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Kano Art and the Ukiyo-e

Hibiscus and Blue Heron on a Tree Stump by Matsuma Goshun, and the works collected in the Uta-Makura Album by Utamaro Kitagawa are art pieces from the 18th century of the country now known as Japan that exemplify two distinct schools of art-making that in turn exemplify the class structure and societal making of the Edo period. Hibiscus and Blue Heron on a Tree Stump Is a work from the Kano school of art, a highly structured and traditional art school of the samurai, while the Uta-Makura Album contains works of woodblock prints made for the “Ukiyo,” the “floating world” of pleasure and freedom found by the lower classes and an example of Ukiyo-e, its art which had content and philosophy as different from the Kano school as possible, but both greatly inform and are informed by the context around them in Edo Japan.	Comment by Tiffany: Succinct and compelling intro sentence 	Comment by Tiffany: It is a rather long argument and might be shortened or broken down into parts, but this sentence effectively sets the stage and makes a claim that the rest of the paper will set out to prove: the two artworks reflect different classes, different content, and philosophy, yet both are informed by the historical context of Edo Japan. 

To begin, the Kano school is first defined by it being strictly tied to the samurai class, essentially aristocrats at the time, seeing as samurai hadn’t much need of fighting in their famed armor or with their swords and bows after Ieyasu Tokugawa successfully brought unification and peace to the warring daimyo that ruled the lands. Art was composed with brush and ink, with significance in each stroke. The nature of these materials were such that each mark was translucent and the crafting of each form could be observed, even if it appeared as no more than a regular image to the untrained eye. However, no such untrained eye would even look upon these works – the Kano school was made by samurai, for samurai (and those above them), not commercial in the slightest and often on permanent display in castles and bole houses. In the castle, art like Hibiscus and Blue Heron on a Tree Stump would be displayed on the permanent walls, or sometimes on dividing screens, located in large communal rooms used for gatherings. The art was in permanent fixture to the castle, was part of the castle, and the castle itself was just as much a symbol of stability – according to Tim Screech, traditional depictions of Edo Castle would have cranes, said to live 100 years, circling its high rooftops while in the moat there dwelled 10,000 year-old terrapins, lifespans to match the castle and in turn the Kano art. Kano art was also fixed in the sense hat it was not creative, and forms were particular and all taught by the school. The method of making each composition was fixed, and resulting art was subtle yet grand, meant to be contemplated, symbols of long tradition and lasting power that came from ages past and, in theory, in those to have come.	Comment by Tiffany:  The following paragraphs now carry the reader along while proving the author’s. 	Comment by Tiffany: The author provides relevant historical context about the politics at the time which is what the essay prompt asks for.	Comment by Tiffany: Context and background is given for the artwork.	Comment by Tiffany: The reading by T. Screech is referred to several times, not just to say his name, but to actually add relevant information related to the author’s argument	Comment by Tiffany:  The end of the paragraph gives a nice summary, a “so what” telling the reader why she should care. It also nicely summarizes cultural values related to Blue Heron.

As for the art of the Ukiyo-e, things couldn’t be more different. This form of art was relatively anonymous, though we can attribute the art in the Uta-Makura Album to Utamaro Kitagawa. But even if the wild and vivid compositions came from one mind, their method of production was quite communal, pulling resources of inks and wood from various peoples across the lower social classes. The creators of Ukiyo-e were not samurai, but people lower in the caste system like merchants or artisans. These woodblock prints were mass-produced with the aforementioned woodblocks, which would be painted with inks and stamped to create images, not unlike how woodblocks were used to print designs on kimono. Unlike Kano art, these compositions, then, were not singular or fixed, and would “float around” in the floating world of the Ukiyo like loose leaves or trendy magazines. And they were indeed quite trendy, as compositions were topical and extremely commercial, being sold in the pleasure and theater districts, their content and colors meant to dazzle and cause impulse purchase.

To briefly outline the Ukiyo, escapism and pleasure were needed in the Edo period to control the samurai as well as the common folk after the end of civil war. Tim Screech describes the “Three Ports” of Edo Japan, the mercantile Osaka, the antiquated and feminine Kyo (Kyou), and the virile Edo, taking particular focus on the latter. As for why Edo was so virile, it was because this was where the shogunate would on a regular basis call in samurai and daimyo from other regions, in order to keep Edo Japan unified and under control. These men, with their wives at home, would become part of the emporary and transient crowd that made up the city, and hte pleasure district of Edo, Yoshiwara, was established in order to give them something to do outside of attending to stiff courtly and military matters. The samurai’s two swords would be surrendered upon entry, and they would then become part of the anonymous crowd in the Yoshiwara, a place devoid of caste. After all, the stars of the Ukiyo werethere, the geisha and the theater performers, both not even on the social hierarchy, yet celebrated all the same. These sorts of people were featured in woodblock prints, which were sometimes even adverts for them, and were the celebrities of this floating world of escapism that paralleled the dignity of the state itself.	Comment by Tiffany: For a longer essay, the expectation is that you refer to the readings in detail as the author has here. 

In the Uta-Makura Album (which I believe means Song-Pillow or something similar, already a very fanciful and evocative name compared to our example of Kano art), there are works like The Actor or The Flirt depicting a performer and a prostitute respectively, the latter being fittingly near pornographic. Such subject matter would never be found in the Kano art school, as they very well couldn’t put it on the castle walls. They do, however, perfectly illustrate the stardom of these anonymous people in the Ukiyo. The loud and expressive colors and compositions were meant to sell and to be fashionable, each print not being valuable in itself but valuable for their monetary piece in the material culture of the Ukiyo. In the Ukiyo, samurai didn’t exist in the Yoshiwara, since nobody knew nor cared for anotehr’s class there, and in the kabuki theater they were ridiculed and mocked in the plays featuring dramatic storylines that featured liminal people like robbers or criminals, and less savory content like suicide and romantic drama that one would never find in a samurai’s poetry. Yet all the same, the samurai were part of the crowd that enjoyed the Ukiyo, subject to its wild freedom and consumers of its material joys, since that escapism from the austere was part of the mechanism that established order in Edo.

Tim Screech does note, however, that Edo Japan was not some “pornotpia” nor was it a draconian society. The idea of Edo Japan as a hub of pure materiality that we may get only by looking at the woodblock prints is countered by the Kano art’s preservation of tradition. However, we also see that the two had some crossing-over at least in terms of consumption, as samurai would both appreciate and create Kano art in the castles but would also escape to the Yoshiwara (apparently, even shoguns would set up “office” there occasionally). In addition, Screech notes that men were controlled also by obligation and noblesse oblige, not strictly shirking their duties or their political and miliatry functions just for pleasure, as some critics at the time feared, and that geomancy in the way Edo was structured was also meant to keep the order. Quite tellingly, after a fire had burned through Edo and the original Yoshiwara, the Shin Yoshiwara was established at the northeastern edge of the city, the “demon’s gate” according to geomancy. As such the Ukiyo and its art may have been floating, but was also something of a fixture to Edo’s orderliness just as much as Kano represented tradition and stability. Kano art would remain static like the castle and its power, while woodblock prints and the people of Edo would be transient and in constant flux around it. The schools of art did not intrude upon one another and were extremely different in content and context, yet both were significant aspects and contributors to the literal state of Edo Japan.	Comment by Tiffany: Going back to the thesis, the author summarizes his/her arguments and reiterates how the “context of Edo” was significant to these two works.	Comment by Tiffany: This is a subtle point that brings the works together, and shows the deeper-level thinking that the author is doing. 	Comment by Tiffany: The essay ends with a conclusion that ties up his/her original argument and adds an interesting new direction. 


--Anonymous 

Yiqing’s comments
· This essay presents a clear structure of argument, evidence, comparisons, and conclusion, which complies with a good essay format. 
· When the essay compares the two works Hibiscus and Blue Heron on a Tree Stump by Matsuma Goshun, and the works collected in the Uta-Makura Album by Utamaro Kitagawa, it does not merely provide adequate differences in terms of media, styles, cultural values, and the viewers’ relationship to the works, but also refer to specific ideas from the class readings to support the descriptions of those differences. 
· This essay clearly explains each of the two works in relation to the power structure and cultural values. It provided specific features of the Hibiscus and Blue Heron on a Tree Stump and explain why it expresses the spiritual and cultural pursuits of samurai class. It also explains clearly how the Uta-Makura Album accords with the consumption culture of the Edo period. 
· For the analysis of each work, this essay does not simply provide general information, but applies professional terms of art to articulate the features of each painting in detain. 
