.----------------- ------- -- -- ---

WiUiam Bailey, 
artist and Yale 

prores.sor. or his 
painting he says: "I 

think I have fairly 
successruUy evaded 

classification." 
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j William Bailey, Large Orvieto Still Life, 1977, oil on canvas, 35''1. by 51 \.ii inches. Private collection, New York. 

LEl<T: In the early '60s Bailcy's work ccntered on figures in interiors, such as "N" (Female Nude), ea. 1965 (Whitney Museum of American Art). 
RIGHT: Bailey didn't consider paintings like his 1967 Table still lifes . ··1 was thinking much more abstractly," he says. 



William Bailey, Manfroni Still Life, 1978, oil on canvas, 45 by 58 inches. Collection of Herbert W. Plimpton. 



The measured bymmetry and classicism of Llilliam Bailey's still 

lifes produce a delBctable frisson of reco~nition of object as 

abstract shape. It is intense reality transformed into pure 

formalism - an encounter with the recognizable that instantly 

announces more than is so realistically presented. Indeed, 

one's most profound response is a sense of intimacy and quiet

ude. The stillness of Bailey's paintings, their harmonious 

self-containment, their mystery and mastery and, above all, 

their order, place them outside the framework of today's 

realist concerns. 

Critics have admired the serenity of Bailey's work. They have 

marveled at the patience his paintings reflect, their confidence 

and a meticulousness that makes one think of Zurbaran. They 

have spoken of accomplishment, intelligence, sensitivity and 

commitment, have praised the burnished light, the muted colour, 

the expressive use of space and the perfect compositional 

architecture. What the critics have not revealed is the extra

ordinary fact that Bailey paints from memory - a fact that makes 

him even more of an individualist. 

" N o I don ' t s e t up the s t i 11 l i f e s , " s a i d t. he p a in t e r du r i~n g a 

recent interview. "I don't think anyone knows this. And I 

have never painted from the live model when doing my figure 

paintings. But as for the still Lifes, I have the objects -

they exist, but some are in the kitchen, some are in the living 

room and some are in my houss in Italy. I look at them, but 

I don't bring them together and arrange them on a table. I 

simply remember them. The still lifes I paint happen only on 

the canvas itself. There are no setups away from the canvas." 



A more personal ~evelatlon cantered on Bailey's capacity to in

vest his work with a sense of serenity. 

"People say my paintings are calm and serene. This may or may 

not be so, but I can assure you I'm not calm and I'm not 

serene. And I'm definitely not patient. What I am is tenacious. 

Also, I never know where I'm going with a painting. I only 

know where I've been and, frankly, I believe that every painter 

is in a state of continual failure. The only constant in a 

painter's life is failure." 

This cautionary tenet is indicative of Bailey's deep awareness 

of the tenuousness of accomplishment, the fugitive satisfact

ion that has been the sine qua non of all self-questioning 

artists. And it is this quality of doubt that has informed 

Bailey's long circuitous quest to come ta terms with his life 

as man, painter and teacher. A professor of painting at Yale 

University since 1973, Bailey has been associated with that 

institution since he was a student. He did not gain serious 

recognition until 1968, when he exhibited a group of nudes and 

still lifes at the Robert Schoelkopf Gall13ry in New ·Yark. 

Recognition was late in coming; Bailey was already 38 years old 

and known only to a few realist painters and a handful of 

admirers. He worked in relative isolation and his creative 

development was fraught with the stop-go exigencies that often 

beset the life of the teacher/painter. Bailey's ultimate 

achievement as one of the country's mast magisterial still

life painters came about as the result of youthful experiences 

and influences that strongly coloured his intellectual and 

emotional life. 



\Jilliam Bailey's so!llewhat professorial image is deceptive. 

Tall, blue-eyed, soft-spoken, he is conspicuously lacking in 

pedantry. A witty raconteur, he delights in recollRcting his 

highly peripatetic youth, lingering on events that held special 

meaning for him. 

"It all began in Council Bluffs, Iowa, where I was born on 

November 17, 1930," said Bailey. "My father was in broad-

casting - selling air time. Because of that we moved from one 

city to another. By the time I was 12, we had lived in about 

30 different houses. I was left to myself a great deal of 

the time - and I drew. I used drawing as an area of dreaming. 

I really had no notion of art as fine art. But I liked to draw. 

\Jhen people asked me what I wanted to be, I said I wanted to be 

an artist, without really knowing what that meant. 

11 \Jhen I turned 15, we had just moved from Chicago to Kansas 

City, Missouri. My father went on a business trip and, while 

on the trip, he died. He was only 39 and I was still 15. \Je 

had some difficult years, but eventually my mother remarried. 

The man she married was a marvelous, imaginative man who was 

an alcoholic, something she didn't know At the time she 

married him." Bailey's stepfather was a "wild entrepreneur" 

who invented and marketed a series of products, from a new 

type of kitty litter to corn chirs. "I was in high school then," 

Bailey continues,"and I spent a good deal of my time getting my 

stepfather out of scrapes and trying to cover up for him. I 

liked him very, very much. I remember his joining Alcoholics 

Anonymous, but he couldn't stand it. Every time he went to a 

meeting, he went out on a binge! Finally, he stopped going and 

got himself straiahtened out. It was funny. He called himsHlP 



a 'business typhoon,' because everything he touched blew 

away. Well, after some years he too died. 

My mother was very quiet and un-exc:eptional in the sense of 

assetting herself. She was very interested in music. She 

played the piano. She was always very girlish and somewhat 

passive, 8Xcept during those difficult years when she had to 

assume all the family burdens. I have a sister who is six 

years my junior. Angela is married now and lives in North 

Carolina, and I rarely see her." 

In high school Bailey continued to draw, and among his greatest 

pleasures were his visits to the Nelson Gallery in Kansas City, 

where he enjoyed copying old master d1·awings; some red chalk 

drawings by Watteau were particular favorites. The art courses 

he took in high school were unfulfilling, centering as they did 

on commercial Art, which, as Bailey put it, would prepare him 

for a position as a designer of greeting cards. Upon graduat

ing from hioh school, he entered the University in Kansas. 

"It was at the university that I discovered painting. I was 1 7 

and I began to get more and more involved with the idea of be

coming an artist. Of course, it was all pretty vague. I mean, 

I knew there wer great masters, but they were from the past, 

and the painters I knew about of the pres8nt were the regional 

painters - Benton and Curry, 8rtists to whom I was not terribly 

attracted. At any rate, during my first two years at Kansas I 

took every drawing course that was offered. And I began to 

pairrt from the model and still lifes. I absolutely hated still-

life painting. I couldn't stand it! I couldn't imagine any-



one enjoying painting still lifes. Anyway, there Yere two 

young teachers at the university who strengthened my impetus 

toward wanting to become an artist. These were Herbert Fink, 

who now teaches at Southern Illinois University, and Robert 

Sudlow, who is still at Kansas. I admired them and they inspired 

me.'' They made Bailey realize that painting was a serious 

occupation and gave him a love for the metier. 

Bailey was a loner at the univsr~ity. He felt alienated and 

did not make lnng-term friendships. Instead, he immersed him

self in other areas of culture. A voracious reader, he ab

sorbed French, Russian and English literature (particularly 

Checkhov, postoevski, Dickens and Jane Austen)· and thereby dis

covered tie was not alone· when it came to feeling alienated. A 

romantic by nature, Bailey soon felt the urge to experience 

new climates, new milleus, new people. At 20, and with two and 

a half years of college behind him, he resolved to leave Kansas. 

His hope was to find an art school in Boston or New York so 

that he might draw full-time. But there was no money. A job 

was the answer - or the army. 

''It was 1951 and the Korean War had broken out. I knew I would 

be drafted once I left the university and so, because I was 

suffering from a kind of Hemingway romance, I decided to volunt

eer for the draft. I felt I wanted to test myself as a man and 

go through a war. Having grown up during the SeL:ond World War, 

that was a very strong thing in a lot of us. And so that's 

what I did. I volunteered and was promptly sRnt to Japan and 

placed with the 40th Infantry Division. I trained in anti-



aircraft intell.Lgen~e, which was fine except that I was seeing 

no action - I was not really fightiny a WAr. 

''Well, a friend of mine and I decidAd we shouldn't be in Japan 

but. go to Korea. Of course, it was not only foolish but insane. 

Again, 1 volunteered and so did my friend. 

We landed in Korea and were plAced with the 24th Division. I 

was assigned to infantry support weapons and I was Hent out on 

patrols. As it turned out, there was no gre8t fighting rAging. 

Mostly it was boredom and occasional periods of great fear. I 

was not hurt. It was the second winter of the war, 1951-52, 8nd 

I was 21. Later that winte1·, our unit was sent back to Japan 

and we stayed there for about a year, simply training replace

ments. 

''We were right at the foot of Fujiyama and I fell in love with 

Japan. At one point, I took a leave and went to live in a small 

fishing village and set up a little studio for myself. I worked 

and lived like a civilian for about a month and it felt good. 

All ~hrough the army I had hidden the fact that I was interested 

in art, becausH I was afraid that I'd be put into some unit 

that made signs - latrine signs and such. But I did a tremen

dous amount of drawing on my own and 1 made a lot of gouaches. 

They were all very topical, illustrative and not very good.'' 

When Bailey was discharged from the army in 1953, he felt extreme

ly dislocated. He knew he wanted Lo continue his art train-

ing but didn't know how to go about it. The G.I. Bill would 

8Upply him with a minimal monthly check that would barely suppurt 



him. After a brief visit home, he found hjmself in Wichita, 

Kansas, 1Jhere he befriended a young man whose family ot.ined a 

steul company. There were d1·afting positio11s availabl13, and 

Bailey applied for one. 

''I landed a job'as a structural steel detailer for the Christoph

er Steel Company in Wichita and lived in a funny walk-up hotel 

on Wichita's skid row. So I worked during the day and tried 

to draw And paint at night. When I got enough money together 

I decided to go to New York and look for an art school. After 

some looking around, I went to talk to someone at Cooper Union. 

He was a very nice man,but he said that at Cooper you had to 

start your training from the beginning. Then ha said, 'Why 

don't you go up to New Haven and talk to Josef Albers, •Jho j s 

the new head of the art school at Vale. It's supposed to be 

a very exciting school.' So I put myself on a train with a man

ilR envelope full of drawings and gouaches and some photographs 

of paintings. Albers saw me in his office, asked about myself, 

looked at the drawings and said, rrhssFJ are awful! How could 

you show me these thinys!' I thought it was all rather grat

uitous, because I wasn't at all sure I wanted to yo to Vale. 

Then he suddenly said, 'AlrLght, I'll take you!"' 

Baflsy entered YalR University during the winter of 1953 and 

his first year at the art school was a happy ons. He had 

found a canter, a core. Albers' proximity was at once enlight

oning, exhilarating and exasperating. To help pay for his 

tuition, Bailey obtained a njght job at the Winchester Arms 

Factory in New Haven. 



"I felt absolutely split. I had two lives. Ons in the factory 

at night, the other at Yale. And even at the art school I 

felt that the students there had a very different orientation 

from my 01..m. I mean, the talk WE1s about the heroes of the 

Bauhaus - people like KleA and Kandinsky - they were the kings. 

Well, they weren't artists that particularly interested ms, 

although I have since come like Klee very much. Of course, 

that was also the period when American art WAS in the grip of 

Abstract Expressionism and that was a marvslous tension, be

cause Albers adm.i. red certain peo1.le -de Kooning, Kline, Jim 

Brooks. Still, he felt it was all one grand bandwagon. He 

used to run around lecturing against jumping on a bandwagon, 

and every time he's sFJe a li.ttle 'gesture' in a painting, he 

wo11ld point his finger and say, 'What's this?! /\ha! The band-

wagon! '" 

During his first year at Yale, Bailey met Conrad Marca-Relli, 

who WAS a guest artist and ~eacher in the art school. It WAS 

through Mari~a-Relli that BailBy was exposed to metaphysical 

painting. The two would talk -for hours about Morandi and dEi 

Chi::-ico a11d, in time, theso influences, 8.S WEill as thosll of the 

Abstract Expressionists and of Albers, would emerge in Bailey's 

own paintings. 

"I was painting jn a most peculiar way. It WAS fiQurative 

imagery that was formed out of abstract shapes, and it related 

to de Kooning and Marca-Ralli 1 but it wasn't as gestural RS de 

Kooning and more painterly than Marca-Relli. It was also very 

modest in scale and the palette was quite extended. The in

fluence of Alhers came by way of color. I baserl the structure 



of the paint.ings on the interaction of color, something I 

hadn't really fully assimilated. Of course, I had done work 

in Albers' very celebrated color course, but in a strange way 

it didn't seem to relate to painting. Llell, hs let me be. 

One thing I didn't do was to take Albers' drawing course, 

because I didn't think I liked the way he taught drawing. 

Oddly enough, I lRtsr taught that course myself. 

"But about Albers: as studenh>, 1_Je constantly talked about what 

Albers was saying - was it true, 1Jas it right, was it the WF1y 

art should be? Actually, none of us knew him as a peeson, only 

as a fares. The fact is, Albers was extraordinarily eloquent 

in verbalising his reaction to a painting. He always tried to 

differentiate betwEsn what you thought you were doing and what 

was actually going on in the painting. He would say things 

like, 'One must recognize the difference between factual and 

actual. We don't want the factual, we want the actual. How 

is the work really behaving visually?' All of his teaching 

was basud on that. Llhat I personally garnered from Albers was 

the absolute urgency of art - the terrible seriousness of it 

and how ~antral it was to his life. He instilled that in us. 

I never really ran into anyone who was HO consumed by art. 

he was a magnificent teacher." 

Truly, 

In 1955, Bailey won a Yale prize for a year's study abroad, with 

a stipend of $2,000. He dHcided to go to Rome, a choice prompt

ed by his increasing interest in such Italian contemporaries as 

Alberto Burri, Afro and Cremonini. Too, Marca-nelli would be 

in Rome and would put Bailey in touch with the Roman art 

com111uni t y. Added Lo all this, the young art is l; would be placed 

in contact with the Renaissance masters he loved, particularly 



Raphael. 

"I had a chance to llve in Burri' s studio. Later on, I moved 

to a ~lace of my own across the river - the Trastevere section, 

which WAS marvelous because I had a view of the whole city. 

Of course, it was very hard sHttlLng down to work, because I 

was torn between my obllgation to go out and see art and be 

in the studio and make art. Time was very precious, and I was 

determined to ;nake the money last one whol13 year. So I lived 

very frugally. Well, I finally began to paint and I did a 

certain kind of architectural thing and usRd the kind of wall 

colors that everyone falls in love with when they're in Rome. 

I also began doing dl'awings of a very different sort - very 

volumetric Renaissance drawinys. 

"In the meantime, I had got Len to knDL.1 a number of the American 

artists living in Rome, people like Bill Kiny and Tom Boutis, 

Laura Ziegler and the writer Arturo ~ivante. I did a lot of 

paintiny through the winter. As there WAS no heat in my studio, 

I WEnt to the post office, whlch WAS the only heated public place 

I knew, and I would sit there and draw. The paintings I was 

doing had gotten quite abstract, and they weren't any good. 

But I did a whole bunch of little studies of oil on paper, and 

they were much better than the paintings." 

While Bailey was in Italy, he received a letter from Albers 

asking him whe l~her he'd like to return to Yal1::i as a graduate 

student and if he would be willlng to teach d1·awiny, as an 

assistant. Albers added that the year Bailey spent in Rome 

w c. u 1 d r: o u n t tow i=i r d h i s MF A deg re e • B ail e y a g r e e d and c-t t y FJ a r ' s 



and returned to New Haven. He WAS particularly happy about 

the teaching post, which would enable him to yive up his night 

job at the Winchester Arms factory. An even happier prospect 

was an invitation from the Robert Hull Fleming Museum at the 

University of Vermont to have a one-man show of the small oils 

on paper he had clone in Rome. It was Bailey's first exhibition. 

"When I got back to Yale, I began teaching t,wo courses in draw

ing in an assisting caµacity, and also wrote a thesis on draw

ing for my MFA, which I received in 1957. When I graduated I 

didn't quite know what to do next. Again, Albers came to me 

and said, 'Why don't you s l:ay and teach drawing?' Well, I was 

very pleased. I moved into a studio downtown and taught my 

first full-time drawing cours8 at Yale. I also continued to 

paint, but the painting was moving in all sorts of wild direct-

ions. I was searching for my own voice and wondering what I 

was doing. 

''I began rdduclng the shapes until I almost reinvented ImpresH

ionism and I did paintinys 1 wasn't happy with, but they had 

something. I was asked to show so~e of these works at the 

Kanegis Gallery in Boston, and people seemed I.a like them and 

i:iven bouciht them. Still, 1 was desperately unhappy about my 

work. I felt I was in a sort of stylistic corner that I 

couldn't extricate myslef frm1 unlBsH I just dropped it. It 

was get t.ing to be 1959 and the painting was still very fug,i ti V8. 

I simply couldn't deal with it. Everything I touched seemed 

to disappear with the next mark that I made. All the while, I 

continued to draw and I thought I'd try to do some sculpture, 

just to see if it might help the painting. And so it went until 

one day, quite out of the blue, I received a letter from the U.S. 



State Department asking me whether I could be interested in 

traveling abroad 011 a cultural exchange program. 

at ion couldn't have come at a bet l;e r moment. 

The invit-

With his wife, Sandr~ Stone, whom he had met in 1956 when she 

WAS an art student in the Yale painting dep&tment and married 

in 19SB, Bailey sHt off on a cul~ural mission that included 

visits to Rangoon, 13urma, Manila, Taipei and Hong Kong. He 

taught briefly at the University of Manila, lectured at the 

Imperial Art School in Burma and ±alked to artists, teachers 

and critics in various other r;ities. The trip made a consldsr

abl e impression on him, but it did not move him half so much 

as the art he saw on his journey back to the United States. 

11 \Je decided Lo return by way of Europe and so we stopped in 

Athens, Rome, Paris and London. In Athens we went to the 

museum end I saw marvelous fragments of feet, and it WAS all I 

wanted to look at - those feet, because they were so pure, so 

mysterious. In Paris, I went straight to Inyres - the Bather 

of Valpincon and I.he Grande· Odalisque in the Louvre. In 

Londo11 I went straight to Pi8ro's Nativity and to Oosch's 

Christ Mocked in the National Gallery. It WAS like cra~ing 

certain foods. 

"When I got back to rilew Haven, I went into the studio and start

ed a painting of a female fioure in a room. And something 

clicked. It WAS as thoUQh the doors had opened. Here was 

something I really wanted to do. And I started painting more 

nudes in interiors. They were very stylized, very self

conscious ..•. but something WAS derinitely happening. Of course, 



I continued teaching, but by 1962 I fel~ it was time to make 

a move. I neoded to leave the place where I had been a student 

and so I applied for teaching jabs at various colleges. 

Oddly enough, I received a call from a school I hadn't applied 

Lo and that was the University of Indi~na in Bloomington. The 

man calling me was Henry Hope. He had seen some my drawings 

and said that Indiana was trying to establish a group of 

figurative painters. Well, because he WAS very pers~asive and 

charming, he talkerl me into uoing to Bloomington. The moment 

I accepted I thought, 'Llha t have I done! ' 11 

Bailey's move to Indiana was propitious. He quickly discovered 

that it was the right place for him at this juncture of his life, 

and he remained at the univsrsi~y for six years, from 1963 to 

1969. 

"I was gaining strength in my painting, and I knew where I was 

going. And I loved Bloominyton - the atmosphere, the people~ 

the kind of freedom we all had. Lle could L:ome and go and not 

feel tied. In fact, in 1965 I applied for a Guggenheim and 

got it. My wife and I went to Paris and my work continued to 

center on figures in interiors. I had done one still life of 
/ 

some eggs, but I never thought of it as a still life. I was 

still trying to find a way of painting that wasn't as psycho!-

ogically taxiny as working with the figure. I wanted a purer 

form of painting. Although the eggs I painted were volumetric, 

I was thihkiny much more abstractly. I was thinking of linear 

harmonics •.•• how I could range luminosity back and forth across 

the forms." 



Llhile at Indiana, Bailey met the painter Leland Bell, who had 

come to teach there, and the two became friends. Bell brought 

Bailey's work to the attention of his New York dealer, Robert 

Schoelkopf, who instantly invited Bailey to have an exhibition. 

The show opened in February 1968, and a Sunday New York Times 

review was glowing. Bailey's drawings were deemed ''the best 

of their kind" and the paintings "a remarkabl13 accomplishment." 

"I was absolutely ecstatic," recalled Bailey. "And I knew 

that the Schoelkopf GallRry WAS exactly right for me, because 

Bob showed people I ad~ired: Gabriel Laderman, Leland Bell, 

Sidney Tillim and Joe Fiore, none of whom was terrihly well 

knoi.m at the time. The 011ly known quantity in a certain kind 

of figurative painting was Philip Pearlslein. The rest of us 

were slill sort of underground. At any rate, I've been show-

iny at the Schoelkopf 13ver ·since." 

It was in 196Y that Bailey was asked to return to Yale as chair-

man uf the art school - an invitation he accepted with mixed 

feelings. 

"It wasn't a. job I really tJanted, but I did want to ~et back 

within the reach of New York. Llell, Jack Tworkov had been the 

chairman, and he retired. Llhen I got there the art school had 
/ 

changed dramatically. In fact, 3 sort of revolution was raginy. 

I soon 11rnrned that part of the re1.1ol t had to do with the nature 
I 

of my appointment. Students and part of the faculty had not 

been fully consulted, and the1'e was a fear that the school WAS 

going in a conservative direction based on 1ny paintings and on 

my earlier association with the school. 



Bailey consulted with Vale president Kingman Brewster, and the 

l~wo dee ided I.hat Ela il 13 y 's c hai rma11 sh·i p would b a un tenable, but 

Brewster persuaded Bailey to come as an adjunct professor of 

painting, LJhi eh would be a full--time job. · (The chairmanship 

Wf1S reorganized out of existence.) Then, Bail13y continues, "in 

197S, Brewster asked me to become the dean of the art school. 

I agreed to fill in for one year -until they found another dean. 

Finally, they found Andrew Forge, who is the presant dean, and 

I felt reliev~Jd. Now I'm si.mply a prof13ssor of painting." 

At 49, Bailey has reached H level of creative achievement that 

has placed him in a stylLstic realm outside the current stream 

of realist painting. In cursory fashion. he elucidated the 

esthetics of his work. 

"I'm bothered by being call.ed a realist painti3r, becauso I 

think that what it's come to mean is that representation is 

the primary quality - the primary value, and I don't see thGt 

as being the primary value. Frankly, I don't understand a 

lot of realist painting. I don't know why anyone would do 

it. I think that all painting is abstract. The best figura

tive painting is abstract. I mean, the whole idea of painting 

is abstract. I think I have fairly succetrnfully evadE1d class

ifi~ation, and that has helped me in a public way, because I've 

never be~n aligned with any particular group. 

"My still llfes exist in an absolutely artificial light sit

uation. They couldn't exist in nature, because I change the 

degree of illumination as I move through the painting to meet 

the heeds of the painting. I don't make the objects particular

ly real. At the same time, I want the credibility of real 



objects - or real pl~ce. So there is alwAys that tension 

between the clArity of the object - the reallty - and the 

artifice that's employed. 

"The backgrounds of the sl:ill lifes are the hard parts. That's 

where I get back to the mere synthetic ideas about painting, 

and it doesn't have anything to do with realism at all. 

What I want there is a tension between that expanse of subst-

nntial plane and a light-giving, color-giving modifier for the 

objects. 

"Of 1..:ourse, there have been crucial influences. Albers was 

an influence, not stylistically but intelle~tually. Ingres 
.l 

is an imµortant influence and after Ingres, Corot ••• those early 

Italian µaintings. Morandi is alwRys mentioned, because I 

have bottles on a tabletop. But I discount that connectloh. 

I admire Morandi very much, but we are not aiming at the same 

thing. Certainly the notion of form, of light, of space is 

very, very diff'erent. The !-.iimilarity is a belief in the po1..1er 

of the mute object. Actually, I'm a terrifically eclectic 

painter. I'm inspired by the most unlikely painting - Mondrian, 

both e<lrly and late. MatissH is one of my great heroes. 

Cezanne and Ciacometti are important to me. As for my immed-

iate contemporaries •.• ! resnect Pearlstein and Leland Bell. 

I admire Al Held. But you see, I'm really interested in 

painting, not movements. Movements don't really have any 

historical integrity. They're adopted out of peculiar, often 

artificial circumstances." 



The artist hesitated to speak of his personal life. 

"Basically, I'm a very private person. I care tremendously 

about my family - my wife, my chilrlren. We have a son, Ford, 

who i.s 15 and very interes l;ed in elec:tronics. Our daughter, 

Alix, is 12, and she is very interested in dAnce and AlAo 

stud Les the piano. My tJi fe co11t.inues to paint. She's a 

marvelous painter. She paints very quiet, small paintings 

di:c-ec;tl y from the mo'del. She's exactly the opposite o F 

my s El 1 f . S he does n ' t 1 L k s to p a j n t w i t h OLJ t s DI n e t h in g d i re c t 1 y 

in frorit of her. Her work hasn't been shDLm, but it will be 

one of these dHys. 

"As for 111e, I stil.l have a tremendous amount of work to do. 

Things may change, but not because I'll be doing a 'new thing.' 

I dun't operdte thal wAy. I don 1 t make p as I; i c he s f r o rn t h e p .rn l: • 

I choosu my own issues, and I don't have to choose issues that 

are pro\,•iderl by the art world at any given mo111ent." 

John Gruen 

ARTNEWS, Nov. 1979 
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"ART & ACTION" 

This seminar paper was conducted in the manner of a perform

ance in which I recorded the seminar paper on tape alone with 

active illustration. The tape player was placed in the sem

inar room along with a postal article gauge and 12 cards 

with the word exercise on each and numbered ac~ordingly. This 

was left on a table in front of the audience, I then proceeded 

to turn on the player and immediately left the room, returning 

when the tape finished.* 

This perfor111ance was to illustrate "Art and Action" and hope

fully a response from the audience. 

*The discussion was recorded after the completion of the paper. 



Art is a mental activity and often it is much richer and more 

specific than words could convey. Words do not constitute 

the expertence itself. An artist constantly tests his work 

underway by using himself for an audience. 

"In its Hssence, 3ny art that relies 011 words makes 
use of their ability to eat away- of their corrosive 
function - just as etching depends on the corrosive 
power of nitric acid. Yet the simile is not accurats 
enough; for the copper and the nitric acid used in 
et~hing are on a par with each other, both being extract
ed from nature, whilA the relation of words to reality 
is not that of the acid to the plate. Words are a 
medium that re~uces reality to abstraction for trans
mission to our reason, and in their power to corrode 
reality inevitably lurks the danger that the words 
themselves will bw corroded too. It might be more 
appropriate, in fact, to liken their action to that of 
excess stomach fluids that digest and gradually eat 
away the stomach itself." 

Yukio Mishima 

Three questions arise, does Art require a: 

1. Memory, 

2. Intuition, 

3. Medium. 

The assumption is that all three go hand in hand. 

First, Memory, it is an act of ~ias judgement not like a 

momenta of a photograph from a life being lived. Rather it 

is the past that constructs the future, the memory preserves 

the meaning~ instead of being arrested moments. 

Secondly, Intuition, the context of which it fits is between 

the artist and the work, that~ery fine line that acts on 

action. 

"When a high level of expression is at l:ained, there is 
no reason nor rule to chanye or stop it, but once the 
feeling that gives rise to the expression is gone, 
nothing more can be done." 

Tsai Yi, Han Dynasty. 



In the game of Roulette there are 37 numbers, including zero, 

you pick one, it comes up Intuition. 

Thirdly, Medium, means by which something is communicated. 
I 

The process that instigates the action is the area in which I 

want to investigate, not necessarily in the visual arts. 

Art may be anything an artist sees or, hears, 811 that he is 

able to make use of in his function of reproduction, independ-

ently of the importance of the subject or beauty of the form. 

Artistic creation is such mental activity as brings perceived 

feelings to such a degree of clearness that these feelings 

are transmitted to other people. 

All ~arks of art, and in general all the mental activities 

of an artist, can be appraised on the basis of three fundament-

al qualities: 

1 ) those wh,ich stand out by the importance of their content. 

2) those which stand out by their beauty of form. 

3) those which stand out by their heartfelt sincerity. 

The activity of art is based on the fact that a person receiv-

ing through his sensH of sight or hearing another person's 

oxpresHion of feeling, is capable of experiencing the emotion 

which moved that person who expressed it. To take the simplest 

example:- a woman cries and another person who hears, feels 

sorrow. It is on this capacity of the spectator to receive 

another person's expression of f'eeling and to ·experience those 

feelings themselves, that the activity of art is based. 



"Art styles aTe good except that which is not under
stood, or which fails to produce its effect." 

Voltair. 

Words, it may be said, are admirable, but incomprehensible to 

those who do not know the language in which it is delivered. 

A speech delivered in Japanese may be excellent, and yet remain 
I 

incomprehensible to me if I do not know Japances. But what 

distinguishes a work of art from all other mental activity is 

just the fact that its language is understood by all, and that 

it infects all without distinction. 

The artist, if a real artist, has by his work transmitted to 

others the fenling he experienced. What is there, then, to 

explain? 

If it is transmitted to others, and they feel it, then all 

interpretations are superflous. Had it been possimle to ex-

plain in words what the artist wished to convey, the artist 

woulci have expressed himself in words. The artist expressed 

it by his art, only because the feeling he experienced could 

not be otherwisH transmittHd. 

The three elements, Memory, Intuition and Medium are inter-

related and inseparable which lead to actior, that catalyst 

becomes the Art. 

Yukio Mishima is a prime example of "Art and Action", in which 

he explains it quite clear 1 y in his book "Sun and Steel''. 



Mishima on November 25th 1970, aged ~5, committed seppuka. 

Llhen he had driven the blaoe into his left side and drawn it 

across his abdomen, he gruntecj a signal ~o the cadet standing 

behind him; the cadet beheaded him with a long sword, complet

ing the ritual (it took three strokes of the sword). He had 

written forty novels, eighteen plays, twenty volumes of short 

stories, and as many of literary essays. He was a director, 

an actor, an accomplished swordsman (a Kenda master of the 

fifth dan) and a devotee of weight-lifting. Had conducted 

a symphony orchestra; seven times he had travelled around the 

world, three times he had been nominated for the Nobel Prize. 

Mishima was born in 1925, his family name was Kimitake Hiraoka. 

In April 1931, Kimitake entered the first grade at the Peer's 

School. The school had been est8blished in the 1870's as a 

private institution for children of the Imperial family and the 

new aristocracy. ''He had been re~ding and even scribbling 

poems when he was five''. As a twelve and thirteen year olrl he 

was discovering Oscar Wilde, Rilke, the court classics and the 

great Japanese decadent Ju~ ichiro Tanizake, and he was rarely 

without a book. The first play he saw was The Tale of the ~7 

Ronin. For the rest of his life Mishima went to the Kabuki 

at least once a month. In 1940, at fifteen, he became the young

est member of the editorial board in the literary club at the 

Peer's School. At the age of sixteen he chose the pen r1ame 

Yukio Mishima. Frain 1942 he managed to produce eight novellas, 

three long essays on classic~! literature and a slim volume 

of new poetry. In September 194~ Mishima graduated at the head 

of his class and was awarded the traditional silver watch by 

the emperor personally. A month later his first book of short 



stories was published "Now I was ready to die". February 

1945 Mishima received his draft notice, known as the "Red paper" 

because the form was blood red, a draft notice was tantamount 

to an imperial command to die. Mishima had entered the 

unjversity in October 1944 - law. August 15th Japan surrender

ed unconditionally and the emperor himself went on the radio 

to command his subjects to lay down their arms. In the eacly 

postwar years, Mishima w~s a writer only at night; in fact 

he was Yukio Mishima only at night. By day he was Kimitake 

Hiraoka, E\ law student .-1t Lhe Imperial University. In 1947 

graduated from the Law Department, on Christmas Eve formally 

received his first and only bureaucratic appojntment, to the 

national savings section uf the Banking Bureau, Mini~try of 

Finance. 

Mishima resigned after nine months at the ministry on September 

13th 1948 to become a novelist. Later on he wrote Confessions 

of a Mask, an autobiographical novel. "This book is a last 

testament I want to leave behind in the domain of death, 

1J her e I have r e s i d e d u n t i 1 n OLJ • " I n 1 9 5 0 , Mi shim a b e g an to 

frequent "gay" bars and cafes which had materialized all over 

Tokyo immediately after the war, gathering background material 

for his new book Forbidden Colours. In 1951 Mishima started to 

do his trdvelling, by 1953 he produced one full length play a 

year until he died. In 1958 he mar l'ied Yoko SuQiyamas. 

"I want to sit on rococo furnjture wearing L.evi.'s and Hn 

aloha shirt; that's my idea of a life-style". 



He began Kenda in January 1959 and by 1960 had ascended all 

the way to the fifth dan. 

"I practiced kendo with a passion and was able to dis
cover some little sense and pleasure in being alive 
only in the \i inl13nt, fanatic shouts of the kendoi s t 
and the hiss of the bamboo sword". 

Sun and Steel 

"The samuri's profession is the business of death. 
No matter how peaceful the age in whir,h he lives 
death is the basis of all his actinn". 

Hagakure (In the Shadow of the leaves). 

Up until the year of his death Mishima kept a religious 

schedule both writing and action. 

If artists lack the capa~ity of that mental activity they 

would be like Kasper Hauser. 

"The Foundling of '~uremberg, found in the marketplace 
of that town on 26th May 1828, apparently some Hixtsen 
years old. I-le spoke little and was almost tot.ally 
ignorant HVen of common objects. He subsequently ex
plained that he had been brought up in co~f inement 
underground and visited by only one man, whom he saw 
but seldom." 
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"I like it, Pietro, I like it ... put bigger tits on St Ursula and you've got yourself a sale ." 
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Toshiro Mifune as the warlord Toranaga 



EACH DAY IN LIFE IS TRAINING 

TRAINlNG FOR MYSELF 

THOUGH FAILURE IS POSSIBLE 

LIVING EACH MOMENT 

EQUAL TO ANYTHING 

READY FOR EVERYTHING 

I AM AL I VE I AM TH IS MOMENT 

MY FUTURE IS HERE AND NOW 

FOR IF I CANNOT ENDURE TODAY 

WHEN AND WHERE WlLL I? 

lWORDS fOR EACH DAY) 

SOEN OZEKt 

DAISEN.;_(N SEN TEMPLE, KYOTO 


