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 Abstract     

The momentous signing of the Treaty of Kanagawa in 1854 marked the turning point to end 

Japan’s long seclusion from the West. 1 Its subsequent ‘opening’ unveiled the refreshingly 

different aesthetic canon of Japanese art which was enthusiastically hailed by nineteenth 

century Western artists and designers. As a much sought after commodity, Japanese art was 

collected in unprecedented quantities throughout Europe, the British Empire and the United 

States. The mania for things Japanese also reached the far-flung colonies in Australia and New 

Zealand.  

This phenomenon, referred to in the English-speaking world as ‘Mikado Mania’ or the ‘Cult of 

Japan’, coincided with the establishment of public museums, the proliferation of international 

exhibitions and ease of global travel. These innovations fostered and facilitated the formation 

of Japanese art collections internationally.  

A survey of Australian and New Zealand collections and a particular examination of the Art 

Gallery of South Australia’s collection formed between the years 1904-1940 reveal the 

circumstances and personalities that shaped the nature and content of the collections. It is 

argued in this thesis that while nascent colonial public museums and private collectors such as 

those in South Australia were guided by British tastes, the genesis of which predated the 

nineteenth century ‘opening’ of Japan, the collecting of Japanese art in nineteenth-century 

Australia and New Zealand served as a signifier of international discourse and modernity. 

                                                           
1
 Commodore Perry arrived in July 1853; The Treaty of Kanagawa was signed between Japan and the United States 

on 31 March 1854. 
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For Japan, its art became a tool to fend off foreign hegemony. Driven by the slogan bunmei 

kaika ‘civilisation and enlightenment’, Japan throughout the Meiji era (1868-1912) exploited 

the mania for its art in order to achieve status and recognition as a world power.  It will be 

further argued that the spirit of bunmei kaika also encapsulated the cultural aspirations of the 

fledgling colonies in Australia and New Zealand which,  by the late nineteenth century, were 

endeavouring to articulate their own ‘civilisation and enlightenment’ within the British Empire. 

Through their efforts to advance onto the world stage, the Australian colonies played a 

significant, though unrecognised role in Japan’s experimentation and investment in its self-

promotion as a civilised country.  

The cause and effect of measures undertaken by the Japanese government to achieve bunmei 

kaika through the applied arts of ceramics, metalware, ivories and lacquer can be directly 

demonstrated through the very objects collected in South Australia and the other colonies. A 

study of their intrinsic qualities and provenance provides tangible evidence of Japan’s strategic 

efforts to advance its national identity through art. It also serves to shed light on the curatorial 

expertise and connoisseurship being exercised at the time by colonial museums and collectors.  

 Japanese objects acquired during the formative period of Australian and New Zealand 

museums have long been ignored or dismissed as hybridised and inauthentic. Recently their 

technological ingenuity and cross-cultural aesthetic have been more generously acknowledged. 

They are the beacons of Japan’s quest for ‘civilisation and enlightenment’.  
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Notes on Conventions 

 

 Romanisation of Japanese names and terminologies indicates long vowels by the use of 

macrons ō, ū.   

 Archaic English and Romanisation of Japanese terms used in citations, quotations or 

data from contemporary nineteenth century sources remain unaltered.   

 Japanese names are given according to Japanese conventions with family name first. 

 Art galleries and museums are named according to the titles in use at the time. 

 Abbreviations may be used for current titles:  Art Gallery of South Australia - AGSA; Art 

Gallery of New South Wales - AGNSW; Art Gallery of Western Australia - AGWA; 

National Gallery of Victoria - NGV; Queensland Art Gallery - QAG; Powerhouse Museum 

- PHM; State Library of South Australia - SLSA. 

 Where research has revealed new information or attributions concerning objects 

discussed in the thesis, the captions have incorporated changes and may differ from 

those currently used by the respective institutions.  

 Australian nationality is attributed to British subjects born in Britain and who spent a 

period of time in Australia, as well as those born in Australia.  
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Wood engraving 
State Library of Victoria, image no: b50094 

 

Fig. 52  ‘That Heathen Japee’  
Melbourne Punch, 16 September 1875 p. 366. 

 

Fig. 53  The Japanese Court, Australasian Sketcher, 6 October 1875  
Wood engraving 
State Library of Victoria, image no: mp002355 

 

Fig. 54  Cover page to Hashimoto’s report: Fu Gōshū Meruborun-fu Hakurankai Kikō  (An 
Account of the Australian Melbourne Exhibition) dated September Meiji 9,(1876) 

 

Fig. 55  The Japanese Commissioners:  Haruo Sakata & Asami Chūga   
Town and Country Journal, 28 February 1880, p. 401   
State Library of South Australia 

Fig. 56   Sydney International Exhibition floor plan  
Reproduced from Sakata Haruo’s report: Gōshū Shidoniifu Bankoku Hakurankai 
Jimukan, Shidoniifu Bankoku Hakurankai Hōkoku Tokyo 1881 p. 40. 

 
 
 
 

http://naturalisticspoon.com/Kiryu_Kosho_Kaisya.html
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Fig. 57   Matsumoto Hōen 
Jar with moulded design of sea creatures and net  
Stoneware, colour enamels over clear crackle glaze 
Gift of the Japanese Commissioners at International Exhibition 1881 
Art Gallery of New South Wales, 2439A-D 

 
Fig.58 Hyōchien, active 1873-1909 

Soga Tokumaru 
Vase with design of cocks, hens and chicks 
Porcelain or white stoneware, enamel colours over clear glaze 

Gift of the Japanese Commissioners at International Exhibition 1881 
Art Gallery of New South Wales, 2447  

 
Fig. 59 Hyōchien, active 1873-1909 

Fuwa Sodō  
Large plate with carp design  
Porcelain with overglaze decoration  
 Art Gallery of New South Wales, 1250 

 
Fig. 60   Nōtomi Kaijirō 1844-1918 (?)  

Vase with design of ducks (two views) 
Stoneware  
Art Gallery of New South Wales, 2452 

 
Fig. 61  Miyagawa Kōzan 1842-1916 (?) 

Three footed vase with design of gourds, insects and frogs 
Art Gallery of New South Wales, 2450.a-b (lid not included in photo) 

 
Fig. 62   Miyagawa Kōzan 1842-1916 (?) 

Incense burner with two dragons and seated rakan on lid 
Earthenware 
Art Gallery of New South Wales, 2445  

 
Fig. 63   Miyagawa Kōzan 1842-1916 (?) 

Three-legged incense burner  
Earthenware 
Gift of the Japanese Commissioners at International Exhibition 1881 
Art Gallery of New South Wales, 2456.a-b 

 
Fig. 64  Detail of Three footed vase, (Fig. 61) 
 
Fig. 65a Wake Kitei, design for tea set 

Onchizuroku book 1 (C0038386), Tokyo National Museum 
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Fig. 65b Kiyomizu Rokubei, design for lidded bowl 
Onchizuroku book 2 (C0038425), Tokyo National Museum 

 
Fig. 65c Kinkōzan Sōbei, 

Onchizuroku book 3 (C0038441), Tokyo National Museum 
 
Fig. 65d Takahashi Dōhachi,  

Onchizuroku book 4 (C0038492), Tokyo National Museum 
 

Source for images 65a-d: Tokyo Kokuritsu Hakubutsukan Meiji  e ain no  anjō   
 hōsa Kenk ū Hōkokusho "Onchi zuroku" Tokyo Kokuritsu Hakubutsukan hen, 
Tokyo 1998.  
 

Fig. 66  Kinkōzan Sōbei 1824-84 
Vase with design of ducks  
Stoneware, enamel colours over the glaze 
Gift of the Japanese Commissioners at International Exhibition 1881 
Art Gallery of New South Wales, 2444 

 
Fig. 67  Kinkōzan Sōbei 1824-84 

Vase with design of birds and flowers around pond 
Gift of the Japanese Commissioners at International Exhibition 1881   

    Art Gallery of New South Wales, 2454 

Fig. 68 Kanzan Denshichi 1821-1890  
Vase with various designs in panels of different shapes 
Gift of the Japanese Commissioners at International Exhibition 1881  
Art Gallery of New South Wales, 2465 

 
Fig. 69  Kawamoto Hansuke VI 1844-1905   

Three legged urn with cover     
Art Gallery of New South Wales, 2458.a-b      

 
 Fig. 70  Katō Gosuke (b.1837)  

Jar with design of chrysanthemum, bamboo and sparrow 
Gift of the Japanese Commissioners at International Exhibition 1881   
Art Gallery of New South Wales, 2455 

 

Fig. 71a Kawamoto Hansuke design      
Onchizuroku book 8 (C0039703), Tokyo National Museum       

 
Fig. 71b Katō Gosuke design 

Onchizuroku book 6 (C0038568), Tokyo National Museum 
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Source for images 71a-b: Tokyo Kokuritsu Hakubutsukan Meiji  e ain no  anjō   

 hōsa Kenk ū Hōkokusho "Onchi zuroku" Tokyo Kokuritsu Hakubutsukan hen, 

Tokyo 1998.  

Fig. 72  The Japan Court at the Sydney Exhibition, 20 December 1879     
Wood engraving           
State Library of Victoria, image no: b50749  

 

Fig. 73   Kōransha (1875-present) 
Stork vase  
Gift of the Japanese Commissioners at International Exhibition 1881     
Art Gallery of New South Wales, 2390.1 & 2390.2 

 

Fig. 74 Kōransha (1875-present) 
Tea jar with design of dragon and phoenix in clouds 
Gift of the Japanese Commissioners at International Exhibition 1881  
Art Gallery of New South Wales, 2457.a-b  

 
Fig. 75 Suzuki Seiichirō, active 1860s 

Jar with design of butterflies and flowers  
Cloisonné on porcelain (cover missing) 
Gift of the Japanese Commissioners at International Exhibition 1881  
Art Gallery of New South Wales, 2462 

 

Fig. 76  Takeuchi Chūbei 1852-1922 
Tea jar with design of butterflies and flowers  
Cloisonné on porcelain 
Inscriptions:"Nihon’, Shippō Kaisha workshop's mark and artist's mark Takeuchi 
Chūbei.  
Art Gallery of New South Wales, 2463.a-b 

 
Fig. 77  Takeuchi Chūbei 1852-1922  

Shippo Kaisha, Nagoya  
Tea jar decorated with flowers  
Cloisonné on porcelain  
18.4 x 11.5cm overall 
 Inscriptions:"Nihon’, Shippō Kaisha workshop's mark and artist's mark Takeuchi 
Chūbei.  
Gift of the Japanese Commissioners at International Exhibition 1881  
Art Gallery of New South Wales, 2466.a-b  
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Fig. 78  Gotō Shōzaburō active 1860-1910 or Shippō kaisha  
Pair of blue plaques with flowers, bird and spider in cobweb  
Cloisonné on brass or copper, 9.6 x 76.0cm.  
Gift of the Japanese Commissioners at International Exhibition 1881  
Art Gallery of New South Wales, 1248 & 1249 

 
Fig. 79 Saitō Zembei  

Bronze vase  
Bronze, inlaid and enamelled 
Inscriptions: Saito & Tosui Masa 
Gift of the Japanese Commissioners at International Exhibition 1881  
Art Gallery of New South Wales, 2440 

 

Fig. 80  Hashimoto Eijirō  
Pair of metal vases with fowl   
107.0 x 43.0cm 
Purchased 1880  
Art Gallery of New South Wales, 9951/2 

 

Fig. 81  Photographs of Pictures in the AGNSW 1880-1885 
Edmund & Joanna Capon Research Library, Art Gallery of New South Wales  

 

Fig. 82 Interior of Japanese court - temporary annexe, 1880 
Photograph: albumen silver   
23.6 x 28.9 cm. approx. on mount 
State Library of Victoria, image no: b29980 

 

Fig. 83 Advertisment for Marunaka Magohei trading company, Kanazawa, at the 
Philadelphia Centennial Exhibition 1876  
Source: Jahn  Gisela Meiji Ceramics: The Art of Japanese Export Porcelain and 

Satsuma Ware 1868-1912, Arnoldsche, Stuttgart Germany, 2004 p. 30. 

Fig. 84   Seiji Kaisha c. 1880 
   Incense burner  

Porcelain, 38.8 x 35.7 x 21.3 cm 
   Purchased 1881  

National Gallery of Victoria, 2114 a-b-D1A 
Source: Lane, Terence ‘Supply and Demand: Japanese Objects in Nineteenth 
Century Australia’ Arts of Asia, Nov.-Dec. 2005, vol. 35 no. 6 p. 130. 

 

Fig. 85  Box, lacquer on wood, gilt, gold paint, metal, shell  
6.8 x 23.2 x 19.5 cm.  
Purchased 1881 
National Gallery of Victoria, 2004 a-b-D1A  
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Source: Lane, Terence ‘Supply and Demand: Japanese Objects in Nineteenth 
Century Australia’ Arts of Asia, Nov.-Dec. 2005, vol. 35 no. 6 p. 129. 

 

Fig. 86   Hyōchien, active 1873-1909 
Vase, mountain landscape and eagle  
42 cm x 18cm. 
John Twycross Melbourne International Exhibitions Collection, Museum Victoria  

 
Fig. 87   Utagawa Kunisada 1786-1864 

Self portrait of Toyokuni at age of 79, 1865 
Woodblock print  
John Twycross Melbourne International Exhibitions Collection 
Museum Victoria  

 

Fig. 88   Utagawa Yoshitora, active 1850-1880 
Genji crossing the Oi River with attendants, 1862 
Woodblock print   
 John Twycross Melbourne International Exhibitions Collection 
Museum Victoria  
 
Source for images (86,87,88) Museum Victoria website: 
http://museumvictoria.com.au/collections/items/1452796/print-woodblock-
genji-crossing-the-oi-river-with-attendants-japan-oct-1862 

  Accessed 3 May 2012. 
 
Fig. 89a   Japanese dwelling, Philadelphia Centennial Exhibition 1876 

Lithograph 
Thomas Hunter Lithographs, 716 Filbert St. Philadelphia 
Private Collection 

 
Fig. 89b   Japanese bazaar, Philadelphia Centennial Exhibition 1876 

Lithograph 
Thomas Hunter Lithographs, 716 Filbert St. Philadelphia 
 Private Collection 

 

Fig. 90a-b    Front cover, Illustrated Description of the Hō-ō–den at the World’s  olumbian 
Exposition, Chicago by Okakura Kakuzō & Front view of the Hō-ō–den 
Source: Okakura, Kakuzō  he Hō-ō–den (Phoenix Hall) An illustrated Description 
of the Buildings Erected by the Japanese Government at the World’s  olumbian 
Exposition, Jackson Park, Chicago Ogawa publisher,Tokyo 1893. 

 
 
 
 

http://museumvictoria.com.au/collections/items/1452796/print-woodblock-genji-crossing-the-oi-river-with-attendants-japan-oct-1862
http://museumvictoria.com.au/collections/items/1452796/print-woodblock-genji-crossing-the-oi-river-with-attendants-japan-oct-1862
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Fig. 91   Kitazawa Rakuten 1876-1955 
   Britannia and Yamato-hime   
   Lithograph on paper, 1902  

48 × 32.5cm. 
Koriyama City Museum, Fukushima  
Source:http://www.city.koriyama.fukushima.jp/cgibin2/cv/bijyutukan/collestion
/05/09_e.html     Accessed 23 Feb. 2012. 

 
Fig. 92  W H Barribal, active 1907-25 

The Japan-British Exhibition at White City, 1910 
37.5cm. x 50cm.  
Museum of London Acc. no: 82.232/556  
Source: http://www.museumoflondon.org.uk/Collections-
Research/Research/YourResearch/X20L/objects/record.htm?type=object&id=54
0135    Accessed 11 August 2011. 

 

Fig. 93  Kitagawa Utamaro 1753-1805  
Two Beauties Rambling   
Takamine Hideo Collection 

 
Fig. 94   Ogata Korin 1658-1716 

Scene of Matsushima (A pair of six-panel screens)   
  Baron Iwasaki Koyata Collection 
   

Source for images 93-94: Office of the Imperial Japanese Government 

Commission to the Japan-British Exhibition An Illustrated Catalogue of Japanese 

Old Fine Arts Displayed at The Japan-British Exhibition London 1910 The Shimbi 

Shoin, Tokyo 1910 (image nos. 134 & 66). 

Fig. 95 Possibly ‘Qengero’ Genjiro the top spinner of the Lenton and Smith Dragon 
Troupe Mitchell Library, NSW  
Source: Gilbert, Helen & Lo, Jacqueline Performance and Cosmopolitics: Cross-
cultural Transactions in Australasia Palgrave Macmillan, Basingstoke, 2007. 

 
Fig. 96a-b Detail of Dish, ‘with three storks in flight over the ocean’ & decorated foot  

Morgan Thomas Bequest Fund 1904  
Art Gallery of South Australia, C299, C300, C301 
 

Fig. 97a-b Dish, with maple leaves on water,                                                  
Nabeshima ware, c.1890, Ōkawachi                                               
Porcelain, underglaze blue and overglaze decoration  
Morgan Thomas Bequest Fund 1904 
Art Gallery of South Australia, C302 

 

http://www.city.koriyama.fukushima.jp/cgibin2/cv/bijyutukan/collestion/05/09_e.html
http://www.city.koriyama.fukushima.jp/cgibin2/cv/bijyutukan/collestion/05/09_e.html
http://www.museumoflondon.org.uk/Collections-Research/Research/YourResearch/X20L/objects/record.htm?type=object&id=540135
http://www.museumoflondon.org.uk/Collections-Research/Research/YourResearch/X20L/objects/record.htm?type=object&id=540135
http://www.museumoflondon.org.uk/Collections-Research/Research/YourResearch/X20L/objects/record.htm?type=object&id=540135
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Fig. 98  Pair of lion dogs,  
Hirado ware, c.1890, Mikawachi 
Porcelain, underglaze blue 
Morgan Thomas Bequest Fund 1904 
Art Gallery of South Australia, C298 
 

Fig. 99a   Imari plate ‘centre panel landscape with bridge - surrounded by leaf and scrolls, 
panels in red, green and blue. Trellis background of green and blue’, 28.6cm 
Morgan Thomas Bequest Fund 1904  
Art Gallery of South Australia, C314  

 
Fig. 99b Imari plate ‘centre panel pot plant flower floral foliage and scroll work border in 

blue, red and gilt’, 27.3cm. 
     Morgan Thomas Bequest Fund 1904  

Art Gallery of South Australia, C315 
 
Fig. 100   Kinkōzan Sōbei VII, 1868-1928 

Dish, in double rhombic shape 
    Satsuma ware, c.1900, Kyoto 
   Earthenware, overglaze and gold decoration 
 Signed in gilt ‘Kinkōzan zō’ 

        Morgan Thomas Bequest Fund 1904 
Art Gallery of South Australia, C305 

 

Fig. 101a  Incense burner, in the form of a pigeon on tile 
    Porcelain  
     Morgan Thomas Bequest Fund 1904 

Art Gallery of South Australia, C303 
 

Fig. 101b Incense burner, Korean lion with cub  

    Earthenware  
        Morgan Thomas Bequest Fund 1904 

Art Gallery of South Australia, C304 
 

Fig. 102a-b   Water bottles  [sake tokkuri]  
Morgan Thomas Bequest Fund 1904 

Art Gallery of South Australia, C288 & C289 
 

 Fig.103        Teabowl (chawan), with full moon and prunus, c.1900, Kyoto 

 Porcelain, overglaze and silver decoration, 5.8 x 10.4 cm diameter 
    Morgan Thomas Bequest Fund 1904 

 Art Gallery of South Australia, C291  
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Fig. 104a-b  Seifū Yohei III, 1851-1914 
         Bowl  & signature Seifū  

         Porcelain 
         Morgan Thomas Bequest Fund 1904 

Art Gallery of South Australia, C278 
 
Fig. 105      Vase, ‘creamy yellow glazed pottery, bird on neck in full relief decorated with   

sprays of foliage and flowers’  
       Morgan Thomas Bequest Fund 1904 

Art Gallery of South Australia, C283 
 
Fig. 106     Hayashi Kodenji, 1831-1915     

      Vase, with fish, c. 1890, Nagoya     
        Cloisonné enamel, ginbari-shippō copper, 24.3 x 17.5 cm      

      Morgan Thomas Bequest Fund 1904 
Art Gallery of South Australia, C317 

 

Fig. 107a Namikawa Yasuyuki 1845-1927 

       Lidded vase, c.1900, Kyoto 
       Cloisonné enamel, 16.0 x 13.3 cm 
       Morgan Thomas Bequest Fund 1904 
    Art Gallery of South Australia, C318 
 
Fig. 107b Design by Nakahara Tessen & recorded in Kyō Shippō Monyō Shū (Kyoto 

Cloisonné Pattern Collection) 
Source: Christie's (International) A.G. (Zurich, Switzerland)  
The Avo Krikorian Collection: Innovation and Inspiration of Meiji Period Design, 
sold by order of the Geneva Debt Collection Office and Mr. Avo Krikorian 
Chris e s, Z rich, 2007 p.127. 

 

Fig. 108a-b-c  Byethorne, Stirling; William Milne’s tomb, North Park Cemetery, Nailsworth; 
Aviary formerly in the garden at Byethorne, Stirling, South Australia 
Photos: J. Harris, 2009 

 
Fig. 109  Helen Hambidge 1857-1937 

Portrait of William Milne 1906, Adelaide 
Watercolour on paper 
Bequest of Mr & Mrs William Milne 1914 
Art Gallery of South Australia, 0.663 

 

Fig. 110 Henry Ryland 1856-1924  
Irises c. 1900, Watercolour 
Bequest of Mr & Mrs William Milne 1914 
Art Gallery of South Australia, 0.433  
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Fig. 111  Bronze vase (signed)  
Bronze, gold 
Bequest of Mr & Mrs William Milne 1914 
Art Gallery of South Australia, AA283  

 

Fig. 112 a, b Shōmi Eisuke 1839–1900 
Lidded urn, with flowers, c. 1895 
Bronze, gold, silver, silk, 
Bequest of Mr & Mrs William Milne 1914 
Art Gallery of South Australia, AA291 

 
Shōmi Eisuke, mark 

 
Fig. 113  Certificate of the Decoration of the Green Ribbon contained within AA291 
 
Fig. 114a-b  Namikawa Sōsuke 1847–1910 

Tray, c.1890, Tokyo 
Cloisonné enamel, musen-shippō and 
shakudō rim, metal,  
Bequest of Mr & Mrs William Milne 1914 
Art Gallery of South Australia, C725        

   
Sakigake seal, Sōsuke   

   
  Fig. 115  attributed to Andō Jūbei Workshop, active late 19th–early 20th century 
    Vase, with pigeons and paulownia, c.1880, Nagoya 
   Cloisonné enamel, shakudō rim, gilt interior over copper 

Bequest of Mr & Mrs William Milne 1914 
 Art Gallery of South Australia, C724 

 
Fig. 116a-b-c Okimono, Lady with firefly cage 

Ivory,  AA190 
  

  Okimono, Mother and child playing with a kitten  
Ivory, AA184  
 

  Netsuke, Man sitting with scroll    
Ivory,  AA234 
 
Bequest of Mr & Mrs William Milne 1914 
 Art Gallery of South Australia 
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Fig. 117  Samuel Way and Lady Way at Montefiore. c.1900 
Photo B21986, State Library of South Australia  

 
Fig. 118 Naval officers from the Ryūjō, North Adelaide 1887 

at the home of Mr F. Sanderson Collector of Customs & Marine Board      
PRG 280/1/2/469, State Library of South Australia 

  
Fig. 119a   Indo-Persian damascene Helmet, 18th - early 19th c. 

Gold, iron, cotton, 18cm diameter 
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, 863A166 
 

Fig. 119b Indo-Persian damascene Shield, 19th c. 
Gold, steel, silk/wool, iron, 38.3cm diameter 
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, 863A168  

 
Fig. 120  Sir Samuel Way Diary entry 6 January 1892  
      PRG 30 series 1, box 3, vol. 14. 
      State Library of South Australia 
 
Fig.121  Shiba Park  

Photo  
Source: Way’s album of photos, Royal Geographical Society of South Australia, 
Photographic and pictures collection, album 4  

 
Fig. 122   Yaami stationery paper  

PRG 30, series 1, vol. 14. 
State Library of South Australia 

 
Fig. 123 A potter at the Kinkōzan studio  

Photo 
Koyomizu Sannenzaka Museum, Kyoto 

 
Fig. 124a  Namikawa’s workroom and staff Namikawa, standing back right 

Source: Ponting, Herbert In Lotus-Land Japan Macmillan, London, 1910 p. 239. 
 
Fig. 124b Garden view of Namikawa’s studio, now Namikawa Yasuyuki Museum  

Photo J.Harris 2009 
 
Fig. 125 Advertisements for Ikeda and Hayashi curio shops  

Source: Chamberlain, Basil Hall, A Handbook for  ravellers in Japan (Murra ’s 

Handbook of Japan), John Murray, London, 1891 p. 22. 
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Fig. 126a-b-c   Tsuba 
Yasuyuki, active mid-19th century 
Carp and waterweed c.1850 
Iron, shakudo, 8.1cm x 7.8cm. 

 
Dragon 
Copper, blackened surface, 7.4 X 6.8cm.  

 
Yasuyuki, active early 18th century 
Foreign design of peony flowers and foliage c.1720 
Iron, silver, 8.5cm x 6.0cm. 
 
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, 863A22, 863A17, 863A25 

 

Fig. 127 Okimono, Snake and toad  
c.1890, Kyoto 
Boxwood  
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, AA233 

 

Fig. 128  Okimono, Kneeling child with cat, c. 1890 
Ivory 
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, AA218 

 
Fig. 129  Okimono, Two quail in flowering shrub c. 1890  

ivory  
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, AA195 

 

Fig. 130  Jūichimen Kannon c.1250 
Wood, gold leaf, iron, lacquer, bronze 
85cm x 29.2cm 
Bequest of Sir Samuel Way 1916, 
Art Gallery of South Australia, AA460   

 
Fig. 131   Yasuchika, active early 18th century 

Tsuba,  obverse: Elephant bearing the wish-fulfilling jewel  
Reverse: Buddhist text, c.1700 
Iron, shakudō 
6.5cm x 5.7cm 
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, 863A4 
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Fig. 132   Komai Company, Kyoto c.1890 

Plaque, Sea eagle and fisherman 
Iron, bronze, gold, silver, copper, cast fabricated with foil inlay 
5cm x 45.6cm diameter 
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, AA331 

 
Fig. 133a Lidded box and cover inlaid with gold and silver, c. 1890, Kyoto 

Metal, damascened with gold and silver 
Signed: Bairaku ‘Double pleasure Kyoto’ 

   Bequest of Sir Samuel Way 1916 
   Art Gallery of South Australia, AA68 
 
Fig.133b Vase, with shakudō 

Iron, gold 
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, AA320                                            

 
Fig. 134a Articulated crab 

Bronze 
9.5cm x 26cm c 13.4cm  
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, AA270  

 
Fig. 134b Louis Gonse, L’Art Japonais, A. Quantin, Paris, 1883, vol. 1 

Photo taken by J. Harris 2009 
 
Fig. 135a  Vase, c.1890 

Porcelain yellow glaze and overglaze decoration 
37cm x 22.4cm  
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, C947, C948 

   
Fig. 135b Interior of Wa ’s home Montefiore, c. 1900, featuring Vase C947, Plate C982 

Photo  B41085, State Library of South Australia   
 
Fig. 136a Plate, depicting rakan and koma-inu (Korean-dog), c. 1890   

Earthenware, overglaze enamel, 13.3cm diameter 
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, C982 
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Fig. 136b Plate, depicting rakan and mythological creature, c. 1890 
Earthenware, overglaze enamel, 35cm diameter 
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, C987 

 
Fig. 137a  Vase, with sea creatures, c.1890 

Earthenware, glaze decoration, 24 cm diameter 
Bequest of Sir Samuel Way 1916 
 Art Gallery of South Australia, C962 

  
Fig. 137b Vase, with musical octopuses, c. 1880 

Glazed earthenware, 30 cm high 
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, C949 

 
Fig. 138  Platter, Arita ware  

Porcelain, underglaze blue, overglaze and gold decoration  
9.0cm x 61.2cm  
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, C1006 

     

Fig. 139  Vase, with heart and fan designs and floral decorations, c. 1880 
Blue and white glazed porcelain, cloisonné  
Porcelain, cloisonné, 30.6cm high  
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, C945 

 
Fig. 140a-b    Kōransha c. 1880 

Dish,’ with blue peonies and butterflies’ on matt brown background  
Porcelain, polychrome enamel, 23.7cm. diameter 
Kōransha ‘orchid’ mark on base 
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, C989 
 

Fig. 141a-b-c    Netsuke     
Tiger and cub c. 1750 ivory, AA214   
Frog sage, Gama sennin  c. 1750,  ivory, AA219  
Kappa with clam shell c. 1750, wood, AA202 
 

   Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia 
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Fig. 142  Okimono, Entertainer with performing rats, 
Ivory, 5.5cm 
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, AA193 

 
Fig. 143a  Felice Beato 1832-1909 

   ‘Bettoes or grooms’, 1868 
    Albumen silver, handcolored print 

Fig. 143b  Front cover of album Views and Costumes of Japan 
  

Source: Royal Geographical Society of South Australia, Photographic and   
pictures collection, album 4  

 
Fig. 144a    Thomas Webb & Sons  

Vase, Iris and Convulvulus,  
Glass, 25.8 X 16.5cm.  
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, C7  

    
Fig. 144b Moore Brothers  

Pair of vases porcelain, 15.7 x 12.0 x 6.3cm  
Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, C780, 781 

 
Fig. 145  John Daniel Custance 1843-1923 

Photo  
Roseworthy Campus, Art & Heritage Collection, University of Adelaide 

 
Fig. 146  Utagawa Andō Hiroshige 1797-1858 
        er’s street, Kanda  
     From the series One hundred famous views of Edo 
     Woodblock print 
      David Murray Bequest Fund 1940 
   Art Gallery of South Australia, 401G4 
 
Fig. 147a-b  Utagawa Yoshikazu, active c.1848-1870 
   England (Igirisukoku) 

Woodblock print, 401G7 
 

Americans touring (Americajin yūkō no zu) 
Woodblock print, 401G12 
 
David Murray Bequest Fund 1940 
Art Gallery of South Australia  
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Fig. 148a-b  Details from Kodama Teiryō, active 1751-64  

Scenes of the Ezo fishing grounds (Ezo koku gyoba fūzoku) 
c. 1751-64, Matsumae, Hokkaido 
Hand scroll, ink and colour on paper 
872cm x 27.7cm  
David Murray Bequest Fund 1940 
Art Gallery of South Australia, 0.1480 

 

Fig. 149 Hashimoto Sadahide, 1807-1873  
Bo s’ festival banners, c. 1850, Tokyo 
Hanging scroll, colour on silk 
76cm x 41.5cm 
David Murray Bequest Fund 1940 
Art Gallery of South Australia, AA485 

 
Fig. 150a-b  Nō masks of Washibana akujō &  ōgō, c.1700, Kyoto 

Cypress wood, lacquer, gilt, copper alloy 
Bequest of Mrs Alec Tweedie 1940 

   Art Gallery of South Australia, AA494 & AA493 
  
Fig. 151a   Tonkotsu in form of Daruma with alms bowl and sceptre,  

Paulownia wood, ivory 
Sashi netsuke in form of Ashinaga, wood 
Ojime in form of Jurojin, ivory 
Bequest of Miss Amy Mary Lea 1923 
Art Gallery of South Australia, A466 

 
Fig. 151b Okimono, Man calling birds and standing figure of child, Ivory 
   Bequest of Miss Amy Mary Lea 1923 
   Art Gallery of South Australia, AA235 
 
Fig. 152 Okimono, Ashinaga tenaga (long legs-long arms) 
  Boxwood, 8.3cm. high. 
  Bequest of Miss Sarah Crabb 1925 

 Art Gallery of South Australia, AA264 
 
Fig. 153 Netsuke, Sennin with long beard, Ivory 
  Bequest of Miss Sarah Crabb 1925 

Art Gallery of South Australia, AA241 
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Fig. 154a-b-c  Netsuke 
Masanao, active mid-18th century 
Sparrow (suzume) c. 1750 
Ivory, AA251 

 
Horse grazing c.1750 
Ivory, gold lacquer, 7.1cm high, AA250 
 
Hare eating a leaf c.1800 
Marine ivory, 3cm high, AA243 
 
Bequest of Miss Sarah Crabb 1925 
Art Gallery of South Australia  

 
Fig. 155   Mrs Rasp in front of her Shibayama cabinet at Willyama, Medindie c. 1905    

Photo B50056, State Library of South Australia  
 

Fig. 156a-b-c 
Shibayama cabinet c. 1887 
Inlaid wood, lacquer, ivory, mother of pearl, gilt bronze 
Gift of the beneficiaries of Agnes M.C. Rasp 1936 
Art Gallery of South Australia, F29 

 

Fig. 157   Dragon cabinet c. 1880     
Wood, lacquer, gilt bronze     
Gift of Mrs J T Mortlock 1965 
Art Gallery of South Australia, F111      

 

Fig. 158   Martindale Hall, Mintaro, interior, 1936  
(Dragon cabinet and Suit of Armour can be seen against the back wall) 
Photo B46418, State Library of South Australia  

 
Fig. 159   Suit of Armour 18th-early 19th century 
       Iron, shakudō, gold, lacquer, leather and silk cord 

Martindale Hall, Mintaro, South Australia 
 

Fig. 160a Norimitsu, active late 19th century 
Elephant carrying urn and rakan, c. 1890 
Bronze, shakudō 
114 cm x 87cm x 42cm  
Ayers House Museum, National Trust of South Australia 
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Fig. 160b attributed to Gotō Shozaburō, Yokohama 
Pair of vases, with wisteria and chrysanthemums 
Cloisonné enamel on copper 
149cm x 53cm each 
Ayers House Museum, National Trust of South Australia 
 

Fig. 161a-b Ceramics, lots 34 & 79    
Source: The Jessop Collection auction catalogue Theodore Bruce and Co. 18, 19, 
20 & 21 June 1923 at Waverley Barton Terrace West, North Adelaide S.A. p. 23. 
 

Fig. 162  Ivories  
Source: The Jessop Collection auction catalogue p. 48. 

 
Fig. 163a-b   Bronzes       

Source: The Jessop Collection auction catalogue pp. 40-41. 
 

Fig 164   Gilded Wooden Buddha  
Source: The Jessop Collection auction catalogue p. 25. 

 
Fig. 165a    Netsuke, Man with water bottle (sake flask), ivory  

Bequest of Sir Samuel Way 1916 
Art Gallery of South Australia, AA188 

    
Fig. 165b Okimono, Three monkeys playing go, ivory 
                 Bequest of Sir Samuel Way 1916 

Art Gallery of South Australia, AA200 
 

Fig. 166  James Walter R. Linton 1869-1947 
Portrait of Bernard Woodward, 1899  
Watercolour, 24.8 x 22.1 cm 
Gift of James W R Linton, 1914 
Art Gallery of Western Australia, 1914/00W1 
Source: Gray, Anne Line Light and Shadow James W.R. Linton: Painter, 
Craftsman, Teacher Fremantle Arts Centre Press 1986, p. 30. 
    

Fig. 167 Utagawa Kunisada 1786-1864  
The Poetess - Ono no Komachi     
Colour woodcut, 36 x 25 cm       
Purchased from the Imperial Museum Tokyo 1902                     
Art Gallery of Western Australia, 1902/Q17    
Source: State Art Collection AGWA p. 36. 
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Fig. 168  Inrō with 5 compartments 
 Lacquered wood with takamakie decoration, 

   late 19th century, 7 x 6cm. 
Purchased from the Imperial Museum Tokyo 1903 
Art Gallery of Western Australia, 1903/OTA6    
Source: Dufour, Gary (ed.) State Art Collection: The Art Gallery of Western 

Australia, The Gallery, W.A., 1997, p. 46. 

Fig. 169 Seto vase, porcelain with underglaze painting and partial tenmoku glaze 
c. 1880-1900  
30.5 x 24 x 24 cm  
Purchased from the Imperial Museum Tokyo 1903 
Art Gallery of Western Australia, 1903/0TC7                     
Source: Keefer Bell The Australian Antique Collector  
Dec.1997-June1998, p. 107. 

 

Fig. 170 a-b  Yōshū Chikanobu 1838-1912, Illustrator 
Baidō Kunimasa 1823-1880, illustrator 
Sir George Grey Special Collection, Auckland City Library, New Zealand 

 

Fig. 171 a-b  Hiroshige III, 1842-1894 
Images of Great Japanese industries: whaling and ice cutting 
Sir George Grey Special Collection, Auckland City Library, New Zealand 

 
Fig. 172  Hashimoto Sadahide, 1807-1873  

Images from etehon art manuals  
Sir George Grey Special Collection, Auckland City Library, New Zealand 

 
Fig. 173a-b   Katsushika Hokusai 1760-1849  

Manga vol. 5, cover and image  
Sir George Grey Special Collection, Auckland City Library, New Zealand 
 

Fig. 174  Te Hau o te Atua, Clifton, Sumner c. 1903-1913 
Photo 1940.193.165  
 J J Kinsey collection, Canterbury Museum, Christchurch 

 

Fig. 175   Writing box, suzuri bako depicting puppies and cherry tree, lacquer  
J J Kinsey Collection, Canterbury Museum, Christchurch 
Photo J. Harris 2009 
 
 
 
 

 



xxxvi 
 

Fig. 176 Katsushika Hokusai 1760-1849 
Katsuo (bonita)  
J J Kinsey Collection, Canterbury Museum 1941.87.137   
Source: Bullen, Bell, Lummis & Payne, Pleasure and Play in Edo Japan Canterbury 
Museum & University of Canterbury, Christchurch, 2009 p. 59. 
   

Fig. 177 Hishikawa Moronobu 1618-1694  
Genroku Beauty  

     J J Kinsey Collection, Canterbury Museum 1941.87.132 
Source: Bullen, Bell, Lummis & Payne, Pleasure and Play in Edo Japan Canterbury   
Museum & University of Canterbury, Christchurch, 2009 p. 45.  

 

Fig. 178a-b Hosoda Eishi 1756-1829 
Oiran Geisha, and signature Chōbunsai Eishi 
J J Kinsey Collection, Canterbury Museum 1941.87.133               
Photo supplied by Dr. Richard Bullen, University of Canterbury, NZ 

 
Fig. 179a-e Imari, Satsuma, Kettles kama, cloisonné, netsuke and inrō (and tonkotsu)  

 J J Kinsey Collection, Canterbury Museum, Christchurch 
Photo J Harris 2009 

 
Fig. 180 Tawaraya Sōtatsu (School of) active 1576-1643 

Flowering plants of the four seasons 
Six panel folding screen: ink and pigments on gold leaf on paper, silk, lacquer on 
wood, paper, metal  
 384 x 170 cm. 
Felton Bequest 1907 
National Gallery of Victoria, 611-D2 
Source:  Pang, Mae Anna Spring Flowers Autumn Grass: The Spirit of Nature in 
Asian Art National Gallery of Victoria, Melbourne 2002, p. 43. 

 
Fig. 181   Katsushika Hokusai 1760-1849 

The great wave off Kanagawa  
from the series Thirty-six views of Mt Fuji 1826-33 (c. 1830)  
colour woodblock, 25.7 x 37.7 cm 
Felton Bequest, 1909 
 National Gallery of Victoria, 426-2 

 
Fig. 182a Shibayama lacquer vase, c. 1900 

Lacquer on wood, inlaid mother-of-pearl, gold leaf, 37.4 x 19.0cm 
Gift of the Honorable Henry C. Dangar 1902 
Art Gallery of New South Wales, 2392 
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Fig. 182b Covered box with design of  hinese Gate at Nikkō Shrine, 19th century 
Lacquer on wood 
5.7 x 27.3 x 22.9cm: a - box, b - cover, c - tray 
Gift of Charles Binnie 1935 
Art Gallery of New South Wales, 4051.a-c 

 
Fig. 182c Hotwater pot with Tokugawa crests, 19th century 

Lacquer on wood 
17.3 x 24.5cm overall: a - pot, b - lid, c - spout cover, d - centre part of lid 
Gift of Charles Binnie 1939 
 Art Gallery of New South Wales, 6956.44.a-d 

 
Fig. 183  Furisode, from Yamanaka, Osaka 
  Silk, gold metallic thread, yuzen resist dyed, painted and embroidered, 

H. 173 x 125.5 cm.  
Powerhouse Museum, PMH14978 

 
Fig. 184   Shrine, Buddhist, black & gold lacquer,  

Purchased 1948 from Arthur Lindsay Sadler  
Powerhouse Museum, PHM A4132 

 
 
 

 

 

 
 

 
 

 

 

 

 



Introduction    
 

The foundations of Japanese art collections in Australian and New Zealand public museums 

were built on the nineteenth century Western phenomenon of ‘Mikado mania’ or the ‘Cult of 

Japan’ which began in the 1860s following the ‘opening’ of Japan and the signing of treaties 

enabling foreign settlement in specified Japanese ports.  

Japanese design elements were appropriated by Western artists, artisans and architects and 

embedded into Arts and Crafts movements, Aestheticism, Art Nouveau, Gothic Revival and the 

derivative movement of Japonisme. Spreading afar and capturing the imagination of nineteenth 

century colonists in the British diaspora, these movements invariably aroused interest in their 

underlying source of inspiration: Japanese art objects. 

Travellers from Europe, America, and even the colony of South Australia, captivated by the 

depictions of nature and the technical virtuosity of Japanese art as well as the romantic 

connotations of a newly discovered artistic utopia, headed for Japan. There they sifted through 

streets of ‘curio’ shops that proliferated in the treaty ports of Yokohama, Nagasaki and Kobe. 

International collectors were attracted to the originality and diversity of Japanese art forms and 

their exotic iconography. The de Goncourt brothers in France collected woodblock prints while 

their compatriot Emile Guimet directed his attention to religious art.  The Briton Dr. William 

Anderson focused on scroll paintings. Colonial collectors were mainly, but by no means 
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exclusively, attracted to the techniques and decoration of the diverse applied arts of ceramics, 

lacquer, metalware, ivories and cloisonné.  

Many nineteenth century collections were breathtakingly vast and were formed with the 

intention of being housed in a museum, whether privately or publicly funded. The Italian 

Edoardo Chiossone (1833-1898) for example, having lived and worked in Japan for twenty three 

years, accrued in excess of 20,000 items.  In addition to the media already mentioned above, 

they included archaeological objects, coins, textiles, musical instruments, books and Buddhist 

sculpture and regalia.2 Such diversity presents the taxonomic issue of whether the objects 

should be classified as ethnology or art.  Ambiguity arises from the idiosyncrasy of the stated 

purpose and vested interests of the museum holding the materials. As Joseph Kreiner observes 

in Japanese Collections in European Museums, the classification is often determined to the 

advantage of and by the museum.3   For the purposes of this thesis the term ‘art’ is used 

generically to speak of objects primarily kept in ‘art’ and ‘applied art’ museums.  

The issue of art or ethnology also raises questions about the connoisseurship being exercised in 

museums or private collections.  It is a feature of nineteenth century collections that many 

were indiscriminate accumulations rather than planned or focused collections. This is an 

observable trait in the fledgling public museums as well as private collections being established 

in Australia and New Zealand.  

                                                           
2
 Chiossone was engaged to set up the production of paper currency. His collection remains intact and is still being 

catalogued in the Museum of Japanese Art, Genoa. See Kreiner, Josef  (ed.)  Japanese Collections in European 
Museums: Reports from the Toyota- Foundation Symposium Königswinter 2003, Bier’sche Verlagsanstalt, Bonn, 
2005,  vol. 2, pp. 309-325. 
3
 Kreiner, vol. 1 pp. 34-35.  
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When laying the foundations of its cultural institutions, nineteenth century Australia was 

literally and metaphorically replicating the civilisation of the ‘Motherland’.  By Federation in 

1901, all states of Australia had established public libraries, natural history museums, art 

societies and art galleries.4 (See Appendix 1)  British museum models, notably the British 

Museum and the South Kensington Museum, directly influenced the nature of Australia’s 

collections and artistic tastes.5  

Britain’s formal commercial and political relationships with Japan also served to propagate the 

fashion for Japan and Japanese art within her empire. The Mikado, Gilbert and Sullivan’s 

musical parody, enjoyed great popularity in the colonies very soon after its first performances 

in London.6 As it will be argued in this thesis, Britain was a significant source of Japanese objects 

for colonial collectors despite Australia’s geographical proximity to Japan.  

Indeed easier access to art objects becomes a feature of collecting in the mid-nineteenth 

century, the main period under examination in this thesis. During the Renaissance, art became 

a global though princely commodity through expanding trade routes to Africa and Asia. 

Collections of exotic riches were the exclusive domain of aristocratic courts. However, this 

exclusivity was weakened as access to art was democratised following the Enlightenment of the 

eighteenth century and the beginnings of public museums.   

 

                                                           
4
 Ann Galbally indicates that ‘all colonies were thus endowed by 1895’: Galbally, Ann & Inglis, Alison The First 

Collections: the Public Library and the National Gallery of Victoria in the 1850s and 1860s, University of Melbourne 
Museum of Art, Melbourne, 1992,   p. 9.  
5
 The British Museum opened in 1759; the South Kensington Museum founded in 1852, was opened by Queen 

Victoria in 1857, and was renamed the Victoria and Albert Museum in 1899.  
6
 It opened in London 14 March 1885 and in Sydney 14 November 1885. 
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The nineteenth century phenomenon of international exhibitions provided a populist vehicle 

for even greater commoditisation and accessibility to art and art manufactures. The pragmatic 

linkage of art to industry underpinned displays at exhibitions, and consequently shaped the 

curriculum taught at schools of art and design internationally.  

The British colonies were receptive to these changes and became pro-active participants in 

domestic and international exhibitions; several mustered the resources to host international 

exhibitions such as Sydney in 1879, Melbourne in 1880, Calcutta in 1883, and Dunedin in 1889.7  

Following the Great Exhibition of London in 1851, and urged on by William Morris, the demand 

for improved industrial design elevated the ‘applied’ or decorative arts. 8 They were to play an 

important role in industrial competitiveness and so, by default, became an instrument of 

modernity. Art, especially the applied arts, was distributed through international exhibitions 

and through networks of entrepreneurial trading companies and dealers. Japan too, shifting 

from its isolationist policies to modernisation, seized the opportunities provided by exhibitions 

to develop and promote its applied arts for ideological and economic purposes. The 

combination of these commercial and social shifts impacted on museum collections around the 

world, especially in the distribution of the decorative arts.  

By the early twentieth century Japanese art was being commonly collected and displayed in 

museums throughout Europe, the United States and beyond. Within the British Empire, 

                                                           
7
 The Dunedin exhibition was formally named the New Zealand and South Seas Exhibition.  

8
 The official name of the London Exhibition was the Great Exhibition of the Works of Industry of all Nations. For 

William Morris’ lectures see Morris, William Hopes and Fears for Art Lectures delivered in Birmingham, London and 
Nottingham 1878-1881,  Ellis and White, London, 1882. 
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Japanese art collections could be found in the best endowed imperial museums like the British 

Museum in London, regional museums such as the Liverpool Museum, and in colonial museums 

such as the Prince of Wales Museum of Western India in Bombay.9 This thesis will, however, 

confine itself to exploring how identification with British ethos and tastes shaped private and 

museum collections of Japanese art in colonial Australia and New Zealand.  

In Japan, the new imperial Meiji government, fearful of encroaching foreign hegemony, sought 

to exploit the economic and political potential of the phenomenon of ‘Mikado Mania’. In order 

to maintain Japan’s political integrity, technological and commercial progress was vital. The 

slogan of bunmei kaika ‘civilisation and enlightenment’ succinctly captured the spirit of the 

modernisation policies implemented during the Meiji era (1868-1912).  

Bunmei kaika underscored government and private enterprise strategies and incentives to 

supply international markets with export arts and crafts, particularly ceramics and lacquer, 

which centuries earlier had been acclaimed by aristocratic European collectors. By the late 

nineteenth century and early twentieth century a new generation of collectors, including those 

in British colonial Australia and New Zealand, succumbed to Japanese arts and crafts by then 

the subject of many scholarly publications. This thesis will focus on colonial collectors in 

Australia and New Zealand, especially those in South Australia, and the direct impact of the 

Japanese government’s policy of ‘civilisation and enlightenment’ on their collecting. 

                                                           
9
 The Prince of Wales Museum of Western India was established in 1905 and from 1922 housed the Tata Collection 

which contained Japanese decorative arts. The Tata family led by Jamsetji N. Tata (1839-1904) established a 
commercial empire which included the Taj Mahal Hotel in Mumbai and were great philanthropists and art 
collectors. See Pal, Pratapaditya (ed.) East Meets West; a Selection of Asian and European Art from the Tata 
Collection in the Chhatrapati Shivaji Maharaj Vastu Sangrahalaya Formerly Prince of Wales Museum of Western 
India, Marg Publications, Mumbai, 2010,  pp. 130-151. 
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It will be demonstrated how Japan, pre-empting the challenges of Western-sanctioned 

civilisation and progress, looked to Britain amongst other countries for models of commercial 

and technological excellence. At the same time, under the shadow of the British Empire, 

Australian and New Zealand colonies proclaimed their own aspirations to ‘civilisation and 

enlightenment’ through participation in international exhibitions and the establishment of 

public museums. By the early twentieth century the acquisition of Japanese objects had 

become a discernible feature in many Australian and New Zealand museum collections. It will 

be argued that, by dint of its global appeal, Japanese art tacitly signified modernity.  

In Australian and New Zealand museums Japanese art provided the most significant 

representation of the ‘other’ or non-Western art.10 The Japanese objects in Australian and New 

Zealand collections formed during this period have received scant scholarly attention and have 

not been seen on display to any extent in museums. For the most part, though not entirely, the 

collections consisted of contemporary Meiji era (1868-1912) art which caused much excitement 

at the time, but subsequently fell out of fashion. It is only in recent years, particularly with the 

exhibition and publication since the 1990s of the privately endowed Nasser Khalili Collection of 

Meiji art, that museums internationally have begun to reassess their early acquisitions.11  In 

Australia, art of this period has languished in storage, a victim of a seismic shift in taste in the 

1970s when collecting Japanese, and Asian art in general, received a boost in response to the 

belated acknowledgement of Australia’s geo-political position in Asia. The curatorial approach 

                                                           
10

 Geographical attribution remains unreliable on most gallery data bases and exact numbers of objects are not 
available. A cursory survey across gallery collections indicates that Chinese art was represented in lesser numbers 
than Japanese, with a scattering of Tibetan, Persian and Southeast Asian objects (where identified).  
11

 Nasser D. Khalili Collection of Japanese Art, Earle, Joe, Impey, Oliver R., Fairley, Malcolm and Kibo Foundation 
Meiji no Takara: Treasures of Imperial Japan 5 vols., Kibo Foundation, London, 1995. 
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to acquiring Japanese pieces shifted to the fashion for astringent Zen minimalism.  The earlier 

acquisitions from the Meiji era on the other hand, were exaggerated, exuberant and easily 

dismissed as kitsch or worse still, poor quality mass productions. As a consequence of this 

enduring negativity, their place in Australian collections is unexplored.   

Literature Review  

 

This thesis will examine the collections of Japanese art being formed in Australia and New 

Zealand during the period dating from the mid-nineteenth century to the early twentieth 

century when collections were flourishing in Europe, the United States and Britain. These 

collections have to varying extents been researched and will be discussed for comparative 

purposes. In the Australian and New Zealand contexts however, the exhibition Golden Journey: 

Japanese Art in Australian Collections held in 2009, has been the first exhibition to begin to 

probe the nexus between Japanese art collecting and Australian museums of the late 

nineteenth to early twentieth century.12 While objects acquired by museums at this time may 

have been described in their respective museum catalogues there has been no comprehensive 

examination of them within their broader historical and museological contexts.   

This thesis therefore seeks to establish the circumstances under which the Australian and New 

Zealand museum collections of Japanese art were formed. More particularly it investigates in 

detail the formation of the collection at the Art Gallery of South Australia, known prior to 1967 

                                                           
12

 See Harris, Jennifer ‘The Early Development of the Japanese Art Collection of the Art Gallery of South Australia’ 
in Bennett, J & Newland, A (ed.) Golden Journey: Japanese Art from Australian Collections, Art Gallery of South 
Australia, Adelaide, 2009,  pp. 289-294. 



8 
 

as the National Art Gallery of South Australia.13 Such a localised study seeks to discern the 

aesthetic tastes of collectors, their sources of knowledge, the degree of direct contact or 

awareness of Japan and Japanese art as well as the identification of what and why they 

collected Japanese art.   

In order to position the Japanese art collection at the Art Gallery of South Australia beyond the 

mere provincial and to examine it within national and international contexts, three distinct yet 

intersecting theoretical strands have been identified that underpin this thesis: 

 Museology: the museum as a locus of civilisation 

 Modernity: technology as a measure of civilisation  

 Aesthetics: a dynamic of cultural change 
 
Each strand can be applied to the separate and disparate circumstances of the principal 

protagonists: Japan, Britain and the colonies.  Collectively they form a transnational framework 

linking the art objects of Meiji era Japan to the reception and appeal of Japanese art in Australia 

and New Zealand as well as the diametric roles played by Japanese art as a signifier of 

modernity and romantic nostalgia.  

 
Museology: The Museum as a Locus of Civilisation   

In the West the links between the establishment of museums and the rise of democratic 

cultures, modernity and national identity is a well explored theme of art historical scholarship. 

Scholars such as Donald Preziosi, Annie Coombes and Carol Duncan have investigated the 

                                                           
13

 The title ‘National Art Gallery of South Australia’ was in use from 1881-1967. 
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civilising role of Western museums.14  In Australia, Alison Inglis and Ann Galbally in The First 

Collections have described the development of art museums as a visual expression of colonial 

pride and moral edification.15 They cite the influences of the British Museum, established in 

1759 as a private museum, and the London National Gallery, opened to the public in 1824, as 

models upon which Australian public art museums initially based their emphasis on the ‘high’ 

art of pictures and sculptures. Copies and reproductions of the Masters were displayed in the 

absence of authentic works.16  

The potential of the art museum to represent national identity as well as being a tool to 

develop commercial advantage through design education was endorsed in Britain by Prince 

Albert. As patron of the arts, he also commended the viewing of art of other countries:   

If art is the purest expression … of general civilisation, of any age or people, an historical 
and chronological review given at one glance cannot fail to impress us with a just 
appreciation of the peculiar characteristics of the different periods and countries … and 
of the influence which they have exercised upon each other. 17 

 
The establishment of the South Kensington Museum, funded from the proceeds of Britain’s 

Great Exhibition of the Industry of All Nations in 1851, had direct consequences for the 

collection of Japanese art in Britain and the colonies.18 Tim Barringer suggests that while it 

                                                           
14

 See Preziosi, Donald & Frago, Claire (ed.) Grasping the World: The Idea of the Museum Ashgate Publishing 
Company, Burlington USA, 2004, in particular Part 111 ‘Building Shared Imaginaries/ Effacing Otherness’ pp. 227-
360 & Part 1V ‘Observing Subjects / Disciplining Practice’ pp. 361-472.  
15

 Galbally & Inglis, The First Collections pp. 7-29. 
16

 Inglis, Alison ‘A Mania for Copies’ in  The First Collections pp. 31-37. 
17

  Albert, Prince Consort of Victoria, Queen of Great Britain, 1819-1861 The Principal Speeches and Addresses of 
His Royal Highness The Prince Consort John Murray, London, 1862, pp. 181-182. 
18

 Gregory Irvine identifies the profits as £170,000. See Irvine, Gregory ‘The ‘Hayashi Revisions’ revised – Hayashi 
Tadamasa and the Japanese Art Collections of the Victoria and Albert Museum, London 1886’  in Hayashi 
Tadamasa, Hayashi Tadamasa Shinpojiumu Jikkō Iinkai (The Committee of Hayashi Tadamasa Symposium 2005) 
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‘enshrined a uniquely modern world-view, that of Victorian imperialism’, the South Kensington 

Museum provided a far reaching museum model. 19 The consensus of many museologists in 

Europe, America, Australia and Japan is that the influence of the ‘South Kensington system’ on 

colonial, Japanese and international museums is an observable feature of museum 

development of the late nineteenth century.20   

The South Kensington Museum’s science and applied arts collections supported the South 

Kensington School of Design’s teaching program which was extensively taught in two hundred 

English schools.21 Students as far away as Adelaide’s School of Design followed the South 

Kensington curriculum and sat for its examinations.22  Graduates of the South Kensington Art 

School included Harry Pelling Gill (1855-1916) and Christopher Dresser (1834-1904) both of 

whom were to be directly involved in the formation of Japanese art collections in their 

respective countries, South Australia and Britain.  

This thesis draws upon several earlier studies which have broached the collecting of Japanese 

objects within specific Australian museums or as part of broader studies. These are theses by 

                                                                                                                                                                                           
Hayashi Tadamasa : Japonisumu to Bunka Kōr ū (Hayashi Tadamasa Japonisme and Cultural Exchanges) Buryukke, 
Tōkyō, 2007 p. 75. 
19

 Barringer, Tim ‘The South Kensington Museum and the Colonial Project’ in  Barringer T & Flynn T (ed) Colonialism 
and the Object: Empire, Material Culture in the Museum, Routledge London & New York, 1998,  p. 11. 
20

 See Galbally and Inglis The First Collections p.10;  Tseng, Alice Yu-Ling The Imperial Museums of Meiji Japan: 
Architecture and the Art of the Nation, University of Washington Press, Seattle, 2008, p. 32; Chalmers, F. Graeme 
‘South Kensington and the Colonies: Blair, David of New Zealand and Canada’ in Studies of Art Education, 1985, vol. 
26, no.2.  pp. 69-74; Conforti, Michael ‘The Idealist Enterprise and the Applied Arts’ in Baker, Malcolm & 
Richardson, Brenda (ed.) A Grand Design: The Art of the Victoria and Albert Museum, V & A Publications, London, 
1997,  pp. 23-47. 
21

 Having been housed with the art collection from 1857 in the South Kensington Museum, the science collection 
became a separate entity in 1893 as the Science Museum. 
22

 See Morris, Barbara Inspiration for Design: The Influence of the Victoria and Albert Museum, Victoria and Albert 
Museum, London, 1986, p. 11; Weston, Neville The Professional Training of Artists in Australia, 1861-1963, with 
Special Reference to the South Australian Model, PhD Thesis, University of Adelaide, 1991,  pp. 166-171; Young, 
Marisa B. M. A History of Art and Design Education in South Australia 1836-8, Master of Education Thesis, Flinders 
University, 1985, pp. 468-469. 
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Darryl Collins (1992), Carol Morrow (1998), Ila Eugenie Keefer Bell (2003) and Stephanie Sacco 

(2009).23  

Sacco’s and Morrow’s theses refer to specific collections of Japanese objects. Sacco documents 

the acquisition by the National Gallery of Victoria (NGV) of over one hundred prints from the 

Happer collection in 1909 while Morrow’s thesis Meiji Period Ceramics from the Sydney 

International Exhibition of 1879 focuses on the gift of approximately forty five ceramics from 

the Japanese commissioners of the Sydney International Exhibition 1879 to the Art Gallery of 

New South Wales (AGNSW). Bell’s doctoral thesis Interpreting Japan in Australia 1870s-1970s: 

Architecture and Design surveys Japanese influences on Australian architecture and crafts 

making brief reference to the formation of Australian art museum collections.24    

Darryl Collins, in his exhaustive study on early interactions between Australia and Asia in Asian 

Art and Australia: 1830s – 1930s, primarily considers the nature and degree of Australian 

interest in Asia.  As part of this he provides comprehensive references to the earliest Australia- 

Japan relationships. However none of the above writers focus on the formation of Japanese art 

collections within national or international contexts.  

                                                           
23

 Collins, Darryl,  Asian Art and Australia: 1830s-1930s M.A. Thesis, Australian National University, A.C.T, 1992 ; 
Morrow, Carol Meiji Period Ceramics from the Sydney International Exhibition of 1879, M.A. Thesis, University of 
Sydney, 1998; Bell, Ila Eugenie Keefer Interpreting Japan in Australia 1870s-1970s: Architecture and Design: A 
Study of Significant Moments in the Australian Reception, Appropriation and Interpretation of Japanese Themes in 
Architecture and Design, PhD Thesis , University of Western Australia, 2003; Sacco, Stephanie, The 1909 Acquisition 
of Japanese Woodblock Prints in the National Gallery of Victoria B.A. (Honours) Art History Thesis, University of 
Melbourne, 2009.  
24

 While the Western Australian collection is described in detail, there is only a brief description of the AGSA 

collection:  Bell, Interpreting Japan in Australia 1870s-1970s vol.1 p.103. 
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The formation of Australian collections of Japanese art was undoubtedly a manifestation of a 

European phenomenon. A survey of European museum inventories edited by Josef Kreiner, the 

German Japanologist, provides a very useful resource.25 Kreiner identifies and examines the 

collecting patterns of five key ‘époques’ during which some five hundred  European collections 

of Japanese art came to fruition; the vast majority were formed in his identified époques 4 and 

5 which occur  at approximately the same time as those in Australia and New Zealand.26  With 

contributions from curators of Japanese art in each of the listed museums, these two volumes 

highlight the global appeal of Japanese art and document the range of media being collected 

with reference to their respective donors and curators.  

Kreiner’s survey of museums in thirty three European countries reveals that twenty nine 

museums have collections exceeding 5,000 items, with Britain significantly holding the largest 

number of collections and objects.27 This statistical evidence reinforces the importance of 

exploring the museological links between Britain and Australia and in particular, the links 

between the South Kensington Museum which holds the largest collection in Europe, and 

Australian and New Zealand museum collecting practices.28                     (See Appendix 2) 
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In addition to the formal study of museum collections, the field of Museology includes those 

adjuncts to museums which Preziosi calls a ‘network or matrix of co-determinative and 

contingent institutions’. 29  Museums, like private collectors, are subject to the external 

economic and political forces of the art market, art criticism, connoisseurship and heritage 

protection. All these forces, which are investigated in this thesis, played a part in shaping the 

concept of Japanese art as an international commodity as well as its supply and appreciation. 

Serving the art market was an emerging network of dealers whose social status both in Japan 

and Europe was ambiguous. Edmond de Goncourt observed in 1875 that ‘dealers of second 

hand goods had suddenly become gentlemen … they were no longer seen as contemptible 

merchants but indeed seen as providing a great service to buyers’.30  

There have been several recent accounts of the nineteenth century world of dealers and 

collectors of Japanese art by scholars such as Christine Guth and Kigi Yasuko. 31 The 

interconnection between dealers and collectors is a striking feature of the world of collecting 

which transcended national and linguistic barriers. They were members of an exclusive global 

club joined by a common passion.  

In addition to supplying the art market, dealers stimulated and guided collectors’ tastes. Some 

wrote scholarly and lavishly illustrated reference books. For example, the Paris-based dealer 

                                                           
29

 Preziosi, Donald  ‘Holy Terrors and Teleologies’ in Brain of the Earth’s Body Art, Museums, and the Phantasms of 
Modernity, University of Minnesota Press, Minneapolis, 2003,  pp. 34-35. 
30

 Kigi, Yasuko ‘Hayashi Tadamasa and Modern Japan’ in Hayashi Tadamasa: Japonisme and Cultural Exchanges 
(Hayashi Tadamasa : Japonisumu to Bunka Kōryū). p. 33.  
31

 See Guth, Christine, Art ,Tea and Industry: Masuda Takashi and the Mitsui Circle, Princeton University Press, 
Princeton, N.J. 1993; Kigi, Yasuko ‘Hayashi Tadamasa: Gloire et Tourments’ in Institut de Tokyo Correspondance 
Adressée à Hayashi Tadamasa, Hotei Publishing, Leiden, 2001; Put , Max Plunder and Pleasure Japanese art in the 
West 1860-1930,  Hotei Publishing, Leiden, 2000, and Sharf, Frederick A (ed.)  ‘A Pleasing Novelt ’  Bunkio Matsuki 
and the Japan Craze in Victorian Salem, Peabody & Essex Museum, Salem, Mass. 1993. 
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Siegfried Bing (1838-1905) compiled in six volumes le Japon Artistique which was translated and 

published in English as Artistic Japan (1888-91).32  Christopher Dresser (1834-1904) wrote 

Japan: its Architecture, Art and Art Manufacture (1882) describing his personal travels to Japan 

where ‘as a guest of the nation’ he had access to temple collections normally closed to 

outsiders.33 Both publications by these entrepreneurs were in the libraries of two colonial 

collectors whose collecting is central to this thesis: Sir Samuel Way in Adelaide and Sir Joseph 

Kinsey in Christchurch. It will be demonstrated throughout the thesis how such texts defined 

connoisseurship for an international audience of readers and guided collectors’ tastes.  

In addition to the proliferation of books written by Western connoisseurs, and as Japanese 

modernisation took effect, art criticism developed a Japanese voice.  One leading example is 

the Japanese art critic and curator Okakura Kakuzō (1862-1913), who in his treatise The Book of 

Tea, published in 1906, provided an insider’s perspective on the new concept of Japanese 

aesthetics.34  His strong influence on foreigners and Japanese alike extended to the vexatious 

issue of heritage protection, which arose from the promulgation of modernisation.  These 

issues have been further informed through several publications by the scholar Christine Guth.35 

In Japan the emerging disciplines of art history and museology were used as instruments of 

propaganda placing the Emperor at the focal point of the national narrative.  The creation of 
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Japanese imperial museums as ‘sites of constructed and idealised national self-images’ as 

documented by Alice Tseng in The Imperial Museums of Meiji Japan: Architecture and the Art of 

the Nation, further legitimised  the Emperor as the agent of modernity directing the processes 

of modernisation.36  This impacted on the writing and interpretation of Japanese history in 

which myths and moral purpose traditionally provided the ideological focus.37 National identity 

and modernity required fundamental social changes affecting even the adoption of a new 

system of recording the time. As Stefan Tanaka notes in New Times in Modern Japan, history 

itself became ‘one of the technologies of modernity’.38    

                                                                                                                                                                                                                                                                                                       

Modernity and the Role of Technology as a Measure of Civilisation                                                               

A nation’s ‘civilisation’ is usually viewed through the prism of its engagement with economic 

and technological progress. Nineteenth century social theorists like Herbert Spencer (1820-

1903), whose writings on Social Darwinism were translated into Japanese early in the Meiji era, 

formulated a hierarchy of civilised countries according to their stage of progress. ‘Civilised’ 

nations were those in Europe and the United States where  ‘the branches of art and 

manufacture are carried on in a more skilful, productive, and useful manner, than in ‘Half-

civilised countries’, with the aid of machinery, and minute division of labour’.39 Based on these 
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criteria, countries emerging from feudalism like Japan, China and Korea were deemed to be 

‘Half-civilised’.  

Japan rose to the challenge of ‘civilisation’ and pursued a relentless policy of modernisation. Of 

the many ideological slogans used by Japanese government agencies to propel the population 

into modernity, bunmei kaika ‘enlightened civilisation’ or ‘civilisation and enlightenment’, best 

characterises the aspirations of Meiji era Japan. It will be argued that its spirit resonated with 

the vision and actions of late nineteenth century South Australian colonists seeking to replicate 

the best of Britain in Australia. Britain too, as the head of a commercial empire, saw itself and 

was seen by Japan and the Australian colonies as the centre of ‘civilisation and enlightenment’.  

The architect and author of the expression bunmei kaika was the writer and translator 

Fukuzawa Yukichi (1838-1901) who had observed Western political and economic structures as 

a member of Japanese delegations to Britain, Europe and the United States. According to his 

biographer Albert Craig, ‘civilisation as represented by Great Britain was still his goal for 

Japan’.40  In the Meiji era (1868-1912) Britain contributed greatly to the implementation of the 

policies and innovations inspired by  bunmei kaika by providing technological support to Japan, 

principally in the building of railways and ships.41  

The pursuit of technology in order to achieve modernity in Japan pervaded all government 

undertakings and directives. The arts, particularly the applied arts, became a focus of 
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technological innovations and commercial entrepreneurship. Under the umbrella of bunmei 

kaika ‘civilisation and enlightenment’ and complemented by slogans such as shokusan kang ō 

‘production and industry’, the government sponsored attendance at international and domestic 

exhibitions in order to display Japan’s technological progress in which the applied arts played a 

central role.   

Gisela Jahn in Meiji Ceramics comprehensively explores the effects and application of 

technology and institutional initiatives on ceramics which were prominently on display in 

exhibitions.42 It is mainly through ceramics that Australians came to discover Japanese art in the 

late nineteenth century. This medium is most represented in early Australian gallery collections 

and was the medium most likely to have been acquired at exhibitions. Jahn’s publication 

documents the studios and artisans who created these works many of which remain 

unidentified in gallery collections, a gap in knowledge which this thesis seeks to ameliorate. 

The importance of international and domestic exhibitions as venues for nation states to display 

modernity and technology is well documented.43 Tony Bennett in the The Exhibitionary 

Complex summarises the spectacle of exhibitions as ‘transforming displays of machinery and 

industrial processes, of finished products and objets d’art, into material signifiers of progress- 

but of progress as a collective national achievement with capital as the great co-ordinator’.44 
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Seeking to promote its national achievement, Japan officially attended three International 

exhibitions held in the Australian colonies.  

The Japanese participation in Australian exhibitions is of primary interest to this thesis and links 

directly to collectors and collections. Japanese entrepreneurs and artisans who responded to 

the challenges and opportunities afforded by new technologies and modernisation were 

represented at these exhibitions and were pivotal to early Australian collections.  

While there have been numerous publications in English and Japanese documenting Japan’s 

involvement in international exhibitions, they have generally not paid much attention to 

Japan’s participation in Australian exhibitions.45  Scholars, Peter Kornicki and Andrew Montana, 

have examined those that took place prior to 1901 when Australia became a Federation.46 

Andrew Montana investigated the Japanese Court of the 1875 Intercolonial Exhibition in 

Melbourne while Kornicki surveyed the official and unofficial Japanese presence at Australian 

exhibitions 1875-1888.  

At the time of the exhibitions and when the collecting of Japanese art began in earnest, the 

notion of ‘Australian’ was still premature. All colonists identified themselves as British or more 

particularly ‘Australians of the British Empire’.47 Many Britons who contributed to Japan’s 

modernisation later settled in Australia. For the purpose of this thesis therefore, a Briton who 
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lived or worked in Australia for a period of time is nominated as Australian. The Australian 

contribution to Japan’s modernity and quest for civilisation is an important point of discussion 

as many Australians who were directly involved in Japan’s modernisation actively proselytised 

the beauty of Japanese art or contributed to collections upon their return to Australia.   

Many were well placed to write first-hand accounts of Japan and to contribute to the cultural 

interpretations of Japan.  Amongst those discussed are John Reddy Black (1826-1880) who 

wrote Young Japan in 2 volumes, and James Murdoch (1856-1921) the first Professor of 

Japanese at Sydney University and author of A History of Japan, in 3 volumes.48  The Harold 

Williams and D.C.S Sissons papers collections at the National Library of Australia provide 

invaluable primary sources of these and other Australian ‘modernisers’.49  

The PhD thesis by Murakami Yuichi Civilised Asian: Images of Japan and the Japanese as Viewed 

by Australians from the Early Nineteenth Century to 1901 offers a comprehensive survey of 

Australian economic and social attitudes towards the Japanese, particularly in the decades 

leading up to the White Australia policy.50 His thesis also presents valuable Japanese 

perspectives on events in Australia.  
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Aesthetics as a Dynamic of Cultural Change                                                                                               

In recent decades, the documentation of the privately held Nasser Khalili Collection in London 

has had great impact on creating awareness of the special qualities of Meiji era objects which 

were, for the most part created to satisfy Western tastes. Scholars of Meiji era policies and 

decorative arts such as Oliver Impey ‘Japanese Cloisonné enamel’, Clare Pollard ‘Miyagawa 

Kōzan’, Julia Hutt ‘Japanese lacquer ware’ and Satō Dōshin ‘The policies of the Meiji 

government for the promotion of the craft industries and the export trade’ have contributed to 

the seminal five volumes of The Nasser D. Khalili Collection of Japanese Art Meiji no Takara 

describing the works in the collection and their aesthetic. 51  

From the early 1870s in preparation for the 1873 Vienna International Exhibition, the Meiji 

government went to great lengths to try to define or capture Western taste by creating design 

catalogues for artisans. These catalogues such as the government sponsored Onchizuroku 

republished by the Tokyo National Museum in Meiji Dezain no Tanjō, or private design guides 

created by workshops and trading companies like Kiritsu Kōshō Kaisha, have been the subject of 

Japanese publications.52 Artisans also received opportunities to travel overseas to study and to 

absorb ideas and influences in order to create objects that appealed to the Western aesthetic. 

This systemic fusion of Japanese iconography and forms with Western tastes, or at least 

Japanese perceptions of those tastes, is a distinctive feature of the hybridised Meiji aesthetic. 
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Such hybridity, it will be argued, was not new but was a continuing process from the earliest 

interactions with the West commencing from the sixteenth century.   

Finally, by the 1890s there was a backlash by Westerners objecting to inauthentic design and 

the loss of ‘Old Japan’ as well as by Japanese nationals critical that their traditional art had been 

compromised. The cultural and aesthetic transformation which commenced with such 

enthusiasm was in turn transformed. Nonetheless, amongst the mass production and excesses, 

extraordinarily refined and crafted objects by artisans such as Namikawa Yasuyuki (1845-1927) 

or the Komai workshop were being selected by discerning collectors.53 These artists are now 

represented in the Art Gallery of South Australia’s collection having been acquired by the 

gallery during the critical period under review in this thesis, 1904-1940. 

Methodology  

The theoretical basis of this thesis explores the interpretation of Material Culture in museum 

collections. As enunciated by the leading scholar of Material Culture, Susan Pearce, collections 

as an entity, the artefacts that constitute the collection, and their donors, are all entwined as 

‘tangible memorials’ of the past.54  They invoke the language and ideologies of the past. They 

serve as inter-disciplinary catalysts connecting social, political and economic histories, 

museology as well as linguistics. 
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This collection-based research focuses on Japanese acquisitions made by the Art Gallery of 

South Australia during the period 1904-1940. The collections, collectors and objects provide 

‘tangible evidence’ of the three-way relationships between Australia, Britain and Japan and the 

shared impact of bunmei kaika.  

There are other valid theoretical perspectives such as Orientalism or Post-Colonial theory that 

pertain to the multiple and important contextual matters of Japan’s hegemonic relations with 

Western ‘civilisation’, the tensions between ‘old’ romantic and modernised Japan, cultural and 

artistic hybridity as well as museum and exhibition representations of the  ‘secular national’. 55  

This thesis, however, places in the foreground the thus far unexplored material culture 

contained within museum collections of the period.  

Archival materials concerned with collectors, their purchases, and subsequent acquisitions by 

art museums, have provided important research tools. Diaries and personal papers such as the 

Sir Samuel Way Papers at the State Library South Australia, the Fine Arts Committee Minutes of 

the Public Library, Museum and Art Gallery of South Australia (AGSA), and AGSA accession 

records have been particularly useful.56 Personal letters from South Australians who 

participated in Japan’s modernisation have also been retrieved from surviving family members 

as well as employment documentation of the period.57 

                                                           
55

 Bhaba, Homi K. ‘Double Visions’ in Preziosi & Frago (ed.) Grasping the World, p. 240; Said, Edward Orientalism, 
Vintage Books, New York, 1979.  
56

The Way papers (SLSA PRG 30) have been previously studied for their legal references : See Hannan, A.J. The Life 
of Chief Justice Way Angus and Robertson, Sydney 1960  and Emerson, John First Among Equals University of 
Adelaide Barr Smith Press, Adelaide, 2006. 
57

 In particular, John England correspondence and  AGSA file, AC 2/2215 



23 
 

In order to examine the nature and extent of Japanese art collections being created not only in 

South Australia but in the Australian colonies generally, auction catalogues of the estates of 

private collectors such as Sir Samuel Way (1836-1916) and Lewis Jessop (1843-1922) in 

Adelaide and Sir George Verdon (1834-1896) and Alfred Felton (1831-1904) in Melbourne, have 

been consulted. Through these it is possible to discern the movement of objects from one 

collection to another.58  

Sir Samuel Way’s diaries and papers held by the State Library of South Australia enable us to 

map his travels to Japan where he made many purchases. The papers of his New Zealand 

counterpart Sir Joseph Kinsey held by the Canterbury Museum Christchurch, reveal details of 

not only the dealers he purchased from but also descriptions of the objects acquired.  These 

primary materials serve to illustrate a major argument of this thesis that the collecting of 

Japanese art was an international phenomenon which was actively pursued in Australia and 

New Zealand. Even the bibliophile Sir George Grey who served as Governor of South Australia 

and New Zealand, included Japanese illustrated books in his collection. These are now located 

in the Sir George Grey Special Collection at the Auckland City Library.  

Nineteenth century books about Japan and Japanese art provide tools to examine 

contemporary attitudes. The Catalogue of library compiled by Sir Samuel Way and located at 

the Special Collection of the Barr Smith Library, University of Adelaide and the extant list of 

books contained in the Kinsey papers at the Canterbury Museum Christchurch reveal the sorts 
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of influences books exerted on their collections.59  In several circumstances it has been possible 

to identify the authoritative advice which guided each collector’s purchases.  In Way’s case, for 

example, the guide books purchased on his travels to Japan were cited in his disputes with the 

South Australian Customs Department.  

Reports concerning events in Japan and more specifically Japanese art were contained in  local 

newspapers of the times particularly the Adelaide Register, the Advertiser and the Observer as 

well as Victorian, Queensland, New South Wales and Western Australian  newspapers like the 

Argus, Boomerang and Australian Town and Country.  They contain descriptions and reactions 

to the displays of Japanese applied arts at the exhibitions held in the colonies. The relevant 

exhibition catalogues further provide lists of exhibits which are contained in the thesis 

appendices.  The earliest official reports written by the Japanese Commissioners attending each 

Australian exhibition have also been consulted.60 

The extant objects which entered the collection of the National Art Gallery of South Australia in 

the period 1904-1940, either as purchases or from South Australian donors, have been 

personally examined.  

In the examination of the collections formed elsewhere in Australia and New Zealand, where 

possible, state collections have been researched using archived documents. In New Zealand    
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the uncatalogued Japanese printed books collection in the Sir George Grey Special Collection at 

the Auckland City Library was examined. In Western Australia, archived documents held by the 

Art Gallery of Western Australia containing communications in English and Japanese between 

the Western Australia Art Gallery and the Tokyo Imperial Museum were also consulted.61 At the 

Melbourne Museum the Japanese objects contained in the recently acquired The John Twycross 

Melbourne International Exhibitions Collection which dates from the 1880 International 

Exhibition in Melbourne were viewed and briefly examined.   

Thesis Structure                                                                                                                                                             

This thesis is divided into four distinct parts examining collections of Japanese art within 

international, Japanese, South Australian and Australasian contexts.  

Part one, International Collections: Mania for the ‘Queer and Quaint’ surveys the impact in the 

West of the first Japanese items to enter European collections from the mid-sixteenth century 

Portuguese trade routes through to the late nineteenth century.62 The proliferation of 

collections from the 1860s has created an assumption that this marks the beginning point of 

the West’s interaction with Japanese art. This assumption ignores a wealth of previous 

scholarship and aesthetic perceptions already developed in the West which, after a gap of some 

two hundred years, still had relevance and indeed shaped the taste for Japanese art in new 

circumstances.  
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Part one is guided loosely by the five époques identified in Kreiner’s Japanese Collections in 

European Museums.63 It highlights the role of Japanese decorative objects, particularly lacquer 

and porcelain found in the ‘porcelain palaces’ of seventeenth century aristocrats, in shaping a 

conception of the Japanese aesthetic which endured and resurfaced in the nineteenth 

century.64
  It will be argued that the rarity and technological supremacy of Japanese ceramics 

and lacquer, as well as their implicit association with aristocratic tastes, continued to hold sway 

over nineteenth century private collectors and embryonic public collections.  

The writings of the earliest observers of Japan, such as Jesuit priests and employees of the 

Dutch East India Company like Engelbert Kaempfer (1651-1716), help to trace the origins of 

impressions and perceptions of Japan which form the basis of nineteenth century scholarship. 

By returning to these collectors and contributors to Japanology or the science of Japan, we 

begin to understand not only the readiness and adaptability of the Japanese to respond to 

change by combining commercial interests with aesthetics, but also that the availability of 

Japanese art in Europe was much earlier than claimed by enthusiastic nineteenth century 

Japonistes. 

In order to ascertain those strands of collecting which characterised British, European, 

American and ultimately Australian tastes, it is relevant to examine the most renowned 
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international donors and benefactors of nineteenth century museums. Through a study of their 

sources of acquisitions, and levels of curatorial expertise exercised by the international circle of 

collectors and museums, we gain an overview of the transnational networks which even 

colonial collectors could access.  

Above all, this was an international phenomenon. The contributions of Australian artists, 

academics, journalists, yatoi ‘hired workers’ and even opportunists to the understanding of 

Japan and Japanese art are therefore placed within an international perspective rather than 

confined to their Australian context.  

Part two, Japan: Seeking Bunmei Kaika ‘Civilisation and Enlightenment’ through Art aims to 

present Japanese viewpoints. It explores Japan’s pragmatism as it sought to protect its 

sovereignty. The new order being established in Japan under the Meiji Restoration was intent 

on promoting Japan on an equal footing with Western powers and repealing the ‘unequal 

treaties’ imposed upon her. By exploiting its orientalist status of ‘queer and quaint’ as outlined 

in Part 1, Japan became such a successful economic and technological force it was ultimately 

poised to militarily defeat Western colonial powers.65  

Art provided Japan with a means of self-promotion. It also played a dominant and visible role in 

the execution of the policy of bunmei kaika and enabled Japan to express and define its 

national identity. Japanese bureaucrats borrowed and adopted Western constructs of 
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museology and even created a new lexicon such as bijutsu ‘fine art’, kōgei ‘crafts’, 

hakubutsukan ‘museum‘ to accommodate foreign art historical concepts.                

An examination of the Japanese trading companies and artists represented at the Melbourne 

Intercolonial Exhibition 1875, Sydney International Exhibition 1879 and Melbourne 

International Exhibition 1880, reveals the extent and depth of the Meiji investment in 

modernisation and its support of kōgei or industrial arts in particular. The list of Japanese 

artisans represented in Australia is the ‘who’s who’ of Meiji modernisation. Many of the objects 

on display formed the very first acquisitions of public museums such as the Art Gallery of New 

South Wales or found their way into private collections later to resurface as donations to public 

museums.  

This section also explores interpretations of ‘art’ and heritage in Meiji Japan.  Domestic social 

changes devalued many traditional arts and crafts through the breakdown of the traditional 

social structures and the ensuing loss of patrons. Buddhist temples were also destroyed or 

emptied through a period of persecution of Buddhist institutions. Newly opened Japanese 

museums placed religious statuary on display removed from their religious context and 

presented them as ‘art’.  International Exhibitions further challenged Japanese notions of ‘art’ 

as Western organisers created perplexing divisions between ‘fine’ and ‘applied’ art.  

Modernity wreaked havoc yet provided opportunities. The changed social order produced a 

new generation of Japanese collectors, such as the industrialist Nezu Kaichirō (1860-1940).66 

The final Chapter of Part two (2.7) also briefly considers the nature of private Japanese 
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collections as an aspect of the Japanese viewpoint of identity and national narrative and 

heritage protection.  

Part three, South Australia: Tangible Evidence of Bunmei Kaika is a study of the Japanese 

collection at the Art Gallery of South Australia. It consists of a detailed examination of the 

varied circumstances in which objects were collected before entering the institution. Such a 

study provides a holistic survey of the major collectors-donors like Sir Samuel Way who 

exemplifies the global citizen seeking to replicate the best of Britain in the South Australian 

colony. An overview of his collection places Japanese art within both the colonial context as 

well as its place amongst other ‘exotic’ collectables such as those from China or the Middle East.  

 By making a particular study of the formation of the Japanese collection at the Art Gallery of 

South Australia (1904-1940), we can view the range of media, specific objects, their provenance 

and where possible, their interior setting within the homes of Adelaide. Other parameters 

which are explored in this intensive case study include interactions between Japan and South 

Australia by collectors, travellers and yatoi or hired workers in Japan as well as  special events 

like the public viewing of a ‘Japanese village’. It also includes private collections which did not 

enter the Gallery’s collection.  It thereby investigates the collecting patterns and influences 

exerted on the Art Gallery of South Australia, particularly under the stewardship of the 

Honorary Curator Harry Pelling Gill, as well as later decisions to de-accession objects.    

The time frame 1904-40 captures those acquisitions which had been collected during the height 

of nineteenth century ‘Mikado Mania’ but which filtered into the AGSA collection after the 



30 
 

original collectors had died. A secondary advantage of this time frame is that it enables us to 

consider changes in South Australian attitudes to Japan and Japanese art, and whether for 

example, the outbreak of war with Japan (1941-45) led to a cessation of acquisitions or de-

accessioning of Japanese objects in retaliation.                                                                             

In the final section of the thesis, Part 4 Australia & New Zealand: A Survey of Collections, the 

South Australian context is compared and contrasted with that of the other Australian Art 

Galleries in Western Australia, New South Wales, Victoria and Queensland; and New Zealand. 

Applying the criteria of curatorial leadership, benefaction, and the impact of external factors on 

museums, it explores the conditions under which their respective collections of Japanese art 

were formed. It also considers the differing emphases of the collections afforded by their 

connections with Japan, the diversity and resources of their donors, curatorial objectives and 

the impact of idiosyncratic external circumstances.  

In summary, this thesis aims to present a panoptic view of the formation of Japanese art 

collections as an international movement of which Australia and New Zealand were eager 

participants. It considers the different flavours and interpretations of Japanese art collecting in 

Britain, Europe, the United States and the colony of South Australia in particular. It examines 

events in Japan that allowed the outflow of historical artefacts and prompted concerted 

strategies to produce and export ‘applied art’.  The thesis  focuses on the three-way artistic and 

social exchanges linking Australia to Britain and Japan  in the critical  period of the late 

nineteenth to early twentieth century, which is marked by the ascendant British Empire, the 

eve of Australian Federation and the radical modernisation of Japan.   
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Part 1  International Collections:  Mania for the ‘Queer and Quaint’  

                                                                   
The collecting of Japanese art from the mid-nineteenth century was a symptom of an 

international mania for things Japanese. The opening of Japan was heralded in Europe as 

being akin to the discovery of a lost civilisation. The arts of Japan became a source of 

inspiration for movements such as the Arts and Crafts, Gothic Revival and Aestheticism as 

well as the hybrid Japonisme and the Anglo-Japanese style. The Medievalist William Burges 

(1827-1881) likened this to rediscovering the arts and crafts of the Middle Ages; exponents 

of Aestheticism such as Whistler and Albert Moore synthesised Japanese sensibility to 

create Graeco-Japanese figures.67 

More effectively perhaps than Western painters, publishers created literary images of Japan 

which embellished its mysterious allure and played a vital role in the spread of ‘Mikado 

Mania’ around the world.  The printed book of the mid-nineteenth century served as the 

most enduring tool in proselytising the romantic image of Japan. The descriptors ‘queer and 

quaint’ were commonly cited to express wonderment.  

The following passage from Oscar Wilde’s Intentions: The Decay of Lying, exemplifies how 

Japan by the late nineteenth century had become more imagined than real, so great was the 

romance it conjured in people’s minds. A copy of this book was held in the Adelaide library 

of Sir Samuel Way (1836-1916), President of the Public Library, Museum and Art Gallery of 

South Australia (1893-1908):   

                                                 
67

 Watanabe, Toshio  High Victorian Japonisme, Peter Lang, Bern, 1991, pp. 242-243; Ono, Ayako Japonisme in 
Britain : Whistler, Menpes, Henry, Hornel and Nineteenth-century Japan Routledge Curzon, London, 2003 
pp. 28-40. 
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I know that you are fond of Japanese things. Now, do you really imagine that the 
Japanese people, as they are presented to us in art, have any existence? If you do, 
you have never understood Japanese art at all. The Japanese people are the 
deliberate self-conscious creation of certain individual artists. If you set a picture by 
Hokusai, or Hokkei, or any of the great native painters, besides a real Japanese 
gentleman or lady, you will see that there is not the slightest resemblance between 
them. The actual people who live in Japan are not unlike the general run of English 
people; that is to say, they are extremely commonplace, and have nothing curious or 
extraordinary about them. In fact the whole of Japan is a pure invention. There is no 
such country, there are no such people. One of our most charming painters went 
recently to the Land of Chrysanthemum in the foolish hope of seeing the Japanese. 
All he saw, all he had the chance of painting, were a few lanterns and some fans. He 
was quite unable to discover the inhabitants, as his delightful exhibition at Messrs. 
Dowdeswell’s Gallery showed only too well. He did not know that the Japanese 
people are, as I have said, simply a mode of style, an exquisite fancy of art. And so, if 
you desire to see a Japanese effect, you will not behave like a tourist and go to Tokio. 
On the contrary, you will stay at home and steep yourself in the work of certain 
Japanese artists, and then, when you have absorbed the spirit of their style, and 
caught their imaginative manner of vision, you will go some afternoon and sit in the 
Park or stroll Piccadilly, and if you cannot see an absolutely Japanese effect there, 
you will not see it anywhere.68 
 

Wilde was responding to an exhibition of works in 1888 by Mortimer Menpes (1855-1938) 

who had recently returned from Japan.69 Menpes, in search for the real Japan, had 

abandoned his teacher, James Mc Neill Whistler (1834-1903) the painter and exponent of 

Aestheticism who, like Wilde, disapproved of the journey as a fruitless search for reality 

when the notion or ‘invention’ of Japan was far more important. 

Nonetheless, the scenario presented by Oscar Wilde, an internationally renowned 

nineteenth century Aesthete, reviewing the art work carried out in Japan by Mortimer 

Menpes a South Australian-born and trained  artist, and being read in Adelaide by Sir 

Samuel Way a South Australian collector of Japanese art, mirrors the global cross-currents 

which this thesis seeks to explore.  

                                                 
68

 Wilde, Oscar Intentions: Decay of Lying Osgood Mc Ilvaine & Co., London, 1894, pp. 45-47. This book was 
amongst a large bequest to the Barr Smith Library, University of Adelaide from Sir Samuel Way. 
69

 Dowdeswells’ Gallery in Bond Street hosted two exhibitions of works done in Japan by Menpes in 1888 and 
1897.  
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These global cross-currents and interactions with Japan, of which ‘Mikado Mania’ was a 

nineteenth century manifestation, had their origins some three hundred years previously. 

By examining the nature of the earliest collected Japanese objects in the West, as well as 

recorded observations and documentation before the ‘opening’ of Japan, Chapters 1.1 & 1.2 

will show that preconceptions in the West about Japan and its art had been formed from as 

far back as the sixteenth century. 

It will be argued that when nineteenth century Australian planners were establishing public 

museums and art galleries, attitudes associating Japanese art with the ‘applied arts’ were 

already etched in the Western psyche. As a corollary, the earliest Japanese objects found in 

European collections provide evidence of Japan’s willingness to adopt new technologies and 

to accommodate Western aesthetics. The systemic adaptation to Western tastes which 

characterises the arts of the Meiji era (1868-1912) therefore represents a continuation from 

earlier centuries rather than a beginning.  

 

1.1  The Earliest Collections: 16th Century to Mid-19th Century 

 

While there may well have been Japanese items in Europe arriving overland through the Silk 

Route or via Chinese trade in South East Asia, their effective dissemination across Europe 

commenced with the arrival of the Portuguese to Japan in 1543. This was followed by the 

Dutch in 1609 and the English in 1613.70 The main ports of entry in Europe were Lisbon, 

Amsterdam and London (fig. 1); through those centres items became available for dispersal 

to Kunstkammer (cabinets of curiosities) in Spain, Italy, Germany, Denmark and Russia.  The 

foresight of a few Kunstkammer collectors from this period who recorded their objects in 

inventories, has endowed certain European museums with collections of great provenance. 
                                                 
70

 The Dutch remained for 250 years, the English East India Company closed their factory in Hirado in 1623.  
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The objects from these earliest collections illustrate Western tastes for Japanese art as well 

as Japanese accommodation of those tastes.  

 

 

 

 

 

 

 

 

 

 

 

Fig 1.  Map, Japanese Art in Europe from the 16
th

 to the mid-17
th

 century 

 

The identification of Japanese objects in collections dating from the late sixteenth - early 

seventeenth centuries can be problematic since existing documentation lists the objects 

under the commonly used and more general taxonomy of Asiatica or ‘Indian’.  In 1686, for 

example,  the gifts of Japanese porcelain brought by the ambassadors from the King of Siam 

to Louis XIV at the court of Versailles,  were described by Louis as ‘des plus belles, des plus 

curieuses de toutes les Indes’.71  

 

                                                 
71

 ‘The most beautiful, the most intriguing in all India’ (translated J. Harris) cited in Mallett, J.V.G. ‘European 
Ceramics and the Influence of Japan’ in Ayers, John, Impey Oliver, Mallet JVG Porcelain for Palaces: The 
Fashion for Japan in Europe 1650-1750, Oriental Ceramic Society, London, 1990,  p. 49.  
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The Medici and the Hapsburg dynasties formed vast collections of Asiatica: ceramics, 

textiles, gems and lacquer, as part of the exercise of ‘cultural politics and the ethic of 

magnificence’ to enhance their family networks and reflect their power.72 Catherine of 

Austria’s (1507-78) agents procured goods from the Ryūkyū Islands which were a dynamic 

cog in the trade wheel linking Japan to the rest of Asia.  Her agent in Malacca in 1562 sent 

fans, lacquer tables, chairs, caskets and writing desks from China and Japan to adorn her 

Lisbon Royal Palace.73 The princely families of Europe prized Japanese lacquer in the first 

instance, followed by porcelain at a later date. This gave the Japanese applied arts of 

lacquer and porcelain connotations of exclusivity and desirability. 

 
 

Royal Danish Kunstkammer 

 During the period 1543-1650 less wealthy, private collectors were creating small eclectic 

collections of ‘curiosities’ amongst which Japanese objects might appear.  Bernhard 

Paludanus (1550-1633) and the Danish physician Ole Worm (1588-1654) are good cases in 

point. It is from their personal curiosity cabinets that the earliest Japanese objects still 

extant in a public museum are to be found. Both kept inventories and introduced taxonomic 

classification into their collections, grouping objects according to the substance of which 

they were made. Ole Worm also published catalogues. Paludanus’ curiosity cabinet 

contained many objects from China, Japan and India which he acquired through 

collaboration with the Dutch traveller Jan Huygens van Linschoten (1563-1611) who lived in 

                                                 
72

 Gschwend, Annemarie Jordon, ‘Rarities and Novelties’ in  Jackson, Anna & Jaffer, Amin (ed) Encounters:The 
Meeting of Asia and Europe 1500-1800, V & A Publications, London, 2003,   p. 39.  
73

 Gschwend p. 39. 
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Goa from 1583 to 1589. Paludanus’ handwritten inventory of 1617 shows that he also 

acquired objects from the Dutch East India Company port of Enkhuizen.74 (See fig. 1)  

 
Worm’s museum was acquired by King Frederik III in 1655 and installed in Copenhagen 

within the Royal Danish Kunstkammer. Paludanus’ collection was acquired initially by the 

Duke of Gottorp and, as a result of Danish annexation, entered the Danish Kunstkammer in 

1751.  

The museological approach initiated by Worm and Paludanus was maintained by a 

succession of inventories by the Danish Kunstkammer thereby ensuring the recorded 

provenance of items.75   Amongst the Japanese items inventoried from 1689 were nanban 

(fig. 2) and kōdaiji makie (fig. 3) lacquer, papier-mâché boxes decorated with Heian-style 

architectural details and ‘autumn grasses’ (fig. 4), a porcelain tea service (fig. 5) as well as 

armour, shoes and musical instruments.76 As John Ayers comments, ‘no collection in Europe 

is more illuminating about seventeenth century imports from the East than that in 

Copenhagen: and the furniture and lacquer work there are as important or even more 

important for Japan than they are for China.’77    

                                                 
74

 Schepelern, H.D., ‘Natural Philosophers & Princely Collectors: Worm, Paludanus and the Gottorp & 
Copenhagen Collections’ cited in  Impey, Oliver and Mac Gregor, Arthur, The Origins of Museums: The Cabinets 
of Curiosities in Sixteenth and Seventeenth Century Europe 1985, p. 126. 
75

 Copenhagen’s Rosenborg Castle has the oldest surviving lacquered room dating from 1663-65. The ‘Indian 
Cabinet’, one of 9 rooms held 160 Japanese objects mainly export lacquers. The Royal Danish Collection is one 
of the world’s oldest collections containing extant Japanese objects. It has evolved from kunst kammer 
‘curiosity cabinet’, to a princely collection, then to a public museum (The National Museum of Denmark) in the 
nineteenth century. It now holds over five thousand Japanese objects: Kreiner vol. 1 table 8, p. 43. 
 (See Appendix 2) 
76

 Nanban is black lacquer with gold maki-e inlaid with thick pieces of mother of pearl shell;.kōdaiji  makie is 
rich black lacquer sprinkled with  gold; The tea set was manufactured in Japan but decorated in Europe: Dam-
mikkelsen, Bente & Lundbaek, Torben Ethnographic Objects in the Royal Danish Kunstkammer, National 
museum, Copenhagen, 1980, pp. 240-241; The stringed instruments are a shamisen and koto. 
77

 Ayers, John ‘The Early China Trade’ in Impey & Mac Gregor, The Origins of Museums p. 265. 
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Fig. 2 Toilet-case with mirror (EAc 139) – Inventory 
1690 described as East Indian comb-case with mirror, 
lacquered and inlaid with mother of pearl: The 
National Museum of Denmark 

 

 

 

 
Fig. 3 Box for incense (EAc65) - inventory 1690 
described as lacquered Indian box; Tray (EAc93) - 
inventory 1690 described as Indian tray: The National 
Museum of Denmark 
 
 

 

 
Fig. 4 Rectangular boxes, papier mâché, 17

th
 c.  

(EAc39, EAc33, EAc43) Inventory 1689 described as 
gilt East Indian papier mâché boxes: The National 
Museum of Denmark  

 

 
 
Fig. 5  
Tea service (EAc118a-d) inventoried 1772: The 
National Museum of Denmark 

 

 

 
  

 Diplomatic Gifts 

Diplomatic gifts between Japan and the European powers which set up trading bases in 

Japan provided another pathway into European royal collections. The earliest known 

Japanese gifts, though now lost, were two byōbu screens by Kanō Eitoku (1543-1590) 

handed over to Pope Gregory X111 from Oda Nobunaga when a contingent of Japanese 
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catholic converts travelled to Europe in 1584.78 One screen depicted Nobunaga’s now 

destroyed castle of Azuchi. 79  

 

  
Fig. 6    
Suit of Armour presented to James I  by Tokugawa Hidetada.  
The Royal Armouries Museum, Leeds 

 
 

The English, whose brief early trade ventures in Japan were between 1613 and 1623, also 

exchanged diplomatic gifts. Tokugawa Hidetada in 1613 presented to James I two suits of 

samurai armour (fig. 6). These were handed over by Captain John Saris of the Clove, on the 

occasion of signing trading rights and the establishment of a trading factory in Hirado. 80 

They are now held by the Royal Armouries Museum in Leeds (formerly the collections at the 

                                                 
78

  In 1582 the Jesuit Alessandro Valignano (1539-1606) organised a Japanese mission to Europe. The envoys 
were four  young men who were relatives and vassals of three Christian daimyo in Kyushu:- Mancia Ito, Miguel 
Chijiwa, Juliao Nakaura, Martinho Hara, aged 14-15, who travelled to Europe via Macao, Malacca, India, to 
Lisbon 1584 (2 ½ years later). Other gifts included swords, knives, daggers and silken clothes: Irvine, Greg 
‘Japanese Diplomatic Relations with Europe’ in Encounters p. 101.   
79

 A lithograph featuring a section of the screen was done by the artist Philips Van Winghe of Louvain between 
1585 and 1592: Impey & Mac Gregor, The Origins of Museums. p. 268. 
80

 Hirado is in Kyushu. 
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Tower of London).  One of the suits of armour was placed on display to the public in the 

Tower of London during the reign of Charles II (1630-1685) and created great interest. A 

collection of ten ‘biobee’ byōbu screens depicting horses, warfare and hunting scenes was 

included, but according to Impey, these were deemed not to be of suitable quality to give as 

presents to the King, and were sold. 81  Saris also brought back a large private collection of 

shunga (erotic prints) which, when discovered, were burnt by the company and Saris was 

dismissed for private trading. Opportunism and diplomacy yielded an interesting array of 

artefacts which filtered into collections.  However, as exemplified by the contents of the 

‘Indian Cabinet’ of the Danish Royal Collection,  concerted collecting in Europe during this 

period focused primarily on Japanese lacquer, and then porcelain, as the most desirable 

commodities.   

 

Lacquer 

From the late sixteenth century, Japanese lacquer had great impact on early European 

collections as the technology of lacquer-making was unknown in the West. Though lacquer 

was made in China, the Ryūkyū and in Southeast Asia, it was the luxuriant Japanese kōdaiji  

makie rich black lacquer sprinkled with  gold,  which was most coveted.  Orders were placed 

in Japan by the Portuguese (1543-1639) to produce hybrid nanban (Southern barbarian) 

pieces of black lacquer with gold maki-e inlaid uncharacteristically in dense patterns with 

thick pieces of mother of pearl shell. 82   Japanese lacquer technology and traditional 

iconography were adapted to conform to European tastes.  

 

                                                 
81

 For a list of screens and the prices achieved, see Impey, The Origins of Museums. p. 269.  
82

 The period 1543-1639 marks the arrival and formal expulsion of the Portuguese from Japan though the 
expulsion was not complete till 1641. 
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A small chest of drawers (fig. 7), known as the ‘Ambras cabinet,’ inlaid with pearl shell and 

gold lacquer over painting, and now held in the collection of the Kunsthistorisches Museum 

in Vienna, is the earliest known surviving piece of Japanese lacquer exported to Europe.83 Its 

florid style is typical of early nanban export lacquer, and is likely to have been made in the 

1570s for the Schloss Ambras near Innsbrook, the castle of Ferdinand II of Tyrol (1564-95), 

cousin of Philip II of Spain. The cabinet appears in an inventory in 1596.84
 

 
Fig.  7 
The Ambras Cabinet 
Momoyama-Period 
curiosity case, Nanban   
Finewood, lacquer with mother of pearl inlay, ornamental mountings bronze, gilt.  
Kunsthistorisches Museum Wien, Kunstkammer (Art History Museum Vienna) 

 

In response to foreign demand, lacquer factories were established in Kyoto, to produce 

items on order to European specifications. One workshop had fifty men working day and 

night shifts in order to meet demands.85  Curved topped trunks were particularly popular 

and usually decorated with gold makie on a black lacquer background and mother of pearl. 

                                                 
83

 The title ‘Ambras Cabinet’ comes from Impey ‘The Origins of Museums’ p. 268. The Kunsthistorisches 
Museum calls it the ‘kabinettschrank’.  
84

 A red lacquered bowl from Okinawa was also mentioned in the same inventory: Kreiner, vol. 1 p. 6. 
85

 Von Ragué, cites a letter written in 1617 by the Englishman William Adams (1564-1620) the first Englishman 
to arrive in Japan in 1600 who became Tokugawa Ieyasu’s adviser: Von Ragué, Beatrix, A History of Japanese 
Lacquerwork, University of Toronto Press, 1976,  pp. 159, 261. 

http://bilddatenbank.khm.at/viewArtefactImageLarge?image=http://bilddatenbank.khm.at/images/500/KK_5421_9189.jpg&backuid=http://bilddatenbank.khm.at/viewArtefact?id=91428
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This shape which conformed to florid Portuguese and Spanish taste was new to the 

Japanese who named it kamabokogata ‘fish sausage shape’.86    

 
 
After the expulsion of the Portuguese from Japan, the lacquer trade shifted to respond to 

Dutch tastes. The Dutch East India Company (Vereenigde Oost-Indische Compagnie) 

confined to the man-made island of Deshima in Nagasaki Bay, created new market demands. 

The Dutch preferred decorations which reflected more complex lacquer techniques as well 

as designs based on the picturesque. Scenes from Tale of Genji appear on the Mazarin Chest 

(fig. 8), formerly owned by the French Cardinal Mazarin (1602-1661).87   

 

Fig. 8 

The Mazarin Chest, c. 1640 
Wood, black lacquer with gold and silver 
hiramaki-e and takamaki-e lacquer, detailing 
in gold, silver and shibuichi, border inlaid with 
shell and gilded shakudō fittings 
Victoria and Albert Museum  

 

 

The Japanese lacquer trade, eventually undercut by Chinese copies of poorer quality, 

petered out in the 1680s, with no orders taken after 1693. 88  By the end of this époque 

(1543-1650) lacquer was so associated with Japan that the medium had become absorbed 

into the English language as ‘japanning’.   

 

                                                 
86

 Hutt, Julia, ‘Asia in Europe: Lacquer for the West’ in Jackson & Jaffa  Encounters p.236. 
87

 Hutt, p.239; The Mazarin Chest was acquired by the Victoria and Albert Museum in 1882 having previously 
been in Britain since 1800:http://www.vam.ac.uk/res_cons/conservation/mazarin_chest/history/index.html; 
Seventeenth century French collectors include Louis XIII and Cardinal Mazarin while notable eighteenth 
century collectors were Marie Antoinette (1755-93) and Madame de Pompadour (1721-64). 
88

  Impey, Oliver ‘Japan: Trade and Collecting in Seventeenth Century Europe’ in Impey & Mac Gregor, The 
Origins of Museums p. 271. 

http://www.vam.ac.uk/res_cons/conservation/mazarin_chest/history/index.html
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Other Japanese items such as kimono and washi ‘Japanese paper’ had been imported into 

Europe since the 1640s, but from the 1650s porcelain generated the strongest interest in 

Europe. 89  The Dutch East India Co. records that in 1664 roughly 45,000 pieces of porcelain 

were exported from Japan compared to 101 pieces of lacquer.90 Just as Japanese lacquer 

workshops had adapted to accommodate the export market, Japanese potters also 

responded.  

 
 

Porcelain 

Royal and aristocratic collectors housed their prized collections of porcelain in specially 

created porzellanzimmer ‘porcelain rooms’. Overglazed enamel Chinese and Japanese 

porcelain was lavishly displayed on shelving and brackets on overmantels, mirrored wall 

areas and spaces above doors. The once-fashionable lacquer cabinets were utilised to 

display porcelain, or they were ‘ruthlessly dismembered and the lacquer panels used for 

inlays into other pieces of furniture’. 91   

 
 
The most spectacular Porzellanzimmer was created in the eighteenth century by Augustus 

the Strong of Saxony (1670-1733) in Dresden; it is now part of the Staatliche 

Kunstsammlungen (State Art Collection).92  Augustus, an avid collector, formed an unrivalled 

collection of 24,000 pieces of Chinese and Japanese domestic and export wares which were 

                                                 
89

 Rembrandt used Japanese paper: Kreiner. vol 1 p. 7. 
90

 Hutt, p. 236. 
91

 Ayers, Impey & Mallet Porcelain for Palaces, p. 138.   
92

 Augustus the Strong was also Elector of Saxony (1694-1733) and King of Poland (1697-1706) and (1710-33). 
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carefully documented in inventories.93  Nevertheless, the 1721 inventory of the Dresden 

collection continued an older practice of classifying Chinese and Japanese objects as ‘Indian’. 

 

 From 1728, Augustus commenced the transformation of the Dutch palace at Dresden 

decorated in the indianische stil (Indian style), into a Japanisches Palais (Japanese palace) 

for display of his collection in thirty rooms ‘without any thought for its eastern purpose or 

meaning’.94 The drawing of a gallery in the Japanese Palace and the Imari ware garniture 

(figs. 9, 10), illustrate how porcelain was hung symmetrically in pairs or groupings far 

removed from any Japanese domestic context.95  

 
Augustus the Strong’s passion for collecting was driven by the desire to find the 

technological secret to making hard paste porcelain.  As the founder of the Meissen factory 

in 1709, 220 pieces of ‘old’ Japanese pieces from his collection provided prototypes to be 

duplicated by Meissen from 1729-30.96  

 

 

Fig.9  Drawing for a gallery in the Japanese Palace, Dresden  

                                                 
93

 Impey states that he did not however begin to collect oriental porcelain until about 1715, perhaps 
stimulated by a visit to Berlin, where he saw the porzellanzimmer porcelain room in Charlottenburg palace in 
1706:  Impey, Porcelain for Palaces p. 65. 
94

  Parissien, Steven ‘European Fantasies of Asia’ in Encounters p. 358: It was incomplete on his death in 1733: 
Stroeber, Eva ‘Inside the Japanese Palace: Japanese Porcelain Collected by Augustus the Strong’ in  Oriental Art, 
vol. LV  no. 1, 2005,  p. 10. 
95

 Garnitures consisted of sets of beaker vases and lidded jars. 
96

 Impey, Porcelain for Palaces pp. 45-46.  
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Fig. 10  Garniture, Imari ware, early 18
th

 century, Porcelain Collection Dresden  

 

Japan was a late entrant into the production of porcelain, and responded to the commercial 

demand created when the collapse of the Ming dynasty in 1644 seriously interrupted 

Chinese porcelain production for a twenty year period.97 Having acquired the technology 

from China, Japanese porcelain production flourished with the support of an influx of 

Korean potters. Kilns were established in Arita (Hizen) in Kyushu which was in geographical 

proximity to Chinese and Dutch distribution centres.98 

 
 
Arita had a long history producing export porcelain and catering to Western tastes before it 

established a leading role in the Meiji era ceramic revival. The potters of Arita satisfied the 

demand for underglaze blue (sometsuke) export porcelain in Europe and Southeast Asia and 

diversified their products by introducing overglazed enamel decorated ware known 

variously as Imari, Kakiemon and kinrande. The generic term Imari was applied to enamelled 

coloured glazes exported through the port of Imari on Kyushu. Chinese porcelain makers 

                                                 
97

 Impey, Porcelain for Palaces  p. 16.  
98

 Volker concludes that ‘the first considerable export of coarse and fine Japanese porcelain for the Asian and 
European markets occurs in 1658-59’. See Volker,T. Porcelain and the Dutch East India Company; as Recorded 
in the Dagh-Registers of Batavia Castle, those of Hirado and Deshima and Other Contemporary Papers  Leiden, 
Rijksmuseum Voor Volkenkunde, (State Museum for Folk Culture) 1971,  p. 125. 
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subsequently imitated the glazes when China re-entered the market. Kakiemon is named 

after the potter Kakiemon Sakaida (1596-1666) who is said to have developed a distinctive 

style of sparsely applied enamel decorations on white background of naturalistic designs of 

birds, flowers and Chinese motifs. Kakiemon evolved into the kinrande style of highly 

brocaded gold on coloured overglazed enamel made for the European export market (fig. 

10).  This elaborate style became synonymous with Japanese ceramics during this period 

and was revived in the Meiji era. 

 
 
The Dutch directly competed with Chinese traders for the export of Japanese porcelain. The 

exact quantities reaching Europe from Chinese sources are not clearly documented. Tys 

Volker contends that in the twenty three year period of Japanese production from 1658 to 

early 1682, 190,000 pieces of Japanese porcelain were exported to Europe. This was 

significantly less than the trade in Chinese porcelain which numbered three million pieces 

between 1602 and 1657.99  Japanese porcelain production, including transportation from 

kilns to export ports, was comparatively expensive, much to the frustration of the Dutch 

who were forced out of the market by 1750.100  

 
 
On examining old European collections of Japanese porcelain, Impey points out that Dutch, 

English, German and French collections all contain Japanese blue and white and Imari 

porcelain but the Dutch did not have Kakiemon.101 This significant omission may be due to 

the English, German and French accessing exports from Chinese suppliers via ports in 

southern China.  According to Deborah Johnson, by 1692 there were as many as twenty 

                                                 
99

 Volker, p. 227. 
100

 Impey Porcelain for Palaces p. 20. 
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dealers of Oriental items in Paris providing a supply of Chinese ‘blue and white’, Japanese 

lacquer known as ‘Japon’, and Chinese lacquer imitations to collectors. 102 In Britain 

however, Impey notes a similarity in porcelain types and decoration (as well as in lacquer 

pieces) in the collections of Burghley House, Welbeck Abbey and Drayton House. He 

surmises that they may well have all shared the same dealer or auction house over the 

period of their collecting in the late seventeenth to eighteenth centuries.103  

 

 

 

 

 

 

Queen Mary II (1662-1694) brought her collection of Chinese and Japanese ‘blue and white’ 

porcelain to Hampton Court and Kensington Palace from the Netherlands and so created a 

vogue for oriental porcelain in Britain. Burghley House, the home of the Cecil family, is 

reputed to have the earliest inventoried collection of Japanese porcelain in Britain, though it 

would have been purchased as relatively new on numerous grand tours to the continent.104 

The 1688 inventory, the earliest surviving European catalogue, lists lacquer and porcelain 

for decorative and utilitarian functions including a pair of Sumo wrestlers inventoried as  
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Fig. 11 

 ‘Two China boyes 
wrestling’ 

Kakiemon ware 
Burghley House 
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‘two China boyes wrestling’ (fig. 11) and  a nanban ‘jappan cabinett inlaid with mother of 

pearl’. The Japanese porcelain was mainly Kakiemon. Impey describes the Burghley House 

pieces, like those in many grand houses and palaces, as an ‘accumulation’ rather than a 

‘collection’ in the modern sense.105  

 
 
Nonetheless, inventoried pieces remaining from grand houses, ‘curiosity cabinets’ or 

palaces of these early collectors have enjoyed great provenance and pride of place in the 

public museums of the nineteenth, twentieth and twenty first centuries. 

 
 
For a period of about 85 years, 1659-1745, Japanese Imari and Kakiemon porcelain were in 

greatest favour in European collections. The French counterpart to Augustus the Strong was 

Louis Henri Prince de Condé (1692-1740) who, on his death in 1740, owned two thousand 

pieces of porcelain of which more were Japanese than Chinese. In 1730, Louis Henri 

established a soft-paste porcelain factory on the grounds of his château in Chantilly. The 

factory produced copies of Arita ware or pieces which reflected the style of Japanese 

porcelain. 

 
 
 Having mastered the technology of soft and hard paste porcelain, European companies 

looked to East Asia for design inspiration. The imitation of Imari and Kakiemon wares 

ensured European familiarity with Japanese decorative forms even though distinctions 

between Japanese and Chinese designs were often confused. European manufacturers 
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copied Japanese motifs creating a hybrid style later known as Japonaiserie.106 According to 

Lang in Oriental Porcelains: A European Enthusiasm, ‘it is noteworthy that when Europe 

finally began to make its own porcelain, in the eighteenth century, Japanese stylistic 

influence was stronger than Chinese, even though Japan had been secluded for a century 

and China was widely perceived as a paragon of enlightened political and social 

organisation’.107
   

 
 
European collectors especially prized Japanese porcelain until such time that the technology 

could be copied. When it did so, eighteenth century European porcelain makers such as 

Meissen, Bow and Chelsea, embedded Japanese designs into their repertoire. Bow porcelain 

factory imitated Japanese ‘reign marks’ while the Chelsea factory from 1749-1758 copied 

traditional Kakiemon patterns such as ‘squirrel and gourd’, ‘dragon and tiger’, ‘quail’ and 

‘lady in a pavilion’.  

 
 
These practices were to have a lasting effect on tastes. When Australian collectors of the 

late nineteenth century purchased Japanese porcelain and indeed, when Japanese officials 

or dealers selected pieces on behalf of Australian museums or private collectors, they 

continued to favour the styles and designs found in earlier European collections.  

 
 
 Pieces from Burghley House and the Dresden Porcelain Collection which were inventoried 

during Japan’s Edo period (1615-1868) document designs of that period. The export 

ceramics feature iconography and forms that are either specifically Japanese or imitate a 
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Western aesthetic, for example, Delft-ware Dutch landscapes or river scapes (fig. 21). The 

tendency to hybridisation and the use of contrasting media in the one object, which was 

later such a feature of Meiji export art, is already apparent in the bizarre Birdcage vase (fig. 

20). This porcelain object imitates an archaic Chinese bronze ritual vessel while also 

incorporating lacquer, wood and metal.108 Applied decorations suggestive of handles such 

as the elephant heads on Birdcage vase also become a more exaggerated feature of Meiji 

design. 

 
Quintessential Japanese iconography such as the quail, the harbinger of autumn (fig. 12), 

had by the mid- seventeenth century become ‘stock trade’ motifs in domestic and export 

wares. This bird, like the crane, symbol of immortality (figs. 13, 14), or bamboo and prunus, 

the ‘friends of winter’ (fig. 16), appeared in many media and are conspicuous in Meiji era 

ivory carvings, paintings and wood block prints. Scenes from Tale of Genji are seen on 

lacquer (figs. 4, 8) as well as porcelain. They appear on the blue and white covered box (fig. 

15) possibly originally intended for incense but inventoried as a sugar bowl, and the highly 

enamelled over-glaze Imari plate and bowl (fig. 17).109 Finials such as the rooster on the lid 

(fig. 19) became more elaborate in the Meiji era.  

 
The designs of Kakiemon porcelain, appreciated as archetypal Japanese, were copied in the 

West yet these were the result of hybridity which dated from much earlier periods of 

Japanese art history.  The depiction of Chinese scenes and figures (fig. 18) for example, can 

be traced back to the Nara period (710 -794) and became further embedded in the Japanese 
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aesthetic due to the resurgence of interest in China amongst bunjin scholars of the sixteenth 

century. 

            

Fig. 12                                                                                              
Dish, early 18

th
 century,                                 

Arita ware: white porcelain with underglaze blue 
Burghley House Collection  
  
 

      
 
 
 
 
                                     
                            
 
 
 
 
 
 
 

 
Fig. 13 
Dish, c. 1680-1690, 
Arita ware: white porcelain with underglaze blue 
Dresden Porcelain Collection  

 
Fig. 14                                                                                                     
Dish, c. 1660-80  
Arita ware, white porcelain with underglaze blue 
Burghley House Collection 
 
 
 

 
Fig. 15 
Covered box, early 18

th
 century 

Arita ware, white porcelain with underglaze blue 
Dresden Porcelain Collection 
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Fig. 16 
Dish with celadon rim, c. 1790 
Ko-imari ware: white porcelain with decoration in 
underglaze blue, overglaze red enamel and gilding 
Burghley House Collection 
 

 
Fig. 17 
Covered bowl and dish, Imari ware, early 18

th
 century 

Dresden Porcelain Collection  

 
Fig. 18                                            
Dish, Kakiemon ware, 1670-90  
Dresden Porcelain Collection  

    
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 19 
Covered bowl, Imari ware, early 18

th
 century 

Dresden Porcelain Collection  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 20 
Birdcage vase, early 18

th
 century 

Dresden Porcelain Collection 

 
 

 
Fig. 21 
Dish with Dutch riverscape, late 17

th
 century 

Burghley House Collection  
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The West’s discovery of Japan from the sixteenth century was by no means limited to 

aristocratic collectors of lacquer and porcelain. Inside Japan, Portuguese and Spanish 

Catholic priests and members of the Dutch East India Company were documenting first hand, 

historic events and Japanese art and culture. They were japanologists whose observations 

and accounts were source materials for the nineteenth century generation of scholars. 

    

1.2 Japanologists and Japanese Art  

 

Japanology, the ‘science of Japan’ was conceptualised in English in 1881 though it was 

initially used in German from 1857.110 Its German origins are generally attributed to a circle 

of Dutch East India Company employees notably  Engelbert Kaempfer (1651-1716), author 

of History of Japan together with a description of the Kingdom of Siam 1690-92, the first 

history of Japan written in a European language.111  However this attribution overlooks the 

efforts of his late sixteenth century-early seventeenth century Portuguese and Spanish 

predecessors the Jesuit, Franciscan and Dominican priests who were able to move much 

more freely within Japan than was possible by Kaempfer’s time.  

 

As early as 1549, Francis Xavier (1506-62) arrived in Japan and encouraged his priests to 

learn the language so they could more easily penetrate Japanese society. The Jesuit João 

Rodrigues (c. 1561-1633) for example, who travelled to Japan at the age of fifteen, became 

so proficient he served as an interpreter to Toyotomi Hideyoshi (1536-1598) and Tokugawa 
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Ieyasu (1543-1616), and in 1603 compiled the first Japanese-Portuguese dictionary. His 

many writings include perceptive reports on a range of artistic matters:  paper making, 

printing methods, poetry, literature and lacquer work. He described not only the ritual of 

the Tea Ceremony, but also its aesthetic ‘as nature created it - rustic, unrefined and simple, 

as would befit a lonely country hermitage’.112  

 
In Japanese paintings Rodrigues saw reflections of the Japanese character, ‘in keeping with 

their melancholy temperament, they are usually inclined towards paintings of lonely and 

poignant scenes’.113 In the matter of depicting human figures, he commented that the 

Japanese ‘know very little about painting the human body … they can hardly be compared 

with our painters ….  they lack a true knowledge of shading figures’.114 This criticism would 

be repeated and endorsed by a later generation of Japanologists in the mid-nineteenth 

century. The Japanese conventions for the depictions of the human figure and landscapes 

presented a seemingly impenetrable cultural barrier which may account for their absence 

from the earliest Western collections.115  

 

After the expulsion of the Jesuit missionaries in 1639, when Japan entered its extended 

period of seclusion (sakoku), scholarship passed to employees of the Dutch East India 

Company Vereenigde Oost-Indische Compagnie (VOC) who were, however, confined to the 

manmade island of Deshima on Kyushu.116 These included Kaempfer, Carl Peter Thunberg 

(1743-1828), Isaac Titsingh (1745-1812) and Philipp Franz Von Siebold (1796-1866) all of 

whom influenced scholarship, by way of published books, and museum collections in Europe.  
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Carl Peter Thunberg (1743-1828), physician at Deshima from 1775-76, wrote the first study 

of Japanese art, a four volume publication in 1792 entitled Voyage au Japon.  His mainly 

ethnological collection consisting of seventy five extant objects including lacquer, three 

wood block prints by Koryūsai and one by Harunobu, was donated in 1777 to the Academy 

in Uppsala now housed in the Etnografiska Museet, Stockholm.117  

 

Isaac Titsingh (1745-1812) was the Chief Factor (Opperhoofd ) on Deshima three times 

between 1779 and 1784.118 James Murdoch, the nineteenth century Australian author and 

scholar, wrote that Titsingh displayed ‘an unfeigned interest in the institutions, the 

sociology and the history of the people’ and developed positive relationships with the 

Japanese.119  By the time of Titsingh’s residency, the Dutch were treated less 

contemptuously by the Japanese authorities than in the days of Kaempfer, hence the Chief 

Factor was able to befriend several Daimyo. He was an avid book collector and smuggled 

maps and manuscripts out of the country at a time when the Shogunate forbade their 

export. Following his appointment to a post in Bengal, Titsingh took with him a ‘vast 

collection of Japanese books, manuscripts and coins but also two Chinese clerks to help in 

translating the classical Japanese and Chinese works’.120 His collection included a 243 

volume set of Dainihonshi (Great History of Japan), published between 1697 and 1715 under 

the auspices of the Tokugawa family. He subsequently donated it to the Bibliothèque du Roi 
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in Paris.121 His manuscripts and memoirs were published in English posthumously in 1822 as 

Illustrations of Japan.  

 

 After Titsingh’s death in Paris, much of his substantial collections of maps, furniture, 

drawings, paintings and books were dispersed through various sales from 1814 to 1840. 122 

He is believed to have brought the first examples of Nagasaki-e woodblock prints to Europe, 

views of the Chinese Tōjin yashiki kei and Dutch factories Deshima Oranda yashiki kei in 

Deshima (fig. 22 ) dated Annei 9 (1780) as well as ukiyo-e bijin images of women in the 

recently introduced ōban size. 123  A small number of books and forty seven letters including 

letters to Japanese acquaintances were purchased by the British Museum.124  

 

 

 Fig. 22    
 Dejima Oranda yashiki no kei (Scene of Dutch residences on Deshima) 1780 
 University of California, San Francisco  

  

The largest collection of Japanese material which passed into European collections from 

employees of the Dutch East India Company belonged to Philipp Franz von Siebold (1796-

1866). The German physician was in Japan from 1823-29 and again 1859-62, critical years 
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when Japan was on the cusp of momentous change. Von Siebold’s interest was in botany 

but his publications also covered Japanese art and artists. His tome of five volumes, Reisen 

in Nippon (Journey in Japan) published in 1831 in Leiden, and in France 1838 as Voyage au 

Japon, was extremely influential and dedicated two volumes to Japanese art featuring 

Hiroshige and his school, Hokusai and Nagasaki artists.125 In 1830 von Siebold returned to 

Holland taking with him his enormous collection which was largely contraband.126 These 

included lacquered furniture, bronzes, musical instruments, robes, ceramics, ‘at least 15 

paintings by Hokusai, nearly 200 by Keiga … scrolls, screens from the seventeenth to the 

nineteenth  century, and nearly 1,000 manuscripts, books … his ukiyo-e can be considered 

even now as among the finest in the world’.127 In 1837 Siebold constructed a museum in 

Leiden to house his collection of prints, and in 1845 he founded the Japanese Library at the 

University of Leiden.128 Some of his book collection made its way into the British Museum 

which had earlier in 1753, acquired from its founder Sir Hans Sloane (1660-1753), forty five 

works mainly Japanese books, ethnographic objects and maps from Engelbert Kaempfer. 129  

 
Siebold’s well researched and documented collection provided a timely point of reference 

for the ensuing wave of interest in Japan in the second half of the nineteenth century. In 

1861 Siebold’s Leiden collection was visited by the influential writers and pioneer japonistes 

Jules (1830-1870) and Edmond de Goncourt (1822-1896). 130  
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By the mid-1800s the supremacy of the Dutch East India Company (VOC) in Japan faded. 

Predatory forces such as the expanding British Empire and Russia, which had colonised 

Siberia and Kamchatka, were circling. New nation states such as the United States were 

making demands on Japan to open its ports. On 8 July 1853 following failed diplomatic 

attempts in 1846 and 1849, the ailing Bakufu government received an ultimatum from the 

Americans through Commodore Perry to win limited concessions.131 The Treaty of 

Kanagawa signed on 31 March 1854 between the United States and the Shogunate 

conceded access to the ports of Nagasaki, Hakodate and Shimoda and the installation of a 

United States consular representative, Townsend Harris, at Shimoda. Other foreign 

governments immediately entered the fray and negotiated treaties. The British, led by Rear 

Admiral Sir John Stirling, forced a convention on 14 October 1854, while the Russians 

concluded a similar treaty on 26 January 1855.   

 

In 1858 a further round of trade treaties with Britain, France, Russia, Holland and the United 

States gained extra concessions of territoriality for foreigners. 132 Concessions included 

permitting diplomatic agents to have limited travel around Japan, that land in the treaty 

ports excluding Edo and Osaka could be purchased, and most contentiously for the Japanese, 

that extra-territorial privileges be granted to foreigners in criminal matters.133 
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Following these enforced or ‘unequal’ treaties, foreign nationals from the treaty countries 

were able to enter Japan for the first time.  Britons, for whom Japan had been closed for 

250 years, formed the largest contingent of foreigners, prompting a flood of publications 

assuaging the Western world’s fascination with ‘newly discovered’ Japan.134 This new 

generation of scholars and diplomats arriving some three hundred years after the first 

chroniclers of Japan, the Jesuits, Franciscans and agents of the Dutch East India Company, 

referred to the writings of their predecessors.  

 

The first British Minister to Japan, Sir Rutherford Alcock, in his influential book The Capital of 

the Tycoon: A Narrative of a Three Years’ Residence in Japan quoted the accounts of 

Kaempfer, Thunberg and Titsingh to set the historical context.  British diplomats initially 

communicated with the Japanese in Dutch and in order to establish a supply of linguists, 

utilised Rodriguez’s Japanese Grammar and Japanese-Portuguese dictionary created in 

1603.135  However, by the time of the ‘opening’ of Japan there was already a linguistic legacy 

from the period of the trade in lacquer and porcelain to Europe.  

 

Kornicki in European Japanology at the end of the seventeenth century points out that from 

the second half of the seventeenth century, ‘through the Japanese lacquer ware and 

porcelain that the Dutch brought to Europe, Japan entered the vocabulary of Europeans’.136 
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Fifty two loan words had entered English from Japanese by 1795; several were associated 

with the applied arts such as inrō (lacquer boxes), Hizen (porcelain) and katana (swords). 137    

 

In the European art world following the ‘opening’ of Japan, it was the French language that 

particularly responded to new concepts which Japanese art offered practising artists. While 

the impact of Japanese art on artists’ styles is a separate field of study, it overlaps with the 

history of collectors and collections. The impact gave rise to the nineteenth century art 

movement Japonisme which was associated with modernité denoting chic, smart taste and 

cosmopolitanism. 138 It is these same qualities which this thesis attributes to the aspirations 

of nineteenth and early twentieth century collectors of Japanese art in the colonies.  

 

1.3 Japonisme and ‘Artistic Japan’ 
 

The term Japonisme is attributed to the art critic Philippe Burty (1830-90) who in 1872 used 

the word to encompass all things ‘artistic, historic and ethnographic’ about Japan.139 Burty 

had a collection of books in his library which he is known to have shared with fellow artists 

and which included the previously mentioned publications by employees of the Dutch East 

India Company: The Atlas Japanensis by Arnoldus Montanus (translated London 1670), 

Kaempfer’s History of Japan (London 1727), Titsingh’s Illustrations of Japan (London 1822) 

and Von Siebold’s Nippon Archiv zur Beschreibung von Japon (Leiden 1831).140 The passion 

for Japanese art was expressed by Burty and his circle of artists and intellectuals, by coining 
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a new vocabulary for matters connected to japon:  japonisme, japonisant, japonaiserie and  

japoniste. 

 
The beginnings of japonisme can be traced to the influence of a particular Japanese artist 

and medium: Hokusai and ukiyo-e woodblock prints, especially those depicting bijin 

beautiful women. When and who introduced the prints to European connoisseurs however, 

is subject to conflicting claims and counter-claims amongst japonistes.   

 
Titsingh’s collection containing prints had been publicly auctioned in Paris in 1814 while Von 

Siebold brought home Hokusai’s manga and ukiyo-e prints when he returned from Japan to 

Leiden in 1830. It is argued by Kreiner that the first ten volumes of Hokusai’s manga was 

already in the Leiden collection nineteen  years prior to Felix Bracquemond’s alleged  1856 

‘discovery’ of Hokusai prints, used as wrapping paper in a box packed with Chinese porcelain, 

at the shop of his printer August Delatre.141 The de Goncourt brothers also claimed to have 

been the first to discover Japanese art in 1851.  

 

The competitiveness of the claims indicates the prestige of Japanese art in artistic and 

intellectual circles. Its appeal lay in exoticism, new ways of viewing and composing, the use 

of bright colours in simple designs and the observation of nature.142 Indeed Impressionist, 

post-Impressionist and ‘art for art’s sake’ artists like James McNeill Whistler, Vincent Van 

Gogh, Edouard Manet, Paul Cezanne, Claude Monet and James Tissot, all collected Japanese 

art especially prints. They affected Japanese mannerisms and surrounded themselves in 

their personal lives with items of Japonaiserie which also decorated their paintings: James 

McNeill Whistler’s painting Princess of the Land of Porcelain (fig. 23) alluded to the 
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eighteenth century Porzellanzimmer reinforcing the association of East Asia with ceramics. 

He adopted the Japanese practice of signing his works with a mon in the form of a butterfly 

as seen in Variation in Flesh Colour and Green: The Balcony (fig. 24a lower left) the 

composition of which is possibly based on a print by Torii Kiyonaga (fig. 24b). In 1876 Monet 

painted a portrait of his wife as La Japonaise (fig. 25) in a Kabuki gown with a selection of 

fans in the background. James Tissot (1836-1902), on the other hand, enjoyed considerable 

status as a japoniste by becoming the drawing master of Prince Akitake (fig. 26), when the 

fourteen year old younger brother of Tokugawa Yoshinobu, the last Shogun, was in Paris as 

head of the Japanese Imperial Commission to the Exposition Universelle 1867.143Akitake had 

the watercolour mounted on a kakemono. 

 

 
Fig. 23 
Whistler, Harmony in Blue and Gold: The Peacock Room, detail of north wall, featuring his Princess of 
the Porcelain Country (1864-65), 1876-77, oil paint and gold leaf on canvas, leather and wood.  
Freer Gallery of Art 
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Tatsuji  Japonisme in Art : An International Symposium, Committee for the Year 2001 & Kodansha, Tokyo, 1980 
pp. 147-156; Tissot gave the water-colour portrait of the prince as a farewell gift on 27 September 1868: 
Wentworth, p. 68.  
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  Fig. 24a      
Whistler, Variation in Flesh Colour and Green: The Balcony, 1864-70, oil on wood panel, inscribed with   
butterfly. Freer Gallery  of Art 
  Fig. 24b  
Torii Kiyonaga 1752-1815 
 The Fourth Month, Gentleman entertained by Courtesans and Geisha at a Teahouse in Shinagawa  from the 
series "The Twelve Months in the Southern Quarter (Minami jūni kō)", 1784 

 

Fig. 25                      Fig. 26  
Claude Monet,                                                                                     James Tissot,  
La Japonaise                                                                                 Portrait of Prince Tokugawa Akitake,  
1876, Oil on canvas,                                                           1868, watercolour,  
Museum of Fine Arts, Boston                                                            Tokugawa  Museum, Mito   
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The writer and art critic, Edmond de Goncourt documented the japoniste circle of artists, 

intellectuals and collectors. In his journals, de Goncourt wrote about his passion for 

Japanese art, listed objects in his collection and commented about others’ collections. 

Describing himself as a japonomaniaque captured by ‘une folie, un prurit de japonaiserie’, 

he published books on Utamaro (1891) and Hokusai (1896) and was a contributor to 

Siegfried Bing’s monthly review le Japon artistique.144 

 

By the time of his death in 1895 Edmond de Goncourt’s Japanese collection consisted of 

1,697 items: 100 netsuke, 168 ukiyo-e prints, 145 illustrated books, 100 metalwares, 150 

tsuba, 200 pieces of Japanese and 163 pieces of Chinese porcelain as well as 673 diverse 

objects including lacquer; all of which were auctioned at Bing’s for 236,589 francs.145  

 

Japonistes like Edmond de Goncourt, Philippe Burty and Louis Gonse, the writer of L’Art 

Japonais, needed both a source of supply for their collections and expert advice in 

connoisseurship.146 European dealers such as Siegfried Bing (1838-1905) relied upon 

Japanese nationals to explain and translate inscriptions on objects. Bing, who visited Japan 

and employed his brother in Japan, consulted the dealer Hayashi Tadamasa (1853-1906) 

who had arrived in Paris in 1878 as an interpreter for the Japanese trading company Kiritsu 
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 ‘A madness and burning desire for Japonaiserie’ (translated J.Harris):  Beurdley, Michel & Maubeuge, 
Michèle Edmond de Goncourt chez lui Archives Goncourt, Presses Universitaires de Nancy, 1991, p. 62; Le 
Japon Artistique: Documents d’Art et d’Industrie was published in 6 volumes from 1888-91. To reach the 
burgeoning German middle class interested in Japanese art it was translated as Japanischer Formenschatz by 
Justus Brinkmann, Director of the Museum für Kunst und Gewerbe (Museum of Arts and Crrafts) in Hamburg 
to whom Bing had sold numerous pieces. The English version Artistic Japan was edited by Marcus B Huish, 
Director of the Fine Art Society in London. 
145

 Beurdley p. 19. The total raised from his art collection sale was 1,369,240 francs. As a comparison of wealth, 
Beurdley points out that a high ranking official’s annual salary of the time was 20-25,000 francs. 
146

 Gonse, Louis  L’Art Japonais, A. Quantin, Paris, 1883, vols 1 & 2. 
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Kōshō Kaisha at the Paris Exposition Universelle.147  Hayashi also worked for a short time 

(1882-83) with Mitsui Bussan, the trading company set up by the Mitsui family, where he 

was ‘primarily employed to sell leftover artworks from expositions’.148 Both Kiritsu Kōshō 

Kaisha and Mitsui Bussan played roles in the supply and distribution of Japanese applied 

arts in the Australian Exhibitions which are examined in Part 2 of this thesis: the Melbourne 

Intercolonial Exhibition 1875, Sydney International Exhibition 1879 and Melbourne 

International Exhibition 1880.  

 

From 1884 Hayashi went into partnership with Wakai Kenzaburō (1834-1908) who retired as 

vice president of the Kiritsu Kōshō Kaisha in 1882. Hayashi, as reflected in his employment 

background, initially sold industrial or ‘applied’ art as these would sell for several thousand 

francs each while ukiyo-e prints sold for only 3-5 francs.149 The market for Japanese applied 

arts in Paris slowed around 1887 and from 1889 Wakai and Hayashi imported prints, which 

in the tradition of collectors of calligraphy, they stamped with a red seal 林 Hayashi (lower 

left of fig.  27) or わかい Wakai (upper left of fig. 28).150 

                                                 
147

 The reading of this company’s name 起立工商会社 has several variants. Its Romanised label, published in 
1876 (see fig. 49), gives Kiriu Kosho Kaisha. In catalogues for the 1875  Melbourne Intercolonial Exhibition, it 
was listed as Kosho Kaisha; for the1879 Sydney Exhibition, it was Kiritsu Kosho Kaisha and for the1880 
Melbourne International Exhibition, it was Kiriu Kosho Kaisha. This thesis will refer to the company as Kiritsu 
Kōshō Kaisha while acknowledging that many scholars also use Kiryū Kōshō Kaisha. 
148

 Kigi,  asuko ‘Hayashi Tadamasa and Modern Japan’ in Hayashi Tadamasa:  Japonisme and Cultural 
Exchanges (Hayashi Tadamasa : Japonisumu to Bunka Kōryū) 2007  p. 37. 
149

 Kigi p. 39. 
150

 Their clients included Monet, Renoir, Louis Gonse, Edmond de Goncourt and Henri Vever; The Hayashi–
Wakai partnership dissolved late 1889.  
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Fig. 27      Fig. 28 
Suzuki Harunobu active c. 1725-1770   Katsukawa Shun’ei 1762-1819 
Geese descending on the koto bridges   The Kabuki actor Segawa Kikunojo III as a   
Art Gallery of South Australia  Shirayosho dancer c. 1790s 
       Art Gallery of South Australia 
 

 

From 1889 Hayashi was a sole trader of prints importing 160,000 prints and nearly 10,000 

illustrated books. 151  In 1888, Van Gogh commented that Siegfried Bing had around 100,000 

prints in store.152 The sheer volume of this trade in France is a singular point of difference 

from British collecting trends.  

 
Though commercial rivals, Bing collaborated with Hayashi to organise Japanese art 

exhibitions.  To preserve an air of exclusivity, Hayashi kept his gallery closed for special 

customers while Bing organised dîner japonais dinner parties. Hayashi assisted de Goncourt 

in his research on Hokusai and Utamaro as well as helping Louis Gonse to organise an 

‘Exposition Retrospective de l’Art Japonais’ at Galerie Georges Petit 1883 at which 3,000 
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 Segi, Shinichi corroborates the numbers which included 2,000 Harunobu prints, and also mentions 846 
original paintings: Segi, ‘Hayashi Tadamasa: Bridge between the Fine Arts of East and West’ in Japonisme in 
Art: An International Symposium p.169.  
152

 Kigi, p. 41. 
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items from the ninth to the nineteenth centuries were placed on display. The decorative 

arts represented a large proportion of exhibits; many sourced from Gonse’s personal 

collection. 

 
The success of dealers in Paris like Hayashi and Wakai was emulated by other Japanese 

nationals who opportunistically established businesses as art dealers in major international 

cities.  Supported by family members back in Japan who could source objects, they 

capitalised on the public interest in Japanese art. Amongst those who set up in London were 

S. Eida and S. Kato (fig. 29) who advertised in The Studio in 1899, while the little 

documented dealer, F.K. Miura, of Harrogate, Yorkshire supplied the New Zealand collector 

Sir Joseph Kinsey on his shopping trips to Britain.  (See Part 4)     

 

Fig. 29 Advertisement from The Studio vol.17, no.75, 1899, ad. no. XVII. 

   

Bing opened a branch on the first floor of the Fine Art Society galleries in London in 1889 to 

service British clients which included the South Kensington Museum to whom he sold 

bronzes, sculptures, screens, fans and inrō.  

 
Bing was ‘easily the chief proponent of Japonisme’ and by investing in the publication of an 

English edition of Le Japon Artistique, he was catering to the interests of collectors in the 
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scattered dominions of the British Empire and the United States.153  The English language 

version also utilised the expertise of the numerous British experts and writers like William 

Anderson, the scholar of Japanese art who had worked in Japan as a medical doctor, and 

entrepreneurs such as Arthur Lazenby Liberty (1843-1917) who in May 1875 opened East 

India House at 218a Regent Street. Liberty produced product catalogues advertising a range 

of imported Japanese goods including porcelain, fans, screens, stencil plates (katagami), 

swords and lacquer. These found ready buyers amongst artists such as the Rossetti brothers, 

John Ruskin and Whistler. Liberty also employed a Japanese youth named Hara Kitsui.  

 
Siegfried Bing’s initiatives to enlist British scholarship for Artistic Japan and to cater for the 

British market directly impacted on British collectors and artists keen to develop their 

experience of Japanese art. The consequences flowed onto Australian representations of 

Japan, especially by way of books available through subscription from Britain, or those sold 

in Australian and New Zealand bookshops.  

 

1.4 Publications in Colonial Libraries: British Narratives  

 
An indicator of the fascination with Japan is the exponential rise in books on the subject 

published in the English language during the period 1850-1910.154 By examining the lists of 

Japan-related books contained in two private colonial libraries, that of the South Australian 

Sir Samuel Way (1836-1916) and the New Zealander Sir Joseph Kinsey (1852-1936), we gain 
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 Weisberg, Gabriel & Becker, Edwin & Possémé, Evelyne  The Origins of L’Art Nouveau: The Bing Empire Van 
Gogh Museum, Amsterdam 2004, p. 56. 
154

 For statistics see Walker, David Robert Anxious Nation: Australia and the Rise of Asia 1850-1939. University 
of Queensland Press, St. Lucia, Queensland, 1999  Fig. 5.1,  p. 51 & Hotta-Lister, Ayako The Japan-British 
Exhibition of 1910; Gateway to the Island Empire of the East Japan Library, Richmond, Surrey 1999, table 5, p. 
116. 
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insights into their collecting interests and the images of Japan that were projected into the 

colonies by British publishers.  

 

 Way’s library was bequeathed to the University of Adelaide where it is now housed in the 

Special Collections, Barr Smith Library.  A book plate designed by Way to commemorate his 

baronetcy facilitates their identification (fig. 31).155  Kinsey’s list of books is held amongst 

the Kinsey Papers at the Canterbury Museum Research Library, Christchurch. Many of the 

Japan-related publications found in Sir Samuel Way’s private library are replicated in Sir 

Joseph Kinsey’s library.      (See Appendices 3 & 4) 

 

The authors and book titles referred to in the following discussion exemplify Britain’s 

formative encounter with Japan and Japanese art from 1862 through to 1910. British 

publications were predisposed to focus on Japanese ‘applied or mechanical arts’, as  an 

examination of titles contained in Way’s and Kinsey’s libraries will demonstrate.  This may 

arguably be due to Britain’s pragmatic interests in Japanese art and its potential for 

commercial design applications. 

 

In Britain, the ‘cult of Japan’ created a stereotypical impression of Japan, one that was 

whimsically satirised in the Gilbert and Sullivan operetta The Mikado (1885).  From as early 

as 1859, the year the British legation was opened in Edo, the British were poised to be a 

dominant political presence in Japan’s engagement with the ‘West’. The first Britons to 

arrive in Japan were diplomats, followed by foreign hired experts oyatoi gaikokujin and then 

travellers. Many wrote books or newspaper articles about their experiences. Some 
                                                 
155

 The book plate represents the scales of justice and salmon swimming upstream as a comment on his life: 
This information thanks to Cheryl Hoskin, Special Collections Librarian, Barr Smith Library. 
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publications were written by authors who had never been to Japan but nevertheless 

managed to concoct semi-fictional accounts of the bizarre. Writers of fact and fiction 

painted a diverse picture of Japan which ranged from unbridled exoticism to scholarly and 

insightful accounts that are still relevant today.  

 

Kinsey possessed a copy of Kaempfer’s History of Japan, but the earliest publication in 

Way’s library was by Sir Rutherford Alcock (1809-87), first British Minister and Consul 

General in Japan from 1859-64 and author of Capital of the Tycoon, A Narrative of a Three 

year Residence in Japan (1863). 156 The pragmatic Alcock was convinced that his role in 

Japan was to pave the way for British commerce, ‘trade is to our national life what air is to 

the physical’.157 Serving in Japan during  the final years of the Shogunate, he foretold Japan’s 

eventual modernisation and ‘civilisation’, when he commented that through improved 

mechanical industry and arts ‘they may rightly claim a place with nations of European 

race’.158  Alcock proved to be a great supporter and advocate for Japan despite the 

harrowing reality of street attacks on foreigners by marauding rōnin.159  

 

Painting a positive picture of Japan’s potential and importance to Britain, his accounts 

included observations of the arts. Above all, however, it was Alcock’s display of his 

personally selected collection of arts and crafts, paintings, everyday items and printed 
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 Kinsey’s copy of Kaempfer’s History  of Japan (3 vols) was reprinted in 1906; Alcock assumed the title 
‘Minister Plenipotentiary’ which was endorsed by the Foreign Office: Cortazzi, Hugh ‘Sir Rutherford Alcock, 
1809-1897’ in Nish, Ian ed. Britain and Japan Biographical Portraits Japan Society Publication, Richmond, Surry, 
1997, vol. 2, p. 2. 
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 Alcock, Rutherford, Sir, The Capital of the Tycoon: A Narrative of a Three Years’ Residence in Japan, 
Longman, Roberts & Green, London, 1863,  vol. 2,  p. 371. 
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 Alcock p. 259. 
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 In 1860 the British legation was closed temporarily as a reaction to frequent attacks and murders. Alcock’s 
enthusiasm for the Japanese is tinged with a sense of irony as he discusses for example, ‘the five 
commandments of Buddhism of not killing, not stealing, not fornicating, not lying (there can be no true 
Buddhism in Japan) not drinking alcohol (especially unobserved)’:  Alcock p. 305. 
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materials, for the London World Exhibition of 1862 which stimulated interest and 

enthusiasm for Japan in Britain.160 He organised the Japanese Court and lent a total of 614 

exhibits consisting of 212 lacquer wares, 126 metalwares and 86 porcelains. 161 A summary 

of the objects was reported in The Argus in Melbourne.162  

 

Alcock’s influence was far-reaching throughout the British Empire. His later publication Art 

and Art Industries in Japan (1878) was the only book about Japanese art held by the library 

of the South Australian Institute which housed the South Australian Society of Arts School of 

Design.163 His commentaries echoed and reinforced the fashions and attitudes towards 

Japanese art engendered from the earliest collections of Japanese lacquer and porcelain of 

the late sixteenth century: principally admiration for technology, craftsmanship and natural 

designs. Alcock’s emphasis on the ‘mechanical arts’ reflected the agenda for British and 

colonial collectors rather than the contemporary French preference for ukiyo-e prints. He 

wrote: 

In all the mechanical arts, the Japanese have unquestionably achieved great 
excellence. In their porcelain, their bronzes, their silk fabrics, their lacquer and their 
metallurgy generally, including works of exquisite art in design and execution, I have 
no hesitation in saying they not only rival the best products of Europe, but can 
produce in each of these departments works we cannot imitate, or perhaps equal.164 
 
 

Like the much earlier Jesuit priest Rodrigues, Alcock  was not so flattering of the Japanese 

grasp of the ‘fine arts’ of landscape as it was devoid of the Western conventions of 
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 Printed materials included ‘lithochrome printing’ but not, according to Ono, ukiyo-e prints. See Ono, pp. 6-
9; The Shogunate contributed rare wood and paper samples for display: Jahn,  Gisela Meiji Ceramics: The Art of 
Japanese Export Porcelain and Satsuma Ware 1868-1912 Arnoldsche Art Publishers, Stuttgart, 2004, p. 45. 
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 ‘The Exhibition of Japanese Collection’, The Argus, 6 May 1862, p.7. 
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perspective. However, he praised the Japanese ability to naturalistically render animals to 

‘produce a faultless imitation of nature’.165 Alcock had no training in art and relied on the 

opinions of the artist ‘Mr Leighton’. John Leighton (1822-1912) was the author of a treatise 

On Japanese Art: A Discourse Delivered at the Royal Institution of Great Britain, May 1, 1863 

which he published privately and dedicated to Alcock.  After visiting the 1862 London 

exhibition where there were examples of Japanese paintings on display, Leighton concluded 

they were  ‘quaintly-picturesque’, possessed ‘harmony of colour’ and that ‘the sweet, the 

soft and the pretty, is heightened by the grotesque’.166
 Such language conveys a subtext 

which viewed Japan as an enticing feminine entity for the powerful masculine West.  

 

Not all publications of the period received the critical acclaim of Alcock’s seminal accounts.  

Samuel Way and Joseph Kinsey both owned copies of Keramic Art in Japan [sic] (fig. 30) by 

James Lord Bowes (1834-1899), the Liverpool collector who formed the core of his 

collection from local purchases or travels in Europe.167 The 1881 publication was considered 

to be an expert manual to Japanese pottery, porcelain and cloisonné.  
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  Alcock, p. 282. 
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  Alcock,  p. 284; The quotes represent Alcock’s interpretation of Leighton’s opinions and are not directly 
taken from the treatise.  Leighton does however conclude ‘I would advise art missionaries to Japan …. To teach 
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Fig. 30       Fig. 31  

Frontispiece to George Audsley & James Bowes                 Sir Samuel Way’s bookplate, Barr Smith Library 
 Keramic Art of Japan London, 1881   University of Adelaide 
 

 

The American Edward Sylvester Morse (1838-1925) and the Briton Francis (Frank) Brinkley 

(1841-1912), both experts and collectors of Japanese ceramics, criticised the content of 

Keramic Art of Japan. They challenged the validity of pieces which were ‘an offensive 

monstrosity and in no sense true to Japanese canons’.168 Morse particularly criticised Bowes 

for his arm-chair expertise lacking direct experience with Japan and for not acknowledging 

the importance of the Tea Ceremony as the basis of Japanese aesthetics.  Bowes was 

perhaps unfairly criticised. In 1888 he became the Honorary Consul for Japan in Liverpool 

and built a private museum to house his Japanese collection which he opened to the general 

public in 1890.  

 

The writer Basil Hall Chamberlain (1850-1935) highly regarded as a long term resident in 

Japan, could not be criticised for his arm-chair scholarship. Chamberlain, who arrived in 
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 Brinkley cited in Checkland, pp. 133-134. Brinkley was a British citizen and art connoisseur who spent 50 
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Japan in 1873 via Australia and Shanghai, learnt Japanese and later became professor of 

Japanese and Philology at the Imperial University Tokyo.  

 
While many foreign experts or yatoi stayed on average about 5 years, Chamberlain stayed in 

Japan for over 30 years.169 He wrote academic treatises on Japanese linguistics including the 

Ryukyuan and Ainu languages. For the popular press he wrote Things Japanese (1890) a mini 

encyclopaedia of Japan which both Way and Kinsey possessed. We know that when 

travelling in Japan, Samuel Way also purchased Chamberlain’s guide book A Handbook for 

Travellers in Japan (Murray’s Handbook of Japan) and visited the dealers and studios 

advertised in it and there made purchases.170 The importance of this guide book is discussed 

in Part 3. 

 
Though primarily interested in philology, Chamberlain collected Okinawan funeral urns from 

‘Loochoo’ (Ryūkyū) and some 123 indigenous Ainu ethnological artefacts on behalf of the 

Pitt Rivers Museum, Oxford.171  The Ainu, considered to be a dying race, was studied by 

anthropologists like the Reverend John Batchelor (1854-1944) who spent sixty three years 

(1877-1940) researching Ainu society and published The Ainu and their Folk-Lore in 1901.172  

 

Batchelor also donated Ainu pieces to the Pitt Rivers Museum, which was founded in 1884 

in Oxford. The museum relied upon scholars and missionaries like Chamberlain and 

Batchelor to send archaeological and anthropological materials back to Britain. Interest in 
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 Average years of service are given by Hazel Jones in Burks, Ardath (ed.) The Modernizers: Overseas Students, 
Foreign Employees, and Meiji Japan, Westview Press, USA, 1985   p.195.  
170
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the Ainu was not replicated in Australian museums or art galleries. The National Art Gallery 

of South Australia however, acquired a significant work depicting the Ainu which had been 

obtained in Japan prior to the establishment of the Pitt Rivers Museum. (See Part 3)  

 
 
The first museum in Britain to acquire Japanese objects was the British Museum when in 

1753 its founder, Sir Hans Sloane, donated items he acquired from the Dutch East India 

employee, Engelbert Kaempfer.  Then in 1881 the museum bought the collection of William 

Anderson (1842-1900), a surgeon who was head of the Naval Medical College in Tokyo from 

1872-1879.173 Anderson learned to speak and write Japanese and made a thorough study of 

Japanese painting including those by the contemporary artist Kawanabe Kyōsai.174 He was 

the first Westerner to attempt to record and classify the different schools of painting and 

their major artists.   Augustus W. Franks, Keeper at the British Museum noted: ‘The 

collection has not been formed entirely from an artistic point of view, the object being to 

illustrate the productions of each school and to obtain signed specimens of all principal 

artists’.175           (See Appendix 5) 

 

Anderson’s collection of 3,299 works was acquired by the British Museum for £3,000. 176  

The original inventory lists 927 kakemono, 101 makimono, 27 albums, 3 screens, 5 framed 

pictures and 2,236 unmounted drawings. The British Library also acquired 311 volumes of 

mainly wood-block printed illustrated books from Anderson for £360 for its Japanese library. 

                                                 
173

 Anderson, William The Pictorial Arts of Japan : With a Brief Historical Sketch of the Associated Arts, and 
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The British Museum trustees commissioned Anderson to catalogue his art collection. 

Published in 1886 as The Pictorial Arts of Japan, it consisted of 544 pages with biographies 

and annotations, and was ‘probably the most important and perceptive book of Japanese 

art written by any Westerner in the nineteenth century’. 177 Anderson also contributed his 

expertise on paintings to Siegfried Bing’s Artistic Japan. Copies of both The Pictorial Arts of 

Japan and Bing’s Artistic Japan were in Way’s and Kinsey’s libraries.  

 

The two collectors also owned copies of Christopher Dresser’s book Japan its Architecture 

and Art in Manufactures.178 Christopher Dresser (1834-1904) visited Japan as a 

representative of the South Kensington Museum in 1876 and took with him a collection of 

British pottery as a donation to the Tokyo Imperial Museum. 179 Dresser had visited Sir 

Rutherford Alcock’s exhibition of Japanese objects at the 1862 London Exhibition and had 

been permitted by Alcock to make eighty drawings of exhibition objects.180 At the 

conclusion of the exhibition he acquired some of the items and subsequently collected, 

promoted and sold Japanese arts and crafts in Britain. 181  

 

As an exhibitor, Dresser attended the 1873 Vienna International Exhibition, which was the 

scene of the first Meiji government sponsored Japanese Court. The purchase of exhibits 

from the Japanese court by Dresser and Philip Cunliffe-Owen for their business venture, the 
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Alexandra Palace Company, provided the entrepreneurial catalyst for the establishment of 

the important Japanese government-sponsored Kiritsu Kōshō Kaisha trading company. This 

company was formed to supply the Alexandra Palace Company which opened in 1874, in 

Muswell Hill, north London. The site featured a reconstructed ‘Japanese Village’ in order to 

create a Japanese ambience where artisans created wares. This marketing strategy was 

emulated by private entrepreneurs around the world including, in 1887, Adelaide in the 

colony of South Australia.182 

 

Japanese art profoundly influenced Dresser, a graduate of the School of Design attached to 

the South Kensington Museum. He travelled to Japan, en route visiting the Philadelphia 

Centennial Exhibition of 1876. He was accorded special privileges in Japan including access 

to the imperial collection at the Shōsōin in Nara, and an audience with Emperor Meiji.  In 

1882 he published an account of his travels, Japan: Its Architecture, Art and Art 

Manufactures in which Dresser explored the influences of Shintoism and Buddhism on the 

Japanese aesthetic and the hitherto ignored art of Japanese architecture.183 

 

 In Japan, the British designer’s advice was sought on the art industries and he managed to 

visit ‘sixty-eight potteries and some scores of manufacturers’ accompanied by government 

officials. His entourage included Kawase Hideharu who would be the Chief Commissioner at 

the 1880 Melbourne International Exhibition, and Sakata Haruo who played a prominent 

role in the 1875 Melbourne Intercolonial Exhibition and would do so again for the 1879 
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Sydney International Exhibition.184 Dresser’s company Londos & Co. supplied the South 

Kensington Museum with Japanese art objects and was the largest importer of Japanese 

goods in Britain.185  

 
 
Kinsey’s and Way’s libraries predominantly consisted of British English language publications, 

but there were also French publications. Kinsey owned more French texts and catalogues, 

including the important L’Art Japonais by Louis Gonse as well as publications on ukiyo-e and 

illustrated books.186 Way had an English language copy of Pierre Loti’s novel Madame 

Chrysanthème which Basil Chamberlain condemned as ‘in no-wise to be recommended to 

misses or missionaries’. 187   

 

This novel was part of an overtly late nineteenth century orientalist genre which 

metaphorically depicted Japan as the feminine and vulnerable musume of the ‘Madame 

Butterfly’ syndrome. By way of a comment on the proliferation of Meiji era ‘curios’ flooding 

market places, Loti cryptically refers to Chrysanthemum as : ‘Heavens! Why I know her 

already! Long before setting foot in Japan, I had met with her, on every fan, on every tea 

cup.’188  
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This view of feminine Japan was replicated in the many tourist albums of photographs taken 

by both foreign and local photographers in which exotic, titillating geisha often posed half-

dressed. Way owned one, as will be discussed in Part 3. 

 

Like the early Dutch East India Company employees in Nagasaki or Deshima who took 

Japanese ‘wives’ for the duration of their stay, foreign men arriving as technical experts for 

Japan’s post-1868 modernisation, routinely had Japanese ‘wives’.189 The sexual freedom of 

the licensed Yoshiwara district, depicted in the bijin prints, or more explicitly represented in 

shunga prints, was very enticing in contrast to late Victorian British standards of morality. By 

the beginning of the twentieth century, the stereotype of feminine submissive Japan 

however, was challenged by the ‘modernising, militaristic and menacing’ nation following 

Japan’s defeat of Russia (1904-5).190 

 

Oscar Wilde’s Intentions satirised the romance of an imagined Japan. The notion promoted 

by many British scholars that Japan was the embodiment of a medieval ideal was repeated 

in Australia. The Argus newspaper for example, enthused by the Japanese Court at the 1875 

Melbourne Intercolonial Exhibition, paraphrased British commentators such as William 

Burges by declaring: ‘They are the Pre-Raphaelites of the Eastern world’. 191  
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 This ideal was further reinforced by translations of Japanese fairy tales such as Algernon  

Bertram Mitford’s Tales of Japan (1871), legendary heroes in Frederick Dickin’s Chushingura 

(1880), Basil Chamberlain’s The Classical Poetry of the Japanese (1880) and the writings of 

Lafcadio Hearn,  all of which could be found in Samuel Way’s library in Adelaide.  So too 

were copies of the authoritative publications by the Japanologist Johann Justus Rein. 192  

Professor Rein (1835-1918) who was sent to Japan by the Prussian government in 1874-75 

was an expert on lacquer, ceramics and metalware. His texts were consulted by curators at 

both the South Kensington Museum and the Art Gallery of South Australia.193  

 

Another genre of literature found in Samuel Way’s library was the nineteenth century travel 

guides by female authors. These include Isabella Bird’s Unbeaten Tracks in Japan, and the 

American Eliza Ruhamah Scidmore’s Jinrikisha Days in Japan which particularly influenced 

Samuel Way’s travels in Japan. 194  Another was Lady Annie Brassey’s  A Voyage in the 

Sunbeam (1879) which described her journey around the world visiting Japan en route.195 

Brassey’s comments on the curio shops of  okohama, including prices, were particularly 

relevant for Samuel Way as she was his houseguest on her family’s visit to Adelaide in 1887, 

several years prior to Way’s trip to Japan. 

 

Within colonial libraries, the British voice dominated the late nineteenth century 

commentary on Japan and its art thereby informing and influencing colonial collectors like 
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Sir Samuel Way and Sir Joseph Kinsey. However, Australian commentators also emerged to 

present their own diverse experiences and interpretations of Japan.  

 

1.5 Australian Commentaries 

 

For the purposes of this thesis, Australian residents who were Australian-born or British- 

born but lived in Australia for a period in their life are described as Australian.  This differs 

from the legal status of Australians, who despite Federation in 1901, remained British 

subjects.196 It also underpins the presumption of the close social and cultural affinity 

between Australia and Britain which shaped the nature of art collections in Australia.   

 

The opening of the treaty ports from 1859 offered opportunities for Australians to play 

active roles in Japan’s modernisation. This chapter considers the contributions of those 

Australian writers, journalists, artists, merchants and scholars who imparted their 

experiences to Australian audiences. Some of these commentators also brought Japanese 

art objects to Australia.  

 

One of the earliest first-hand reports of Japan by an Australian was from Alexander Marks 

(1838-1919) who left Melbourne for China in 1858 and moved to Yokohama in 1859.197 

Writing in 1866 from ‘Hakodadi’ (Hakodate) in Hokkaido for the Jewish Chronicle, he claimed 
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that he and his two brothers were ‘the first Jews that ever arrived in Japan’. 198 Referring to 

the Ainu about whom he clearly knew very little:  

There are a class of people who live about one hundred miles in the mountains, and 
are supposed to be Jews. They are allowed to visit Hakodadi in small parties once a 
year, and I believe they are subject to the Japanese government (which is anything but 
a pleasant government to live under, and I feel thankful I was not born a Japanese). 199  

 

In 1875, after approximately sixteen years in Japan, Marks returned to Melbourne. 200 A 

speaker of Japanese, he informally became involved with matters affecting Japanese 

nationals who were by then, beginning to arrive in Australia.201 He became the Honorary 

Consul for Japan in Victoria in 1879 just prior to the 1880 Melbourne International 

Exhibition and is listed as an exhibition commissioner for Japan.202 His jurisdiction extended 

to the colonies of Queensland, New South Wales and Tasmania in 1886 and to South 

Australia in 1889 due to issues caused by Japanese prostitutes in Port Darwin. During this 

period, the Northern Territory was under South Australian governance.203  

 

He was Consul during a difficult period in Australia-Japan relationships. Laws were passed in 

1888 to exclude Chinese immigration and there was rising suspicion of Japanese imperial 

intentions.  Mark’s duties, according to the letter of appointment, included ‘observing the 
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stipulations of the treaty concluded between our Empire and Great Britain’.204 This was to 

be problematic as the Australian colonies except Queensland, refused to ratify the 1894 

Anglo-Japan treaty which, while having the benefit of removing trade tariffs, would enable 

cheap Japanese labour to enter Australia.   

 

After an audience in Japan with the Emperor, Marks returned suggesting that Japan ‘the 

Great Britain of the East’ would consider variations to the treaty.205 The Commonwealth 

Immigration Restriction Act in 1901 ended those aspirations leaving the Japanese 

government deeply offended. Marks had been a relentless advocate for Japan; he was 

instrumental in negotiating for the Nippon Yusen Kaisha (Japan Mail Steamship Company) 

shipping line to open in Sydney thereby increasing trade and passenger traffic to Japan.   

 

Marks resigned in 1903 after Japanese nationals began to be appointed as consuls.206 He 

received the 3rd rank Zuihōshō (Order of Sacred Treasure) to acknowledge his years of 

service for Japan.207 In an interview in 1905 he continued to advocate that the White 

Australia Policy be disbanded and that Japanese labourers be legally permitted to come to 

develop the north of Australia.208  

 

In 1864, some five years after Alexander Marks first arrived in Japan, John Reddie Black 

(1827-1880) the former editor of The Adelaide Times, became editor of the Japan Daily 
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Herald in Yokohama. 209 In 1872 Black started the first Japanese language newspaper, 

Nisshin Shinjishi, though this enterprise was thwarted by Sir Harry Parkes (1828-1885), the 

British Minister who bowed to pressure from the Japanese government over the 

contentious issue of a free press.  

 

Black wrote Young Japan: Yokohama and Yedo 1858-79 which outlined the social changes 

brought about through Japan’s modernisation and the political machinations and dangers 

experienced by the foreign delegations.210 Murakami speculates that Black was inspired to 

go to Japan due to a chance meeting, described in Young Japan, with one of Alexander 

Mark’s brothers in the Gold Fields, Ballarat.211 Black died in Yokohama in 1880 after sixteen 

years in Japan. His son Henry, a fluent speaker of Japanese, lived the rest of his life there 

and became renowned as Ishii Black a performer of rakugo ‘traditional story telling’.212   

 

Other Australian journalists spent time in Japan including John Henry Brooke, a former 

Victorian politician, who arrived in 1867. His articles for the Melbourne Argus described 

Japan as an El Dorado full of elegant goods on sale in  okohama’s streets of curio shops. He 

predicted Japan would soon enjoy ‘the blessings of civilisation’.213 James Hingston also 
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wrote a series of travel reports from Japan for the Argus which he published in book form in 

1879 as The Australian Abroad.214  Despite restrictions of movement outside the treaty 

ports, Hingston was impressed with Japan as a travel destination.215 

     

An Australian woman writer, Annie Maria (A.M.) Smedley, produced in 1884 a small 64 page 

booklet Nara Hodu Sketches in Japan which outlined her travels from November 1877 to 

May 1880. She accompanied  her husband John Smedley (1843-1903), who worked in 

Yokohama as an architect and civil engineer, and who had previously twice visited Japan in 

1869 and again from 1872-76. 216  

 

Prior to travelling with his wife, John Smedley organised the display of a collection of his 

own paintings of Japan, along with Japanese screens, porcelain, metalware, photographs 

and carpenter tools at the Metropolitan Intercolonial Exhibition in Sydney in 1877. This 

display, staged in the Exhibition Building, Prince Alfred Park, by the Agricultural Society of 

NSW, was reported in The Sydney Morning Herald: 

One of the specialties of the Exhibition consists in the case of Japanese and Chinese 
wares which occupies the southern end of the gallery. Many of the screens are 
painted on silk, and, while all display the peculiarities of Japanese and Chinese taste, 
some must be considered to be handsome. There are several descriptions of 
chinaware, chiefly vases and small tea pots; and there are three bronzes in the centre 
of the case which give a very good idea of the excellence which the Japanese have 
almost exclusively acquired in that art. As is the case with all Chinese and many 
Japanese works of art, there is much which according to European ideas is barbarous, 
if not vulgar and grotesque; but these peculiarities are almost inseparable from the 
antique ware which is so much highly prized as coming from China. The photographs 
of Japanese women, houses, and scenery are exceedingly interesting, and will be 
much admired by visitors. The specimens of carpenters’ tools used by Japanese 
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workmen are not such as would be coveted by our own artisans, but those who have 
had the opportunity of seeing Japanese carpenters at work express much surprise at 
the dexterity and remarkable skill which they display. 217  

 
A month later the Smedley collection was offered for sale by auction. The newspaper 

advertisement noted the collection had been formed ‘due to the enterprise and spirit of Mr 

Smedley,  who has spared no expense and devoted 10 years in bringing the valuable and 

interesting collection of Chinese and Japanese works of art’.218 The objects listed for sale 

included those mentioned above in the Sydney Morning Herald article as well as  

‘Hand-painted books, as could only be done by the Japanese, that singular and clever 

people’. Though ‘collectors for museums and art institutions’ were invited to attend, there is 

no evidence that any of the objects made their way directly into public collections.  

 

Annie Smedley’s reactions and commentaries about Japan from late 1877 provide a 

female’s viewpoint typical of her times, though sometimes pedestrian.219 The expatriate 

communities in Asia were close-knit, and Annie reported attending church in Shanghai at 

the English Cathedral and hearing a ‘most glorious voice’ that her husband later pointed out 

belonged to John Reddie Black. 220 In Kobe she commented how it was taking her some time 

to get used to the ‘Adam and Eve simplicity of the people with regard to dress’ particularly 

that of the near-naked jinrikisha coolies who only wore a loin cloth.221 In December 1877 

she went to see Japan’s first Domestic Industrial Exhibition at Uyeno (Ueno) in Tokyo. After 
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John and Annie Smedley returned from Japan in 1880 to Sydney, they lived in a house aptly 

named Uyeno in Manly until 1891. 222   

 

The Smedleys used their experiences in Japan for commercial purposes in contrast to 

another traveller better known for his religious vocation: the Reverend Julian Tenison 

Woods (1832-1889). Woods was also a scientist with a strong interest in geology and 

worked in Asia from 1883-86. 223  He travelled to Japan twice in 1885 after carrying out 

geological research in Java, Malacca, Siam and the Philippines. On his first trip of four weeks 

duration in April 1885, he visited Nagasaki and Kobe.  His return trip to Japan in July was 

initially planned to take several weeks but was extended to six months.   

 

In a letter to his brother, dated 7 July 1885, he wrote ‘I never liked any country as much as I 

have liked Japan and would go there again tomorrow if I could ...’.224 This time he travelled 

to Kyoto, Osaka and through the hinterland of Honshu including the hot springs district 

around Mt Bandai.  His departure from Kobe was delayed due to a cholera epidemic and 

then an outbreak of small pox prevented foreign ships from docking. Tenison-Woods took 

refuge in the nearby mountains at Arima where he spent time sketching, learning Japanese 

and gathering curios.  
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Writing for The Queenslander he described his accommodation at Arima:  

in a snug little Japanese house of wood and paper (especially paper) with no 
European within miles and miles of me. The scenery is lovely: the geology and 
botany excellent and full of interest, I have a  boiling spring of mineral waters on my 
right hand, and a picturesque waterfall, cold, on the left hand. I have been here now 
six weeks, and I don’t intend to remove till the quarantine is removed. I am learning 
Japanese and sketching … 225     
 

 

 
 
Figs. 32 a-b-c  
‘Watercolours from Father Wood’s Asian Sketchbook’  

 

His fanciful sketches are based on images around him: an imaginary courtier and servant 

passing a mountain possibly a volcano, the common dragonfly and Fukurokuju one of the 

Seven Gods of Good Fortune. 226 (figs. 32 a-b-c)  

 

Tenison Wood’s estate was purchased in 1890 for £40 by the Technological, Industrial and 

Sanitary Museum, now known as the Powerhouse Museum.227  Amongst the objects 

acquired is an assortment of curios including an articulated metal crab (A78), dolls for the 

hina matsuri (A112,113), a cooking stove (A157)  and clothing (A169,170) which Tenison 

Woods  may well have used in Japan, as well scientific specimens (C275,276). 228  As a priest, 
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he was interested in expressions of other beliefs and so acquired at least five portable 

shrines (zushi) and religious regalia.229 He also took photographs and possessed a sketch 

album of views of Japan (P1512, A155), an area in which he was interested, as can be seen 

from his own artistic efforts.        (See Appendix 6)   

 

During the 1880s, several Australians travelled to work in Japan arriving within a year or so 

of each other. Amongst them was another writer and linguist, James Murdoch (1856-1921), 

who was the author of History of Japan in 3 volumes. His extraordinary personality looms 

large in Australia–Japan relations of the late nineteenth to early twentieth century. 230  

Arriving in 1888, he lived in Japan for nearly thirty years teaching English.  

 

Amongst his English language students in Japan was the famous novelist Natsume Sōseki 

(1867-1916) who became a critic of the social effects of bunmei kaika and modernisation. 231  

Another student, Yamagata, helped Murdoch to translate Japanese documents needed for 

his History of Japan although Murdoch eventually succeeded in reading classical texts such 

as the Kojiki and Manyoshu, within two or three years after starting his formal studies at the 

age of fifty. 232 
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 From Japan, he wrote ten articles for The Boomerang newspaper in Brisbane under the title 

of ‘Where Mc Ilwraith is going: Sketches from the Land of the Japs.233  In stark contrast to 

the History of Japan, which Basil Hall Chamberlain described as ‘honest erudition’, Murdoch 

descended to writing populist  novels such as From Australia and Japan, Ayame-san and a 

volume of satirical verse ‘Don Juan’s Grandson  in Japan’ in which Murdoch mixed Australian 

slang with ribald commentary.234 In ‘The Missionary’s Conversion of the Geisha at the 

Rokumei Kwan’ he parodied the Rokumeikan ‘Deer-cry Hall’ designed by the British yatoi 

architect Josiah Conder (1852-1920). 235  A place to house and entertain foreigners, the 

architectural excess of the Rokumeikan was the butt of many comments by foreigners and 

Japanese alike.  

 
Like Marks, Smedley and Black, Murdoch was an opportunist capitalising on his access to 

merchandise in Japan and importing Japanese ‘curios’ into Australia. It was reported in 1889 

in The Queenslander that Murdoch had returned briefly to Brisbane: 

… commissioned to report on the lines of Japanese produce most likely to suit 
Australian tastes. He has brought a sample shipment with him. He is also engaged in 
making arrangements at this end for the guide service through Japan that is now 
being established in the Mikado’s land.236 

   
 
In 1893 he left Japan to emigrate to Paraguay to join the ill-fated Australia Cooperative 

Settlement Association led by his former colleague and socialist founder of The Boomerang 

in Brisbane, William Lane (1861-1917). Murdoch’s participation there was short-lived and he 

returned to Japan.  
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Murdoch’s racial views were strident but ambiguous:  ‘Australians mean Australia to be 

white … we don’t want to run our State on either an Indian or old-time Southern slave-state 

model’.237 He was cruelly disparaging about the Chinese whom he saw in Darwin living in 

tightly packed lodgings like a ‘human heap of maggots’.238 His attitude to the Japanese 

however, was completely the reverse.239 Writing in the Boomerang newspaper which 

advocated anti-Chinese and white Australia sentiments, he described the Japanese, whom 

he regarded to be far superior to Chinese,  as ‘pleasant, nice and jolly a fellow as you could 

wish for as a chum … polite, laughing, independent honest pride’.240 He used his influence 

with the Japanese government to impede any schemes to import Japanese as cheap labour 

into the Queensland sugar industry expressing concerns that the Japanese, working for less 

than the white labourer’s wage, would be regarded by the whites as an inferior race.241  

 

Murdoch’s attitudes provide an uncomfortable link to the eventual souring of relations 

between Australia and Japan through the adoption of the White Australia Policy in 1901.  He 

returned to Australia in 1917 to become the first Professor of Oriental Studies at Sydney 

University and instructor of Japanese at the Royal Military College Duntroon. 242  He advised 

the Australian Federal government on Japanese matters and was on intimate terms with the 

Prime Minister, Billy Hughes, requesting in 1921, ‘a short chat with you before you depart 
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for England’.243 One can wonder at the relationship between the two as it was Hughes who 

two years earlier relentlessly rejected the racial equality covenant proposed by the Japanese 

to the League of Nations.  

 
Despite the fragile relationship with Japan over this matter, the decades from the 1880s saw 

the rapid growth of Japanese art collections in Australia. It would appear art was 

disconnected from the politics of race.244  

 
Amongst the many observers who viewed the Japanese as an exemplary race of people was 

the South Australian-born artist Mortimer Menpes (1855- 1938) author of Japan: A Record 

in Colour.245 Through his association with Whistler, Menpes was part of the international 

network of Japonistes. 

 

Arriving in London in 1875, Mortimer Menpes enrolled to study with Edward Poynter at the 

National Art Training School and became Whistler’s assistant in 1882. 246 In 1887 at the 

height of the ‘Cult of Japan’ in Britain and against Whistler’s advice, he travelled to Tokyo.247 

He took with him a letter of introduction to the Foreign Ministry written by the dealer 

Hayashi Tadamasa who identified Menpes as ‘a friend of the well-known British painter, 

Whistler’.248  

 
In Tokyo he studied the principles of Japanese art with Kawanabe Kyōsai (1831-1889) as did 

the architect and long term resident of Japan, Josiah Conder (1852-1920) and the French 

                                                 
243

 Letter from Murdoch to Prime Minister Hughes dated 3/3/21 on University of Sydney letterhead:  Sissons 
Papers MS 3092 Box 16. 
244

 This would continue to be the case even during the war with Japan in the 1940s. See Chapter 3.4.3. 
245

 Menpes, Mortimer Japan A Record in Colour by Mortimer Menpes, Transcribed by Dorothy Menpes. Adam 
& Charles Black, London, 1901. 
246

 He enrolled four years after his arrival.  
247

 Menpes stayed 9 months in 1887, and 8 months in 1896: Ono p. 217. 
248

 Ono, p. 87; the letter is reproduced in Ono, p. 14. 



92 

 

collector Emile Guimet (1836-1918).249 Watching Kyōsai’s painting techniques with the art 

expert and collector Captain Francis Brinkley acting as interpreter, Menpes was impressed 

by Kyōsai’s careful observation of his subjects. He gave the example that when drawing a 

bird, Kyōsai would memorise its pose over a long period of time. 

 

Menpes produced many watercolours, etchings and lithographs documenting daily scenes in 

Japan.250  One of his Japanese watercolours of children Advance Japan (fig. 33) was renamed 

Young Japan and used as an illustration in the Bostonian writer, Percival Lowell’s The Soul of 

the Far East republished in 1911.251 After his travels to Japan, Menpes adopted a stylised 

hanko or seal for MM very similar to the kanji  凧‘tako’ kite, for some published works.252  

  
Fig. 33  
Mortimer Menpes, Advance Japan  

 
 

                                                 
249

 He also met the great kabuki actor Danjuro IX (1838-1903) , who especially chose a kakemono for the room 
they were to meet in  which suited Menpes’ tastes and character, ‘a slim, spare man, very refined, with the 
look of a picture of Buddha by Botticelli’: Menpes pp. 13-15.  
250

 There are 75 watercolour illustrations in Menpes’ Japan A Record in Colour by Mortimer Menpes.   
251

 Lowell, Percival The Soul of the East, The MacMillan Company, New York, 1911, illustration no. 3, p. 18;  
Samuel Way’s library contains the first unillustrated publication of this book.  
252

 Ono gives the example of ‘Playfellows’ reproduced in Magazine of Art Cassell, Petter & Galpin, London, 
April 1888 p. 256 : Ono, pp. 96-97. 
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A second trip to Japan in 1896 was for the purpose of designing and building a Japanese 

house back in London. Menpes regarded the arts in Japan as like a living example of the arts 

of Ancient Greece. He declared, ‘every Jap is an artist at heart in the sense that he loves and 

can understand the beautiful. Japan is artistic as England is inartistic’.253  Like many 

Westerners Menpes condemned the impact of foreign commerce on Japanese arts: 

… of course there are painters who paint for the market – people who have been 
destroyed by the British merchant and the American trader. They spend their time in 
painting pictures of flowers and birds in vivid colourings that appeal to our tastes, 
solely for exportation to England and America.254  
 

He was scathing about the Meiji era objects being produced for export to Britain and, by 

inference, to the colonies: 

 
 To whom but the Englishman would the golden dragons that play so recklessly 
about on black screens with their scarlet drooping tongues that are sold in the 
Japanese curio shops, possibly appeal? Who but English speaking people would 
crave those cherry-blossoms embroidered on white silk grounds, which they so 
gleefully carry away with them? Who but my inartistic countrymen would insist on 
their cabinets being smothered with endless and miscellaneous carvings? 255

   
 
 

Menpes extolled the virtues of the Japanese whose characteristic self control is ‘evidence of 

the very high standard of civilisation of the Japanese’ as well as their patriotism and love of 

Nature. 256 He argued against the detractors who despaired of Japan’s modernisation and 

decline in it arts: ‘Japan is not being westernised in the smallest degree: she is merely 

picking our brains. And how quickly the Japs will adopt a Western idea, and improve upon 

it!’257   

 

                                                 
253

 Menpes pp. 31,39. 
254

 Menpes   p. 36. 
255
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256
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On the subject of the collections of Japanese art flooding offshore to Europe and North 

America, Menpes gave a foreboding warning: ‘half the collections of curios ticketed and 

placed in museums in England as fine and unique specimens are in reality worthless 

imitations. The really fine productions never leave the country at all’.258
  

 

 

Figs. 34 a-b   
Interior photos of Menpes’ house at 25 Cadogan Gardens, London 

   
 

He returned to London bringing with him Japanese craftsmen to construct a Japanese 

interior for his house designed by A. H. Mackmurdo at 25 Cadogan Gardens. An article 

appeared in The Studio in 1899 pointing out that Menpes ‘wished to adapt rather than 

slavishly imitate the prototype’.259 He used carved wooden friezes ramma, lacquer cornices, 

sliding doors, wooden storage chests tansu, embroideries, screens and Chinese style chairs 

based on those used by priests in temples (fig. 34 a-b-c). The illustrated vases (fig. 34d) were 

painted by Menpes in Japan.  

 

                                                 
258

 Menpes p. 167.  
259

 The Studio 1899, vol. 17 no. 75   pp. 170-178.  
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Figs. 34c-d  
Interior photos of Menpes’ house at 25 Cadogan Gardens, London  

 

In Queensland, another devotee of Japanese architecture, District Court Judge George 

William Paul (1838-1909) travelled to Kobe in 1886.260 He stayed for several months, as 

Tenison Woods had done the previous year, in a traditional Japanese house. He was so 

infatuated with the architecture, that like Menpes, he had a Japanese house built when he 

returned home to Brisbane.  

 

What attracted Paul to Japan is not entirely clear: the journalist Spencer Browne mentions a 

performance of The Mikado in Brisbane with Paul playing the role of Ko-ko.261 Perhaps his 

interest was truly a case of ‘Mikado Mania’, though others have suggested that Paul 

imported the house as a speculative venture having been impressed with the suitability of 

Japanese architecture for the Brisbane climate.262 Newspaper reports in the Brisbane 
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 Johnston, W. Ross (William Ross) & Bar Association of Queensland History of the Queensland Bar Bar 
Association of Queensland, Brisbane 1979, p. 98. 
261

 Browne, Spencer  A Journalist’s Memories The Read Press, Brisbane, 1927  p. 195. 
262

 Queensland Government Environmental  Protection Agency – website–No. 5 Lynch St  
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b7bb5.e34NaN8SbNyKci0LaNyKbxuObNv0n6jAmljGr5XDqQLvpAe?siteId=17014   Accessed 29  November 2010 
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Courier and The Boomerang illustrated and described this addition to the Brisbane 

landscape (fig. 35).263  

  
 

 
Fig. 35 
Judge Paul’s house ‘Building a la Jap’, The Boomerang      

  

 

The house which Judge Paul lived in till his death in 1909 was named Yeddo (Edo now 

Tokyo). Built in the traditional shoin style, it was prefabricated in Kobe to a larger scale to 

accommodate a tall Westerner. It was assembled at New Farm by three Japanese 

carpenters and two plasterers.  To decorate the interior, Paul brought back Satsuma and 

Imari  wares ‘fine porcelain in the richest hues of red, blue and gold’, ‘two gongs the larger 

of which once belonged to an ancient temple, two bronze incense burners, [and] a 

grotesque statue’ to furnish the house. These can be seen in The Boomerang’s illustration by 

the local architect GMH Addison. Sliding screens decorated with ‘birds and flowers, long 

                                                 
263

 ‘Building a la Jap’, The Boomerang, 24 Dec. 1887,  p. 18  &  ‘A Japanese House’, The Brisbane Courier Mail, 
21 Dec. 1887, p. 6 . 
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stretches of landscape, mountains, rivers [and] cascades of water, nearly everything that is 

beautiful in nature’ segregated the rooms, one of which had a tokonoma.264 Amado heavy 

wooden sliding doors protected the windows on the outside. A teahouse was also located 

on the grounds. The house also featured an akari shoji (moon window), posts and beams 

made of cherry wood and bamboo. The floors however were not tatami matting but timber 

from packing cases.265   

 

Efforts to imitate Japanese architecture in Australia were more commonly expressed 

through the construction of Japanese gardens featuring Tea Houses. Japanese gardens 

became very fashionable around Australia. In Sydney, from 1890 Kuwahata Hideo set up a 

nursery called the Mikado which sold Japanese bonsai at 183 George Street.  It was also 

possible to import exotic plants direct from Japan through the Yokohama Nursery Company 

which advertised through beautifully illustrated catalogues.266 A Japanese garden was 

recreated by Professor Arthur Lindsay Sadler (1882-1970), an authority in Cha no Yu (the 

Japanese Tea Ceremony) at his property Rivenhall in Warrawee, Sydney where he 

conducted tea ceremonies for his students (fig. 36).267   

                                                 
264

 The Boomerang, 24 Dec. 1887,  p. 18.   
265

 The house was dismantled and moved to 5 Lynch Street, Ingham, Queensland in 1962:  Queensland 
Government Environmental Protection Agency website–‘No. 5 Lynch St’. 
266

 Morris, Colleen Lost Gardens of Sydney Historic Houses Trust of New South Wales, Sydney, 2008 p.133; The 
Mikado Farm set up at Guildford, sold bonsai maples, pines, irises, chrysanthemums, gold fish, Japanese glazed 
pots and Japanese summer house: Sissons Papers, MS 3092 Box 48. 
267

 Neither the garden nor teahouse remains: Bell, Pamela A.L. Sadler (1882-1970) Professor of Oriental Studies 
at the University of Sydney 1922-1947: His Ideas and Influence in Proceedings of the Pacific Rim Conference in 
Transcultural Aesthetics, University of Sydney June 18-20, 1997  pp. 116-128. 
http://www.ssla.soc.usyd.edu.au/conference/Pacifica.pdf 
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Fig. 36  
Japanese gate to Sadler’s tea garden, Rivenhall, Warrawee.  
Photographer:  Harold Cazneaux 1926, Mitchell Library, NSW.  

 

Following James Murdoch’s death in 1922, Sadler was appointed Professor of Oriental 

Studies at Sydney University. He had spent the previous 13 years teaching English literature 

and classics at Okayama and Tokyo.268 In Sydney his teaching of the Japanese language and 

history inspired an Australian post-war generation of Japanese scholars and collectors. He 

was the author of several books on the arts of Japan and translator of The Ten Foot Square 

Hut and Tales of the Heike (1928) and Japanese Plays: Nō-Kyōgen-Kabuki (1934).269  

 

On his retirement to Britain in 1948, Sadler’s collection was offered for public sale.270 This 

included two suits of Japanese armour, one ‘complete with silk undergarments and other 

accessories, said to have been made in 1775’ and the other, a suit of light armour worn on 

                                                 
268

 Ajioka, Chiaki, Tornatore-Loong, Maria Connie, Parker, Luke, Stephen, Ann and University of Sydney Art 
Gallery Japan in Sydney: Professor Sadler & Modernism, 1920-30s University Art Gallery, Sydney, 2011 p. 8. 
269

 The Art of Flower Arrangement in Japan (1933), Cha-no-yu: The Japanese Tea Ceremony (1934), The Maker 
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ceremonial occasions and complete with baton and fan, and said to be 12th century style, 

was bought by a dentistry student’.271
 The West Australian also reported that ‘only 5 

guineas was obtained for a picnic luncheon set, once the property of Ikeda, feudal lord of 

the province of Bizen. It carried his gold butterfly crest’. 

 

Fortunately on this occasion, a public museum, namely the Technological and Applied Art 

(Powerhouse) Museum, purchased several items at the auction including the suit of armour 

dating from 1775 which is believed to have belonged to a samurai of the Bizen clan (H4934).  

It also bought a gold lacquered Buddhist shrine (A4132). However, Sadler’s ukiyo-e print 

collection, which had been displayed at exhibitions in Sydney, was possibly taken back to 

Britain.272         (See Appendix 7)   

 

Sadler was part of a scholarly Sydney cultural circle whose members shared an interest in 

collecting Chinese and Japanese art, plants and architecture. The other members included 

Professor E.G. Waterhouse and the architect William Hardy Wilson, as well as artists like 

Thea Proctor who sought to explore Japanese prints but had no direct or intimate 

experience of China or Japan.273 This group of collectors, academics and practising artists 

was the closest to the influential circle of Bostonian experts in Japanese art that Australia 

could muster.  (See Chapter 1.6) 
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 The West Australian, p. 10. 
272

 Ajioka, pp.19, 48 f.n. 28. 
273

 Waterhouse was well known for his house and garden Eryldene, he collected Japanese and Chinese 
paintings; William Hardy Wilson, the architect of Eryldene, was inspired by China. Chinese ceramics from his 
collection were acquired by the National Gallery of Victoria in 1922.  
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As Pamela Bell notes ‘most Australians received second-hand experience of Japanese art, 

either via studies in Europe or through books’.274 The realisation of the geo-political 

importance of Japan for Australians in the mid-twentieth century emphasises the 

significance of pioneer authors like John Reddie Black, Annie Smedley, James Murdoch, 

Mortimer Menpes, Julian Tenison Woods and Arthur Lindsay Sadler.  Each person 

broadened the perspectives for Australian audiences to understand Japan, or facilitated 

access to Japanese arts and crafts through commercial import ventures and personal 

collections. Unfortunately evidence of their ‘random’ collecting, a feature which according 

to Kreiner typifies collections formed during this period, has vanished as none of their 

collections survive intact apart from the objects obtained by the Powerhouse Museum.275    

 

While objects collected in the late nineteenth-century can certainly be found in Australasian 

public collections, complete and intact collections of Japanese art from this period are a 

rarity. Even so, the randomness of these surviving collections is in sharp contrast to the 

exemplary collections formed in the United States and discussed in the following chapter. 

These were planned with curatorial expertise and with regard to ensuring their preservation.  

1.6 An International Circle of Collectors 

 

Mid-nineteenth and early twentieth century Australian and New Zealand collectors could 

not match the resources and concerted collecting strategies of collectors like the Detroit 

industrial magnate Charles Lang Freer (1854-1919). The formation of Japanese collections at 

museums in the United States of the calibre of the Museum of Fine Arts Boston, the 

Peabody Museum of Salem and the Freer Gallery of Art in Washington were the results of a 
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strong sense of personal mission and planning by their benefactors, extended travel to 

Japan, access to a network of dealers and advisers, and even religious conversion.  

 

Freer was initially attracted to Japanese art through the aestheticism of the painter James 

Mc Neill Whistler (1834-1903) whose transnational importance plays a recurring role in the 

history of nineteenth-century Japanese art collections. Freer’s artistic interests developed 

from collecting European prints in 1883 to etchings by James Mc Neill Whistler in 1887. The 

same year he purchased his first Japanese object: a painting of a crane on a fan attributed to 

Ogata Korin (1658-1716). Whistler encouraged him to continue to collect Japanese art.276  

 
Whistler lived in Paris in the mid-1850s when Japanese artefacts and prints were already 

circulating. Later as a regular visitor to Paris, he was in regular contact with japonistes like 

Hayashi Tadamasa, Edmond de Goncourt and Raphael Collin, the teacher of the Yōga artist 

in Paris, Kuroda Seiki, all of whom he would meet at Siegfried Bing’s monthly dîner 

japonais.277 His next door neighbour and friend in London was the former diplomat in Japan 

and author, Algernon Mitford.278 Like many artists of his time, Whistler collected Japanese 

prints, which energised the development of his art through the absorption of oriental 

iconography and techniques.279  Though he was no scholar of Japanese art to the extent of 

his American industrialist patron, Charles Lang Freer, in many ways Whistler paralleled the 

fascination with Japonaiserie of the European collectors of lacquer and porcelain from the 

late sixteenth century.  
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In 1892 Freer purchased Whistler’s oil painting Variations in Flesh Colour and Green: the 

Balcony (1864-70) (fig. 24a) inspired by Kiyonaga’s print (fig. 24b) in the artist’s personal 

collection.280 This may have sparked Freer’s interest in collecting Japanese art thereby giving 

rise to the claim that  Freer began to collect Asian art in order ‘to enhance the Whistlers’. 281  

 

Freer made four extended collecting trips to Japan between 1895 and 1911, and he also 

sent dealers to act on his behalf. His collecting modus operandi illustrates the extent of the 

international networks of artists, collectors, dealers and cognoscenti which supplied the 

japoniste art market. The exhibition Freer: A Taste for Japanese Art (July 2006 to January 

2007) at the Freer-Sackville Gallery of Art, Washington presented a small selection of the 

1100 Japanese objects from his collection.      (See Appendix 8)   

 

The provenances of objects on display indicate that he acquired items from a wide variety of 

sources apart from just dealers.  He purchased at auctions or directly from other individuals 

such as the English collector Michael Tomkinson (1841-1921) and the Japanese benefactor 

of Waseda University and collector of rare books, Count Tanaka Mitsuaki (1843-1939). 282  

Some objects were purchased from temples such as Nishimuroin on Mt Kōya. Freer also 
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purchased works by contemporary artists, including one by Kanō Hogai (1828-1888) which 

had been commissioned by Ernest Fenollosa (1853-1908), Freer’s chief adviser.  In addition 

to Hayashi Tadamasa and Siegfried Bing, other dealers supplying Freer included Kobayashi 

Bunshichi, Yamanaka and Company, Nomura  ōzō and Bunkio Matsuki.   

 

Kobayashi Bunshichi (1861-1923), a vendor of ukiyo-e prints in Yokohama, was Freer’s main 

source of Hokusai paintings. Kobayashi started his career as Hayashi Tadamasa’s clerk and 

held Japan’s first exhibition of ukiyo-e in 1892 at Ueno to raise local awareness of this art 

form.283  Another major dealer was  amanaka Sadajirō (1866-1936) who married into the 

family of the art dealer Yamanaka Kichibei in Osaka and in 1894 established branches of 

Yamanaka and Co. or Yamanaka Shōkai in Boston, London and Paris. He was a purveyor of 

antique fine art as well as contemporary Meiji arts and crafts, employing one hundred 

artisans in Osaka in 1900.284 He provided the Berlin, Ashmolean, Victoria and Albert and 

British Museums with acquisitions. Yamanaka Shōkai also consigned ceramics, metalware 

and general ‘fancy goods’ to Australia through the Kanematsu Trading Company which 

opened an office in Sydney in 1890 to import and export Australian wool and Japanese 

rice.285 

 

Bunkio Matsuki (1867-1940) a dealer in Salem, Massachusetts was charged with buying trips 

to Japan on Freer’s behalf. From Yokohama, Nomura  ōzō (1870-1965) (fig. 37) also 

supplied Freer with important acquisitions. Having opened the Samurai Shōkai curio shop in 

1894 in the main street of Yokohama, Nomura commissioned arts and crafts from around 
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Japan selling 10,000 objects within a six month period of opening his shop.286 Some pieces 

stamped Samurai Shōkai were offered at auction in Sydney in 1907 having belonged to 

Einosuke Ogawa, an employee of the Kanematsu Trading Company in Sydney.287 

 

Fig. 37 
Charles Lang Freer, the collector Hara Tomitarō (front) and the dealer, Nomura Yōzō (centre back), 1907. 
Freer Gallery of Art and Arthur M.Sackler Archives, Smithsonian Institute, Washington.  

 

 

Freer’s collection owed a great deal to his close acquaintance with a coterie of Japanophile 

Bostonians, namely  Professor Edward Sylvester Morse (1838-1925), Ernest Fenollosa (1853-

1908) and  Dr William Sturgis Bigelow (1850-1926). Their collective passion and knowledge 

of Japanese art was unrivalled by any other group of late nineteenth-century collectors or 

scholars.  

 
 The main instigator of the circle was Professor Edward Morse, a zoologist who accepted a 

posting as a yatoi at the Imperial University in Tokyo on three separate occasions totalling 
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two years six months.288 He was allowed to travel to areas in Japan such as Hokkaido, to 

study the Ainu, usually out of bounds to foreigners. He took copious notes, made instructive 

sketches and wrote scholarly works.  He studied Nō drama and the Tea Ceremony and in 

particular, studied ceramics with the influential antiquarian Ninagawa Noritane (1835-

82).289  

 
Morse was highly esteemed by Japanese authorities who requested that he recommend 

two more staff members on his return to the United States in 1877. One was Ernest 

Fenollosa (fig. 38a) an acquaintance from Salem where, later in 1880, Morse was offered the 

position as director of the newly established Peabody Museum. 290 Morse returned to 

Boston in 1881 to lecture at the Lowell Institute. There he found a receptive audience 

including the astronomer and writer Percival Lowell, Dr William Sturgis Bigelow (fig. 38b) 

and the painter John La Farge. The three men accompanied Morse on his return to Japan in 

1882 to join Ernest Fenollosa and Fenollosa’s student Okakura  Kakuzō (1862-1913) (fig. 

38c).291 
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Figs. 38 a-b-c 
Ernest Fenollosa (1853-1908); William Sturgis Bigelow (1850-1926) dressed as a pilgrim ascetic; Okakura 
Kakuzō (1862-1913)  

 
 

According to Morse, like all foreign travellers to Japan, they scoured the curio shops ‘Dr 

Bigelow after lacquer and sword guards, Fenollosa after pictures, and I ransacked every 

place for pottery.’292 At a time when Japan was struggling with the forces of modernisation 

and its rejection of the past, this privileged group embraced Japanese culture and, in the 

case of both Fenollosa and Bigelow, converted to Buddhism.  

 

Morse returned to Salem with an extensive collection of some 5,000 pieces of pottery which 

was sold, not surprisingly, to the Fine Arts Museum of Boston where Fenollosa was asked in 

1889 to establish the Japanese art department.293 Morse anticipated the dominance of 

Boston as an exemplary repository for Japanese art because of the combined impact of his 
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own collecting as well as that of Bigelow and Fenollosa. He wrote in his diary ‘that we shall 

have in the vicinity of Boston by far the greatest collection of Japanese art in the world’. 294 

 
Morse’s influence elevated him to international status and he moved in a trans-Atlantic 

intellectual circle which shared his interests in Japan. After 1883 he did not return again to 

Japan but visited major art and natural history collections in Europe and Great Britain. He 

met Emile Guimet, Siegried Bing and Louis Gonse in Paris, Justus Brinkmann at the Hamburg 

Museum and Augustus Wollaston Franks at the British Museum. 295 Morse visited the 

English country estate of Charles Darwin, whose theory of Natural Selection he supported 

and had introduced to Japan.   

 
 
William Sturgis Bigelow’s role as a connoisseur and collector is overshadowed by the 

scholarly reputations of both Morse and Fenollosa.296 He was however, single-minded in his 

pursuit and promotion of Japanese art. He shared an interest in judo with his friend 

Theodore Roosevelt who became President in 1901 and sought to garner his support for 

Japan’s involvement in the 1904-5 Russo-Japanese War.297  

 
Bigelow, a medical doctor, studied with Louis Pasteur in Paris in the 1870s. Attracted to 

Japonisme, he purchased pieces from Siegfried Bing. In 1881 he exhibited Japanese bronzes, 
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swords, netsuke and lacquers at the Boston Museum of Fine Arts.298 This may have been the 

first occasion that Japanese objects were presented as ‘art’ in a Western public museum.  

 

Bigelow spent six years in Japan amassing a vast collection, finally donating it in 1911 to the 

Boston Museum of Fine Arts. The prints alone exceeded 40,000 images.299 When he died in 

1920 he was placed in a coffin in Boston’s Trinity Church wearing the under-robe and kesa 

cloak of the Esoteric Buddhist Tendai sect. Half of his ashes were sent to be cared by priests 

of Hōmyō-in at Miidera on the shores of Lake Biwa (fig 39) next to Ernest Fenollosa’s 

grave.300 

 

    

Fig. 39 
Hōmyōin-Miidera temple where the ashes of Bigelow and Fenollosa are interred 
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Fenollosa, who was Professor of Political Economy and Philosophy at the Tokyo University, 

arrived in Japan in 1878.301 He began collecting paintings, took lessons with the artist Kanō 

Hōgai, studied Nō chanting and  travelled to see temple collections in the summer season 

when he did not have teaching commitments. 302 From 1880-1886 he undertook a 

systematic study of all schools of Japanese and Chinese art.303 Like Bigelow and Okakura, he 

converted to Esoteric Buddhism taking refuge with the name Tei-Shin and was also adopted 

by the Kanō school with the name Kanō Eitan (ei from Eitoku, tan from Tanyū).304  

 
In 1890 Fenollosa was appointed the first curator of Japanese art at the Boston Museum of 

Fine Arts where, in 1893, he organised the first international exhibition of works by Hokusai, 

mostly sourced from the Bigelow Collection.305 However, following his divorce, he was 

dismissed in 1896 and travelled back to Japan where he collaborated with the Tokyo dealer 

Kobayashi Bunshichi (1861-1923). 306 Returning to New York he wrote catalogues, lectured, 

and assisted Charles Freer with his collection. Fenollosa’s own collection had been bought 

by the Bostonian Charles Goddard Weld (1857-1911) in 1886.  In 1911 it was bequeathed to 

the Boston Fine Art Museum where it is known as the Fenollosa-Weld Collection. This 

collection is judged by Kreiner to be ‘one of the best outside of Japan. It embraces the whole 

of Japanese traditional art in every field and throughout all periods’. 307   
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  For a complete list of  172 exhibits on display see ‘Museum of Fine Arts Boston, Dept. of Japanese Art, 
Hokusai and his School, Special Exhibition of the Pictorial Art of Japan and China’  in Yamaguchi, Seiichi ed, 
Ernest Francisco Fenollosa: Published Writings in English, Edition Synapse, Tokyo 2009  vol.1, no. 9.  
306

 Meech-Pekarik,  p. 103. 
307

 It is argued that the Ernst Grosse collection in Berlin assembled with help from Hayashi Tadamasa was 
better. It however disappeared from the Berlin’s Museum fur Ostasiatische Kunst (Museum for East Asian Art) 
at the end of World War II: Kreiner. vol.1 p.29. 



110 

 

 

Endowed with the considerable resources of benefactors and curatorial expertise, the 

Boston Museum of Fine Arts elevated Japanese art to a position where ‘it bestowed cultural 

status associated with fine art like the Gainsboroughs and Rembrandts’.308 Its collection, 

drawing on the depth of expertise and resources of Edward Morse, Dr William Sturgis 

Bigelow, Ernest Fenollosa and Okakura Kakuzō, was exceptional amongst the international 

collections being assembled during this period.  

 
Charles Freer collected with discrimination advised by a circle of experts.  However, he 

formed his collections with the expressed intention of placing them on view to the public in 

a special purpose-built museum.309 Freer planned to display Whistler’s paintings surrounded 

by East Asian art. This was to demonstrate the causal relationship between Whistler’s works 

and their Eastern influences. In doing so, he acknowledged Asian art, especially that of China 

and Japan, for its aesthetic qualities rather than as ethnology.  Freer’s approach also 

apportioned modernity to Asian art while at the same time, according to Conn, 

reinvigorated Western art through locating Asia’s heritage alongside a Western context. 310    

 
Charles Freer and the Bostonians brought new dimensions to collecting Japanese art. In an 

attempt to profile this influential circle of collectors, Christopher Benfey in The Great Wave: 

Gilded Age Misfits, Japanese Eccentrics, and the Opening of Old Japan, offers three 

observations towards analysing their collecting motivations. It can be argued that these 
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categories can be applied not only to the Bostonians but offer a template to analyse major 

collectors in Australia and New Zealand:311 

 
The ‘collector as connoisseur’: this applies particularly to the ascension of Ernest Fenollosa 

from yatoi to an expert in Japanese art through his research and cultural absorption. 

Fenollosa contributed to defining connoisseurship in his writings and lectures to Westerners 

and Japanese, both of whom were perplexed by notions of authenticity and Art Historical 

analysis. At the Museum of Fine Arts Boston, his aim was to put into practice his teachings 

and to develop a broad representative collection across diverse media and art historical 

periods.  

 
Charles Freer, William Anderson, Emile Guimet and Siegfried Bing likewise qualify as 

connoisseurs. They sought the advice of specialist experts and gained in-country experience 

in order to more directly engage with the arts and their cultural contexts.   

 
The ‘collector as seeker’: Bigelow and Fenollosa sought an alternative philosophy to the 

West and converted to Tendai Buddhism. Like the Bostonian circle, Freer also experimented 

with Buddhism and according to Kathleen Pyne, he was motivated by the ‘spiritual comfort 

and physical restoration’ of the mysticism of the East. 312 These qualities were the 

quintessence of the Japanese aesthetic and Aestheticism. She argues that nineteenth 

century Darwinism engendered in the middle classes of the United States and England a 

sense of life’s brevity and sorrow, which could be ameliorated through the desire for beauty, 
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and the love of art for art’s sake.  Faith shifted to the nineteenth century ‘paradigm of the 

agnostic religion of art’.313  

 

The ‘collector as preserver’: Edward Morse left Japan in 1883. Fearful of the loss of ‘Old 

Japan’ as modernisation encroached on the romance of Japan, he did not return. This 

concern reverberated amongst collectors who thought that by collecting they were 

preserving Japan’s heritage in another location.314 There were, however, inherent 

contradictions. Fenollosa, entrusted as an Imperial Commissioner of Fine Arts in the Ministry 

of Culture, participated in a census of Japanese art and architectural treasures, a position 

which detractors point out enabled him to embellish his own collection and consequently 

that of the Museum of Fine Arts Boston.315   

 

We cannot fail to be impressed by collectors on the scale of the Americans Fenollosa and 

Freer or Europeans like Chiossone, Cernuschi and Guimet. However, we also need to reflect 

upon the fate or indeed the connoisseurship of those many other large collections from this 

period. Did the quality of the acquisitions stand up to examination post-Mikado Mania? 

How were they displayed and what insights can we glean about the expertise of museum 

curators of the time?  The next chapter explores these issues.  
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1.7   Nineteenth Century Private Collectors and Public Collections: Issues 
Arising  

 

The issues of connoisseurship and curatorial expertise in selecting Japanese acquisitions by 

public museums were complicated by the fact that, in general and no less in Australia and 

New Zealand, most objects were not directly purchased by the museums themselves. Most 

were gifted unprovenanced by private collectors or ‘accumulators’.316 This quantitative 

rather than qualitative collecting pattern was not peculiar to the nineteenth century when a 

traveller could, after a six month stay in Japan, return home with a collection of 20,000 

objects. The princely or aristocratic collectors of the seventeenth and eighteenth centuries 

were equally culpable, but at least could house their excesses in palaces or country estates 

while many late nineteenth century collections became homeless.317  

 

The British traveller Merton Russell Cotes for example, returned from Japan in 1885 with 

100 crates full of objects, whereupon he opened a ‘Japanese Drawing room’ in his Royal 

Bath Hotel in Bournemouth for public viewing complete with a Japanese garden.318  The 

collection is now held in the Russell-Coates Gallery and Museum, Bournemouth. The 

previously mentioned Italian yatoi  Edoardo Chiossone (1833-1898)  bequeathed his 

collection to the Ligurian Academy of Fine Arts in Genoa to be exhibited to the public in its 

entirety. As laid down in his will, a museum was constructed to house the collection. His is 

the largest collection of Japanese objects created by a single collector.  
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Two other major Italian collections formed by Vincenzo Ragusa (1841-1927) and Enrico di 

Borbone Bardi (Henry of Bourbon, Count of Bardi) (1851-1906) however, were not so well 

catered for, and were dispersed after their deaths due to poor financial planning.  Ragusa, a 

sculptor, returned to Palermo, Italy with a collection of some 7,000 items, which he 

intended to house in a private museum and workshop dedicated to Japanese applied arts.319 

The museum unfortunately was not a financial success and the collection was dispersed, 

though 4,200 items passed to the National Prehistoric and Ethnographic Museum ‘Luigi 

Pigorini’ in Rome.320 A worse fate befell the collection of Enrico di Borbone Bardi who was a 

member of the house of Hapsburg. On his travels around Asia beginning in September 1887, 

Bardi collected 17-20,000 items of which approximately 8-10,000 were Japanese. After his 

death, his widow offered the collection for sale to the Italian government but it was not 

responsive, so it was sold through the Viennese auction house Trau.321  

 
The late nineteenth century was the Golden Age for European, American and British colonial 

collections of Japanese art; however those collections which survive today did so because 

they became the focus of well planned and well funded private museums or were donated 

to public museums.  

 
Some private collections were dissipated, as in the case of Edmond de Goncourt, due to a 

conscientious avoidance of museums.  De Goncourt in his Journals laments what is to 
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become of his collection. Having lunched at Henri Cernuschi’s (1821-1896) purpose-built 

home-museum with its own Buddha Hall (fig. 40), de Goncourt was critical of the coldness of 

the ‘Louvre museum effect’ where the objects looked ‘malheureux’.322 In 1896 when 

Cernuschi died, the Buddha Hall became a mausoleum to Cernuschi, bringing to reality de 

Goncourt’s concerns.  

  

Fig. 40 
Catafalque of Henri Cernuschi in the bronze room of the Musée Cernuschi with the Buddha Amida from the 
Banryuji.  
Archives of the Musée Cernuschi  
 

 
Pour les objets que j’ai possédés, je ne veux pas après moi de l’enterrement dans un 
musée, dans cet endroit où passent des gens ennuyés de regarder ce qu’ils ont sous 
les yeux. Je veux que chacun de mes objets apporte à un acquéreur, à un être bien 
personnel, la petite joie que j’ai eue en l’achètant 323      

 

William Anderson, the British yatoi, was also confronted with the problem of disposing of 

his collection. In letters between Anderson and the British Museum, we can discern the 

politics of convincing curators or keepers in public museums to take on large privately 
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formed collections. Anderson appealed to national pride warning that there could be a 

‘probability for sale …  in the art world of Paris and America, but I should naturally prefer 

that the collection should remain in England’.324 He offered full documentation to 

accompany what ‘is the largest collection in Europe’ of paintings, scrolls and books. 

 

Augustus Wollaston Franks, Keeper of the Department of British and Medieval Antiquities 

from 1866 to 1896, recognised the artistic importance of the offer as well as ‘representing a 

very peculiar condition of life, now rapidly disappearing’.325 Franks pronounced that the 

rarity and extent of the artists and schools represented in Anderson’s collection, ‘places the 

position of Japanese art in quite a different light from that usually entertained’ and that the 

Chinese works were so rare they would not be available in China having been preserved in 

Japanese temples.326            (See Appendix 5) 

 

Sensing European rivalry, Franks pointed out to the museum trustees that ‘A well known 

Paris dealer, Mr Bing, is … anxious to secure the collection as is M. Duret the friend and 

adviser of M. Cernuschi’.327 Mr George William Reid, Keeper of Prints and Drawings 

recommended the purchase for £3,000 to the Museum Trustees noting that many of the 

works displayed the ‘exquisite refinement of the masterpieces of Holbein’.328 He also 

recommended that Sir Frederick Leighton, a Trustee of the British Museum, be consulted.329 

These internal letters between Museum Keepers map the developing curatorial expertise in 
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Japanese art at the British Museum; the Keepers, trained and steeped in Western art 

conventions, struggled to appraise the connoisseurship of Anderson’s collection but were 

receptive to view it as Fine Art equal to that produced by Western masters. The successful 

purchase of Anderson’s Japanese and Chinese collections reveals the growing institutional 

awareness of connoisseurship in Japanese (and Chinese) art in Britain in 1881, preceding 

Charles Freer and the Boston Museum of Fine Arts by a decade or more.  

 

Anderson’s documentation, subsequently published in the book Pictorial Arts of Japan was 

however, ‘largely revised by subsequent curators’ in particular Kohitsu Ryōnin (1875-1933) 

an official of the Imperial Tokyo Museum posted to the British Museum in March-April 

1902.330 Museum curators without direct experience or training in the field of Japanese art, 

depended on their subjective curatorial senses, and in effect, like their curatorial 

counterparts in the colonies, relied on the donors or agents to provide expertise. This was 

often flawed. Even Freer, for all the resources at his disposal, complained of being taken in 

by ‘copyists’.331 

 

In the open market place, conspiracy theories abounded. For example, Hayashi Tadamasa in 

Paris has been accused of bleaching prints in the sun in order to satisfy European tastes for 

faded colours.332  Likewise, accusations have been levelled against him of denuding Japan of 

all its quality prints. Segi Shinichi, however, defends Hayashi as a ‘genuine researcher and a 
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man of integrity’. 333 Such controversies are couched in the pall hanging over discussions of 

Japanese art of this period that Japan was being plundered of its heritage. These concerns 

are discussed in Part 2 of this thesis.   

 

The South Kensington Museum which began acquiring pieces as early as 1852 when it 

bought modern Nagasaki lacquer ware, did not have specialised curators until the 

appointments of Edward Fairbrother Strange (1862-1928) and A.J. Koop (1877-1937) some 

forty years later.334 Strange specialised in lacquer ware, prints and books, Koop focused on 

metal-work and textiles.  

In 1893 Strange catalogued the museum’s Japanese print collection and took a broad 

interest in printing processes and applications. The following year he wrote an article for 

The Studio magazine on stencilling and included Japanese katagami stencils which were 

influencing industrial designs.335  He also published Japanese Illustration: A History of the 

Arts of Wood-cutting and Colour Printing in Japan in 1897. 336  His expertise had a direct 

impact on the print collection of the National Gallery of Victoria. (See Part 4)  

 Like most museums, the South Kensington Museum relied on provenance to authenticate 

objects or commissioned ‘experts’ who made purchases on its behalf. Sometimes the 

provenance was impeccable. For example, it received from Queen Victoria, a descendant of 

the Prussian Augustus the Strong, a collection of Imari porcelain formerly in the Japanese 
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Palace in Dresden as well as an assortment of diplomatic gifts received from the Shogun 

Tokugawa Iemochi in 1860.  

 
In the case of commissioned experts, the South Kensington Museum director Phillip 

Cunliffe-Owen arranged the purchase in 1876 of an ‘historical collection’ of Japanese 

ceramics through Sano Tsunetami, a statesman and leading identity in Japan’s involvement 

in exhibitions.337 The collection of 216 ceramics was displayed at the 1876 Centennial 

Exhibition in Philadelphia and cost the museum the princely sum of £1,000.338  

 
This purchase which pre-dated the appointments of the Keepers, Edward Strange and A.J. 

Koop, was catalogued by Augustus Franks of the British Museum. It was published as 

Japanese Pottery: Being a Native Report in 1880.339 Franks represents the shift in curatorial 

paradigm taking place in British museums as interest in Japanese art grew. Having started to 

work in the British Museum in 1851, by the end of the 1860s Franks had assembled 

collections of Japanese ceramics, 1400 netsuke, 700 tsuba sword guards as well as later in 

1886 playing a key role in negotiating the purchase of Dr William Anderson’s collection of 

paintings.340  

 
In cataloguing the ceramics purchased in 1876, Franks relied upon translations of 

publications written by Ninagawa Noritane who several years later would be of great 

assistance to the American collector and ceramics expert, Edward Morse.  
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The 216 ceramics, some of which purportedly dated from the fourteenth to the eighteenth 

century, came from the districts or represented the styles of Bizen, Karatsu, Seto, Shigaraki, 

Shino, Oribe, Hagi, Hizen, Satsuma, Kyoto, Raku and Tokyo. They were mostly tea utensils 

and figurative objects and were according to Jahn, of ‘mediocre quality and given dates that 

have not withstood scholarly scrutiny’.341 The highly decorated modern pieces cost more 

than the older ‘authentic’ and plainer tea utensils, reflecting the commonly held Meiji era 

perception that things modern were more desirable than old.342 Gregory Irvine documents 

that a ‘splendid Bizen mizusashi’ (fig. 41) cost 9 shillings (£200 today); an incense burner by 

Ninsei (fig. 42) and a raku teabowl by Hon’ami Koetsu (fig. 43) were each approximately 

£530 (today’s equivalent) while a pair of modern vases cost the equivalent of £5,000.343  

   

Fig. 41 
Fresh water jar mizusashi, 1590-1630  
Bizen Stoneware, thrown and partially sculpted, with natural ash glaze 
Victoria and Albert Museum  
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Fig. 42 
Incense Burner in the shape of a conch shell  
Stoneware with clear glaze and stippled underglaze iron decoration  
Stamped mark Ninsei  
Victoria and Albert Museum  
 

 
Fig. 43 
Tea bowl, Kyoto, 1610-1637  
 Raku ware with black glaze 
Hon'ami, Koetsu (attributed to), (1558-1637) 
Victoria and Albert Museum  

 

By 1886 the Japanese collection of the South Kensington Museum numbered 2,500 items.  

Many attributions of objects have subsequently been found to be exaggerated. For example, 

in 1875 A.B Mitford, the British author and diplomat in Japan, sold an iron eagle (fig. 44) 

attributed to ‘Myōchin Munehara the notable 16th century metal-worker’ to the museum 

for the exorbitant price of £1,000.344 It was examined and pronounced by Professor J.J. Rein 

of Bonn to be a contemporary Meiji piece with no inscription.345 Nonetheless it took pre-

eminence over the genuine nanban Mazarin Chest (fig. 8) which was purchased seven years 

                                                 
344

 Equivalent £450,000 today according to Gregory Irvine, from whom other values quoted have been taken. 
345

 Irvine p. 82; Rein was author of  Japan: Travels and Researches (1888) and The Industries of Japan (1889) 
Hodder and Stoughton, London; Both books were in Samuel Way’s library.  

http://collections.vam.ac.uk/item/O18898/incense-burner/


122 

 

later in 1882 for £772 and which did not rate a mention in the 1885 South Kensington 

Museum Guide: such was the emphasis by the museum on modern pieces.346  

 

Fig. 44 
Incense burner koro 
Hammered iron, c. 1860 
Victoria and Albert Museum  
 

Hayashi Tadamasa also volunteered his services to the South Kensington Museum in 1886 to 

review and revise its catalogue of Japanese items. A ceramic piece, believed by the museum 

to be eighteenth century and bought for £30 (£20,000 today), was described by Hayashi to 

be by Makuzu Kōzan, the contemporary potter.347 He deciphered the signatures of nine 

large carved ivory figures for which £300 (£140,000) had been paid.  However Hayashi 

described two cloisonné natsume as being in the style of Namikawa Sōsuke, when in fact, 

they are by Namikawa Yasuyuki of Kyoto. As Irvine suggests cloisonné was such a recent 

addition to Japanese markets that the knowledge of techniques and artists eluded not only 

foreigners, but also a person of Hayashi’s expertise. 348  
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The South Kensington’s experiences highlight the difficulty, given the best available experts, 

of nineteenth century connoisseurship. Modern was deemed more desirable than antique, 

this may account in part at least, for a subsequent downturn in valuing pieces acquired 

during the Meiji era.  

  

Had James Lord Bowes of Liverpool, the self appointed writer and connoisseur of Japanese 

art, travelled to Japan  he  would have witnessed the workshops of artisans churning out the 

objects he was collecting and he might have been spared the public criticism for his lack of 

scholarship.  He attributed authenticity to cloisonné pieces which he described as sixteenth 

century, when cloisonné in the form he was collecting, had only commenced production in 

Japan from the early nineteenth century.349  Collectors such as Samuel Way looked to Bowes’ 

Keramic Art  as well as Japanese Enamels for advice.  

 

Bowes’ critics, the ‘experts’ Morse and Brinkley have also been subsequently criticised. 

Morse’s role as an observer of Meiji Japan and his contributions to zoology and marine 

biology in Japan are unquestioned, but Morse’s vast collection of ceramics in the Peabody 

Museum is, according to Joe Earle, held in ‘generally low estimation’ despite the supposed 

advice he received from the antiquarian Ninagawa Noritane whose ‘dubious knowledge and 

connoisseurship … have yet to be probed’ according to Ellen P. Conant in Challenging Past 

and Present.350 Connoisseurship proved to be very elusive for foreigners and Japanese alike. 
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Fig. 45 
Michael Tomkinson’s collection, photo  

 

Displaying collections or recreating an ambience for Japanese art was equally quixotic. The 

English collector Michael Tomkinson and de Goncourt lived with their collections in glass 

cabinets in a cluttered interior typical of the times (fig. 45). Menpes tried to fuse the 

Japanese aesthetic with the West in a domestic setting in order to make his small collection 

habitable. The Queenslander Judge Paul created the ultimate authentic display of Japan by 

importing a house and interior. Yet these efforts are peripheral to the issues of display 

within a nineteenth century museum context. A good case to consider is once again, that of 

James Lord Bowes who opened a Museum of Japanese Art in 1890 which housed his private 

collection and was visited by 11,299 people in the first five days of its opening. The New 

Zealander Joseph Kinsey owned a copy of the guide book to the Bowes Japanese Museum 

which contained a floor plan (fig. 46). 

 

 As evidence of the museum display, the floor plan indicates that Bowes followed a 

taxonomic layout grouping items by media, and then into subsections of age, style and type. 
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The exhibits were organised into the categories of pottery, swords, lacquer, bronzes, ivory, 

embroidery and paintings and screens. Pottery displayed in twenty-two cases was classified 

and grouped into Kyoto, Kaga, Owari and Satsuma pottery.  Paintings were placed within 

schools: Kanō, Chinese, Tosa, Sesshu, Ukiyo and Shijō. In addition to the display of lacquer 

items, ‘lacquer processes’ explained its manufacture. Bowes’ museum also contained 

cabinets showing ‘Tokugawa relics’ as well as ‘ancient works’.  

 

Objects were arranged by media ‘in their historical sequence’ with explanations of their 

‘stories, meanings and superstitions’.351  The underlying purpose of his display was to 

educate the public; the displays were cramped and didactic reflecting the curatorial 

approach of main stream museums like the British Museum that Bowes was no doubt 

familiar with. He made no attempt to engage with the Japanese aesthetic of sparseness. 

Ironically, many of the pieces on display in Bowes’ Japanese Museum were of the Meiji era, 

designed to conform to the clutter of late Victorian tastes.    
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Fig. 46   
Floor-plan of the Bowes Museum in 1897  
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Not dissimilar from public programs organised by today’s museums, Bowes  extended the 

collection’s didactic purpose by incorporating a ‘Fancy Fair’, a public event where in the 

manner of earlier Japanese Villages, there were ‘Japanese stalls, native workmen, native 

craftsmen engaged in the arts and trades of embroidery, painting, woodcarving and bamboo 

working’.352 

 

In circumstances similar to other large collections in Europe, when Bowes died, his family 

encountered financial problems and approached the Victoria and Albert Museum 

(previously South Kensington Museum) to purchase the collection as a complete entity. The 

offer was refused and in 1901 the collection was dispersed at a public auction which lasted 

ten days.353 

 

Joe Earle in The Taxonomic Obsession laments that curatorial expertise in Japanese art or 

engagement with Japan was lacking in nineteenth century British museums in comparison 

to the North Americans, especially the Bostonians. British curators or keepers were driven 

by a ‘taxonomic obsession’ to classify Japanese art on Western terms, and generally were 

slow to respond to the Japanese aesthetic. Augustus Franks at the British Museum never 

travelled to Japan and purchased Japanese objects locally or in Europe.354 The specialist 

curators appointed to the Victoria and Albert Museum, A.J. Koop, Keeper of Japanese 

metalware and Edward Strange, Keeper of prints, appear not to have travelled to Japan in 

an official capacity at least, and also relied on European sources for acquisitions.355 Earle 

concludes that British curators like Koop and Strange limited their focus to the Edo period 
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possibly avoiding modern Meiji pieces, while other commentators like Alcock or Bowes, 

were more easily convinced by Japanese technical virtuosity than by aesthetic engagement 

or authenticity.  In these respects the British differed from the broader interests of the 

Japonistes in France and the Americans.    

 

The North American contributions to museology and scholarship of Japanese and East Asian 

art in general, arose from the serendipitous combination of like-minded wealthy collectors 

and scholars. With few exceptions, public collections of Japanese art in America, Europe and 

the British colonies grew out of private benefaction and so reflected the private tastes of 

collectors. These were, as in Australia and New Zealand, predominately the applied arts: 

lacquer, ceramics, metalware and sculptural pieces such as netsuke.  The collecting of 

printed materials, Buddhist works, screens, paintings and calligraphy provided the areas of 

demarcation in tastes and knowledge.  

 

In Australia, the acquisition of objects depended on the donor. At Sydney’s Technological 

(Powerhouse) Museum established to display the applied arts, the superintendant Joseph 

Maiden, a  botanist by training, recommended the purchase of Julian Tenison Woods’ 

collections noting the inclusion of ‘a small museum of religion’ as well as many applied 

objects.  Maiden’s lack of connoisseurship was camouflaged by the significance and status 

of the collector, Tenison Woods. He judged the ‘articles eminently suitable for this museum, 

[as they] cannot for the most part be purchased in shops but can only be acquired by the 
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intelligent traveller’.356 No other criteria seem to have been called upon. Connoisseurship 

and acquisition criteria were subverted by the status of the donor.  

 

Like some collectors two to three hundred years previously who sought to unravel the 

technological secrets of porcelain and lacquer, nineteenth century museums were 

motivated to seek Japanese ‘applied arts’ as models for the improvement of European 

design and technology.  This motivation coalesced with the emergence of museums of 

applied art.357 The Japanese responded accordingly.  

 

Japanese trade companies and entrepreneurs, often acting on incentives offered by the 

Japanese government,  supplied overseas markets with applied arts through international 

exhibitions, retail outlets and occasionally, as in the case of the Art Galleries of New South 

Wales and Western Australia,  directly to museums. It was in the Japanese national interest 

to perpetuate the myths of ‘old Japan’ in order to advance economically as well as to 

achieve the ultimate aim of the repeal of the ‘unequal treaties’. The disjunction between 

Japan’s modernity and the museum effect of the mania for the ‘queer and quaint’ will be 

explored in Part 2 of this thesis. 
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Part 2  Japan:  Seeking  Bunmei Kaika ‘Civilisation and 
Enlightenment’  Through Art  

The average Westerner, in his sleek complacency, will see in the tea ceremony but 
another instance of the thousand and one oddities which constitute the quaintness 
and childishness of the East to him. He was wont to regard Japan as barbarous while 
she indulged in the gentle arts of peace: he calls her civilised since she began to 
commit wholesale slaughter on Manchurian battlefields.  Okakura Kakuzō 358  
 
 

This biting quote comes from one of Japan’s greatest and most vocal art historians Okakura 

Kakuzō (1862-1913) who was raised and educated in the turbulence of the revolutionary 

Meiji era. Okakura became the voice of traditionalists and was promoted to almost cult 

status amongst the international art collecting fraternity. While he profited, he also lost 

what foreigners were fearful of losing: ‘Old Japan’. By 1906 when Okakura wrote The Book 

of Tea, Japan’s determination to secure ‘civilisation’ was manifested in the rise of militarism 

and the defeat of two political giants, China and Russia. Japan was respected by the West 

while increasingly feared in Australia, which was feeling vulnerable and ill at ease with 

Britain’s ability or resolve to provide security. Japan’s endeavours to achieve ‘civilisation and 

enlightenment’ had gone full circle from aggrieved victim to potential aggressor. 

 

Part 2 of this thesis will consider how Japan directed the arts, particularly the applied arts, 

to prove that her ‘civilisation and enlightenment’ was equal to that of any Western country. 

This aspiration, which underpinned the dynamic modernisation of the Meiji era (1868-1912), 

fired well organised strategies to engage with the world through the arts.  It will be argued 

that the exhibitions hosted by the Australian colonies in 1875, 1879 and 1880, and 

supported by the attendance of Japanese government representatives, provide a mirror on 
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the extent and complexity of Japanese sponsorship of the applied arts as part of the 

implementation of bunmei kaika. 

 

2.1 ‘Civilisation & Enlightenment’ Bunmei Kaika 文明開化 

 

The bunmei kaika ‘civilisation and enlightenment’ movement had its origins in the decade 

prior to the ascent of Meiji as Emperor.359 The Confucian term bunmei assumed new 

nuances of ‘civilisation’ in the social revolution triggered by the Meiji Ishin or ‘Restoration of 

the Emperor’ in 1868.360 The Shogunate, weakened domestically by famines and poor 

economic management, and externally by foreign encroachment, had already tentatively 

begun to broach ‘civilisation’ on Western terms. 

 

Paradoxically, it was a reaction against foreigners and western civilisation which led to the 

removal of the Tokugawa Shogunate in the sonnō jōi movement ‘Revere the emperor, expel 

the barbarians’.361 On 19 November 1867, the last Shogun Tokugawa Yoshinobu (1837-

1913) abdicated in favour of the fifteen year old Emperor Mutsuhito. This youth would be 

the figurehead of modernisation throughout his reign of over forty years. His supporters, 

who had initiated anti-foreign campaigns in their domains, pragmatically changed direction 

as they understood the futility of their resistance.362 Emperor Meiji would be promoted as 
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the symbol of modernity and the catalyst of innovation and progress. He himself clearly 

understood his role as the lynchpin to modernity proclaiming the need for ‘progress’ in a 

letter to his people on the day of the promulgation of the Charter Oath.363  

 

Modernity was implicit in the name selected for the reign of the Emperor 明治 Meiji, 

‘enlightened government’. Slogans and rhetoric further emphasised the civilising intent of 

the new government. The concepts of 文‘culture’, 明‘bright’, 開‘opening’ 化‘ change’ 

encapsulated 文明開化 ’enlightened civilisation’ or ‘civilisation and enlightenment’.364 

Bunmei kaika provided the mantle for ideological engagement with Western modernity 

whereby radical social and economic structures would be instituted to create a ‘new’ Japan 

capable of functioning as a world power.  

 

The aims of bunmei kaika, predicated on the growth of military and industrial technologies, 

were fuelled by the slogans shokusan kōgyō ‘increasing production and promoting industry’ 

and fukoku kyōhei  ‘rich nation, strong army’.365 The ‘civilisation and enlightenment’ being 

sought, was borne from a deep sense of indignation arising from the ‘unequal treaties’ 
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granted to encroaching foreign powers from the years 1854-58.366  If Japan could 

successfully emerge from its feudal cocoon and embrace the values of Western civilisation, 

its territorial sovereignty would be respected and the humiliating treaties rescinded.367  

 

Great Britain and France, the great imperial colonisers, were viewed as the best models of 

‘civilisation and enlightenment’ and were referred to as 大文明大開化の国 Daibunmei 

Daikaika no Kuni ‘Countries of great civilisation and great enlightenment’.368  The Meiji 

government selectively looked abroad to implement changes: Britain for commerce and 

ship building, France for civil law, United States for communications and agriculture, 

Germany for political science.369   

 

Britain enjoyed a higher profile in Meiji Japan than other world powers. This was not 

entirely due to Britain’s benevolence towards Japan. Britain controlled forty percent of 

Japan’s trade and most importantly it could veto treaty negotiations initiated by Japan with 

other countries. In 1894 the Anglo-Japanese Treaty of Commerce and Navigation began the 

process leading to the repeal of the ‘unequal treaties’ and in particular the issue, most 

vexing to the Japanese, that of extraterritoriality. It was not until 1899, however, that British 

subjects residing in Japan could be tried under Japanese law.  

                                                           
366

 Commencing with the arrival of the American ‘Black ships’ 1853 and the treaty of Kanagawa 1854, the 
treaties could only be revised through ‘mutual’ agreement with each of the dozen Euro-American treaty 
powers.  
367

 For the conditions of the treaties see Perez, Louis ‘Unequal Treaties and Abolition of Extraterritoriality’ in 
Hardacre, Helen & Kern, Adam (ed.) New Directions in the Study of Meiji Japan Leiden, The Netherlands, 1997 
pp. 320-334. 
368

  Nichinichi Shinbun no 836, 29 October 1874, Tokyo: Wittner David Technology and the Culture of Progress 
in Meiji Japan, Routledge, London, 2007, p. 8.   
369

 For more complete list see Burks, Ardath (ed.) The Modernizers: Overseas Students, Foreign Employees, and 
Meiji Japan, Westview Press, USA 1985 p. 151. 



134 
 

 

Britain offered a model for Japan to emulate on several levels.  It was a constitutional 

monarchy unlike the republics of the United States and France which were also trying to 

exert influence. In very practical ways Britain aided Japan’s quest for bunmei kaika. It 

provided the largest number of foreign advisers oyatoi gaikokujin to participate in 

modernising its industries and government institutions. In an 1875 publication Meiji no 

hikari (The light of Meiji ), a propaganda reference to Genji Hikari the hero of the iconic 

Japanese novel by Murasaki Shikibu, Genji Monogatari,  the author Ishii Nankyo praised 

Britain as ‘the champion of the West’.370  Britain awakened Japan to the benefits of world 

fairs and the establishment of museums. Alice Yu-Ling Tseng in The Imperial Museums of 

Meiji Japan emphasises Britain’s importance in these areas:  

Victorian Britain elicited arguably the most interest from early Japanese travellers to 
the West, especially in view of its prominence in promoting world’s fairs and 
innovative museum practices – both roles being reflective of the vast extent of British 
political and commercial influence in the second half of the nineteenth century.371

  
 

In the early decades of the Meiji era through to the 1880s when the bunmei kaika 

movement was at its zenith, Japanese society was dramatically transformed. Fiefdoms or 

han were dismantled, a centralised national bureaucracy was created, the army and navy 

were modernised and replenished by the introduction of compulsory military service, a 
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money economy was established as was compulsory education, and the long standing anti-

Christian policy was repealed.372  

 

The pursuit of ‘civilisation and enlightenment’ was the tour de force of the Meiji era (1868-

1912) but the traumatic shift in paradigm which resulted was deeply resented in many 

quarters of Japanese society, as well as amongst foreigners, who mourned the passing of 

the lost paradise of ‘Mikado land’. A reaction against the social consequences of bunmei 

kaika became a feature of the latter decades of the Meiji era when there was an 

overwhelming revival of cultural traditions. During the Shogunate, neo-Confucian society 

eschewed commercial activities. Under the umbrella of bunmei kaika, capitalism, 

technology and science were endorsed and underpinned new enterprises including the 

resuscitation and promotion of the arts and crafts.  

 

The commercial and political benefits of bunmei kaika found support amongst liberals and 

conservatives who were attracted to Herbert Spencer’s theories of Social Darwinism and 

‘Survival of the fittest’.373 Between 1877 and 1900 there were thirty two translations of 

Spencer’s theories promoting progress through laissez faire capitalism and individualism. 

Spencer’s advice was sought by the Meiji government on the Meiji Constitution.374  Fuelled 

by the belief that progress was also racially based, Social Darwinism in Japan became 
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enmeshed with issues of ‘racial purity’ or eugenics and national polity or kokutai thereby 

giving Japan a pseudo-scientific and biological legitimacy to acknowledge the uniqueness of 

the Emperor’s Yamato bloodline.375  This self-view reached a crescendo when the racial 

equality clause proposed by Japan to the League of Nations in Paris in 1919 was rejected 

due to the urging of the Australian Labour Prime Minister William (Billy) Morris Hughes 

(1862-1952). This was a crushing blow after decades of tortuous modernisation, the 

ideological effects of which Richard Storry summarised as:  

Darwinism while roughly apprehended was in the ascendant. Confucius, for the time 
being was out of fashion. Patriotism was understood as being consistent with the 
survival of the fittest. Weakness, in a word, was unJapanese.376 
 
 

An important advocate and, indeed author of the term bunmei kaika was the intellectual 

and political theorist Fukuzawa Yukichi (1835-1901). A native of the Nakatsu domain Kyushu, 

he was schooled in Confucianism and the Chinese classics and was also a trained interpreter 

of Dutch and English. Fukuzawa accompanied the first Japanese delegations to the United 

States in 1860, Europe in 1862 and travelled again to the United States in 1867.377   

 

Impressed by Western superiority and convinced of the capacity of Japan to advance, 

Fukuzawa wrote Bunmeiron no Gairyaku (An Outline of the Theory of Civilisation, 1875) in 
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which he advocated that Japan should pursue ‘the universal law of progress’ and 

independence of thought free from the ‘mental slavery’ of Confucianism.378  

 

Faced with the dilemma of translating concepts unknown in the Japanese language and 

unsullied by Confucianism, he appropriated bunmei from the nengō or era name (1469-

1487) of Emperor Go-Tsuchimikado (1442-1500) who ruled when Higashiyama culture was 

established in Kyoto following the Onin wars. He took kaika from the name of the Japanese 

Emperor Kaika (157-98 BC).379   

 

Fukuzawa became the popular voice of bunmei kaika and interpreter of the West through 

his many publications and lectures. In 1876 his Gakumon no Susume ‘Encouragement of 

Learning’ which sold 3.5 million copies, argued that Japanese society was ‘diseased after 

centuries of feudal tradition and oppression’.380 The extreme demands of reform and 

assimilation to Western civilisation required by Japan were likened by Fukuzawa to ‘the 

meeting of the hottest fire with the coldest water’. He warned: ‘And because the civilisation 

of the West too, is advancing constantly, our people will be vying with it in a race with no 

end’. 381 
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Learning from overseas was an important strategy, one that was endorsed by Article five of 

Emperor Meiji’s 1868 Charter Oath that stated ‘knowledge shall be sought throughout the 

world’.382 Cultural and technological transmission was developed by sending Japanese 

students overseas to study, and by receiving foreigners to live in Japan as advisers or oyatoi 

gaikokujin.  

 

From 1861-68, the last years of the Shogunate, about 110 students  from the Satsuma and 

Saga domains in Kyushu, and Chōshū domain in present day Yamaguchi prefecture southern 

Honshu  went to  Europe, for the most part illegally.383 Travel overseas to treaty countries 

only became legal from 23 May 1866. From 1868-1874 approximately 575 Japanese 

students travelled abroad mainly to the United States and Britain.
 384

 For those Japanese 

who were given the opportunity, many returned to become the leaders and innovators of 

the Meiji era. 

 

Several notables shaped the production and preservation of Japanese arts. Inoue Kaoru 

(1835-1915) from Chōshū studied naval technology in Britain in 1863 and became Japan’s 

Foreign Minister in 1879. He was also an art collector. Machida Hisanari (1838-1897) of 

Satsuma spent two years in Britain from 1865 investigating the South Kensington and British 

Museums, and was appointed the first Curator of the Imperial Museum Tokyo in 1877. Sano 

Tsunetami (1822-1902) was a prominent member of the Saga domain delegation at the 

1867 Paris International Exhibition, and the government delegation at the 1873 Vienna 
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Exhibition.  As Minister of Finance, Sano instituted structures to establish museums and to 

promote and produce Japanese ‘applied arts’. 385   

 

It is a consistent feature of the Meiji modernisation that educational and political leadership 

was exercised by ex-samurai and officials from the Satsuma, Saga (Hizen) and Chōshū 

domains or han of Kyushu and Southern Honshu. Throughout Japanese history these 

southern provinces had negotiated with the outside world. The first contacts with foreigners 

from Korea, China and the West, and the export of Japanese porcelain and lacquer had, 

after all, been via their ports.  

 

They initiated the overthrow of the Shogunate and the restoration of the Emperor.386
  The 

murder in 1863 of the English trader, Charles Richardson, and the attack on foreign ships in 

the harbour of Shimonoseki under the banner of the ‘Revere the Emperor, expel the 

Barbarians’ sonnō jōi movement, and later the 1877 uprising against the Meiji government 

by the disaffected samurai leader Saigō Takamori (1828-1877) had also been hatched in 

these domains.387 Their power was such that in deference to their political importance, the 

Emperor, having quelled the 1877 uprising, had to acknowledge Saigō’s status not as a 

traitor, but as a hero, by erecting a statue of him in Ueno Park, the symbolic heart of Meiji 

modernity.  
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Emperor Meiji actively promoted education as the key to modernisation and made frequent 

visits to schools and technical training schools. He specially took interest in agricultural 

training as ‘the foundation of the nation’ visiting Komaba Agricultural School, the forerunner 

to the Faculty of Agriculture of Tokyo University, on 24 January 1878. 388 At this time John 

Daniel Custance, the future Principal of Roseworthy Agricultural College, South Australia 

was a staff member.  

 

The Emperor, a poet as well as a Confucian scholar, used agriculture metaphorically in a 

poem to press the case for foreign learning and civilisation. From the seedlings of each 

foreign country, one’s own garden would be enriched:  

           Wa ga sono ni   Here in my garden 
Shigeriaikeri   They have grown in profusion- 
Totsukuni no   because I planted 
Kusaki no nae mo  and cultivated seedlings 
Ōshitatsureba   of plants and trees from abroad 389 
 
 

By 1868 two hundred Westerners had been employed in Japan.390 After 1868, the numbers 

of foreign advisers or yatoi increased to approximately 3,000.391 They received considerably 

higher salaries than Japanese nationals and were an expensive resource. Many made 

significant and long lasting contributions by teaching languages, imparting technical 

knowledge or advising newly established government or semi-government departments as 

diverse as the Council of State, the Imperial Household, Finance and Agriculture.  
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The Kaitakushi (Department for the colonisation of the island of Hokkaido or Yesso) was set 

up to administer the development of Hokkaido (formerly Ezo) and from 1875, the Kuril 

Islands.392 It was the employer of the yatoi John Daniel Custance who, when his contract 

expired, came to Adelaide bringing art objects with him.393 The Department established 

Agricultural Colleges at Sapporo in Hokkaido and Komaba in Tokyo where Custance taught 

the theory and practice of agricultural management.394  

 
 
The yatoi system formally ended in 1899, though many foreign workers remained and new 

applicants continued to arrive to work in Japan. Of all the nationalities represented, Britain 

accounted for the largest number of advisers.395 However, as  a reflection of Britain’s 

colonial empire, for the purposes of Japanese records, ‘British’ included Australian and New 

Zealand colonists such as the already mentioned Alexander Marks, John Reddie Black  and 

James Murdoch  as well as South Australians John England (1824-1877) and Wilfred Hack 

(1843-1923).396 

 
 

Most advisers, no matter their nationality, could not resist the lure of the ‘curio’ shops 

proliferating in the treaty ports. 397 Serendipitously they made many purchases which they 

subsequently took home, not knowing whether things were old or new.  
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2.2 Japanese Modernity and the Arts  

   

With the Meiji Restoration and the subsequent demise of the feudal ranks of Shogun, 

Daimyo and Samurai in the 250 han or domains, time-honoured sources of patronage for 

the arts and crafts came to an end.398 Han had developed craft specialties which were 

integral to their specific economies and identities. Technological specialisations of porcelain 

or silk production for example, had been closely guarded: potters or ‘colour painters’ 

akaeshi had been confined to their villages and travel was restricted to avoid technological 

espionage.399 

 

 The old established schools of artisans such as the Kanō school of painters or the Kajikawa 

lacquer artists received greatly reduced commissions. In 1876, the ban on samurai wearing 

swords further exacerbated the drop in demand for specialists in lacquer, silver and gold 

decoration. Japan was at risk of losing a generation of its artists and craftsmen.  

 

Artisans employed in Buddhist temples: woodcarvers, bronze casters, metal-smiths, 

stonemasons, carpenters and painters also suffered a downturn. This was due to the 

accumulative impact of two policies:  haibutsu kishaku ‘destroy Buddhism’ which had from 

the mid-Edo period resulted in vast numbers of Buddhist temples being ransacked or 
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 Conant suggests this breakdown of patronage was worse in Tokyo and not so pronounced in centres such as 
Kyoto: Conant, Ellen  Nihonga: Transcending the Past: Japanese-Style Painting, 1868-1968 The Saint Louis Art 
Museum, St. Louis, Missouri,  1995, p. 16  
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 Morris-Suzuki outlines the manufacture and secrecy imposed on the manufacture of Arita porcelain as a 
case in point:  Morris-Suzuki, Tessa  The Technological Transformation of Japan from the Seventeenth to the 

Twenty-first Century Cambridge University Press, Melbourne 1994,  pp.  28-31. 
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destroyed, and shinbutsu bunri the separation of Shintoism and Buddhism by decree of the 

Department of Divinity Jingikan in 1868.400    

 

In the treaty ports of Yokohama, Kobe and Nagasaki, streets of ‘curio’ shops sprang up 

targeting the influx of foreigners. The rapacious ‘globe trotters’ were driven to collect, as 

Guth suggests, with an attitude of ‘before it is too late’, believing that ‘old Japan’ and its art 

were fast disappearing.401 They purchased recently made items in large quantities under the 

mistaken belief that they were capitalising on fire sales of heritage objects from old daimyo 

and samurai families. Some objects, as can be seen in the collections formed by South 

Australian travellers, were old heritage objects. For the most part, collectors from European 

cultural backgrounds were purchasing what was historically familiar to them: ceramics, 

metalware and lacquer. 

 

Pragmatically, the ‘applied or industrial arts’ which had played key roles in local han 

economies were repackaged and revived to play a major role in the policy of Shokusan 

kōgyō  ‘prosperity through industrialisation’. Those crafts long associated with particular 

han or domains became absorbed in the national identity.  

 

The modernisation of crafts kōgei was largely driven by an oligarchy of politicians from the 

old domains of Saga, Chōshū and Satsuma whose porcelain centres of Hirado, Imari and 

Arita had, since the seventeenth century, been centres for design, production and trade 

                                                           
400

 The ‘Destroy Buddhism’ movement began in the mid-Edo period as a response to temples’ excess power.  In 
the Meiji era, temples associated with the Tokugawa family such as Kōfukuji were further targeted. Badly 
damaged or even destroyed temples sold off treasures for repairs: See Graham, Patricia Faith and Power in 
Japanese Buddhist Art 1600-2005 University of Hawaii Press, 2007.  
401
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with international markets. Crucially, they had been members of overseas delegations that 

visited International Exhibitions and were impressed by their diplomatic and commercial 

potential.402  

 

The first of many exhibitions observed by Japanese delegations was in London prior to the 

Meiji restoration. The British Minister in Japan, Sir Rutherford Alcock, had collected 

Japanese arts and crafts and exhibited them in the 1862 Great London Exposition, the first 

large display of Japanese objects seen by the British public since the ‘opening’ of Japan.403 

Fukuzawa Yukichi, a member of the Shogunate delegation in Europe visited and witnessed 

the enthusiastic reaction to the display.  Even in faraway Melbourne The Argus reported on 

the display of Alcock’s Japanese objects.404   

 

Five years later, France extended an invitation to the Shogun for Japan to participate in the 

1867 Paris Exposition Universelle.  The official delegation was led by the Shogun’s younger 

brother, Prince Tokugawa Akitake for whom the exposition provided opportunities to view 

and experience the West. He received personal tutelage from the French artist James Tissot 

and was the subject of a portrait by the artist (fig. 26).  

 

                                                           
402

 Delegations to the United States and Europe visited exhibitions in 1862 (London), 1867 (Paris), 1873 
(Vienna).  
403

 There had been an exhibition at the Gallery of Old Society of Painters in Water Colours in Pall-Mall East in 
1854 of goods brought in by Dutch merchants: Bennett, Terry Japan and the Illustrated London News: 
Complete Record of Reported Events 1853-1899, Global Oriental, Folkestone UK, 2006 p. 6; Alcock had been 
requested by the organisers of the exhibition to organise a display. The exhibition ran for 171 days and 
attracted 6.2 million people. 
404

 The Exhibition of Japanese Collection’, The Argus, 6 May 1862, p. 7.   
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The Saga and Satsuma domains also participated in Paris. The Saga han joined with the 

official Bakufu display. As an act of defiance however, the Satsuma han symbolically 

exhibited separately.405  

 

The number of exhibits in Paris far exceeded those previously on display in London.406 The 

range of Japanese exhibits reflected the centuries-old commercial experience with the 

West: ceramics, lacquer, textiles, but on advice from the French organisers who were 

mindful of the embryonic fascination with Japan amongst French intellectuals, woodblock 

prints and books including fourteen volumes of Hokusai’s manga were also exhibited. 

Watanabe claims that two albums, each containing fifty ukiyo-e paintings by the Utagawa 

school of artists were commissioned especially by the Shogunate, no doubt to satisfy French 

interests in this medium.407 He also estimates that the Saga han, eager to promote Arita 

porcelain from their domain, submitted 66,000 pieces of mainly domestic porcelains while 

the Satsuma clan included items from their protectorate, the Ryūkyū Kingdom.408 

 

While the enthusiastic reaction of the British and the French to Japanese objects at both 

international exhibitions took the Japanese by surprise, the promotion and commoditisation 

                                                           
405

 Watanabe, Toshio High Victorian Japonisme, Peter Lang, Bern 1991 p. 102;  Some sources imply that both 
han displayed separately: See Haga, Toru Communication between East and West in Tōkyō-to Bunka Shinkōkai 
  Tokyō-to Teien Bijutsukan Nihon no  i : Japone ur  no   tsu ( Japanese Sense of Beauty : Source and 
Inspiration for Japonaiserie Tōkyō-to Bunka Shinkōkai, Tōkyō, 1985  p. 20 & Earle, Joe Splendors of Imperial 
Japan: Arts of the Meiji Period in the Khalili Collection, Khalili Family Trust, London, 2002 p. 28. 
406

 Watanabe lists 187 crates from the government, 157 crates from Edo merchants, 506 crates each from Saga 
and Satsuma clans:  p. 106. 
407

 Watanabe, pp. 103-104. 
408 The official display included agricultural scientific objects, teaching aids to Japanese culture, precious 

ceremonial robes, 445 lacquered pieces, 214 pottery items, 190 swords, paper, musical instruments, armour, 
weapons, 2 small boats, 5,600 prints, 240 round and 450 folded fans, paintings and screens : Jahn pp. 48-49; 
The Daimyo of Saga sold 488 vases, 7,500 teabowls, 10,000 plates, 11,000 small rice bowls with lids and 11,000 
large bowls:  Watanabe p. 105; The Satsuma Daimyo displayed using the name of ‘Kingdom of Satsuma-
Ryukyu’: Kreiner vol. 1, p.26 
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of Japanese art was seen to have the potential to raise much needed revenue. During the 

late 1870s to early 90s the ‘applied arts’ accounted for 1/10 of national exports, a 

mammoth effort given that most were made by hand.409
 The Meiji government allocated 

resources to muster experienced artisans, adopt new technologies, establish partnerships 

with private enterprise and to offer subsidies to artisans.  

 

World Exhibitions provided a forum not only to display and sell goods, but also to learn and 

study Western technology. In the case of the arts, they provided opportunities to 

understand Western tastes, to establish museums for the advancement of Japanese arts 

and science as well as to gain an understanding of export demands and price structures. 

Between 1867 and 1910, Japan was officially represented in thirty eight international 

exhibitions, three of which were in Australia.410   

 

Under the aegis of international and domestic exhibitions, Japan cultivated the image of a 

‘civilised and enlightened’ world power. As Joe Earle in Splendors of Imperial Japan notes:  

For about forty years from 1870 to 1910, government sponsorship, coupled on 
occasion with the patronage of the emperor and his family, provided leading 
craftspeople with an almost ideal environment on which to refine the skills they had 
inherited from their Edo-period forebears, and made it possible for them to produce 
the works, of a technical excellence not seen before or since. 411 
 
 

Through the agency of the Kangyōryō (Industrial Promotion Bureau) set up to identify and 

develop industries for export, the Meiji government organised the production and 

distribution of arts and crafts in well coordinated and commercially sophisticated ways. 
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 Satō, Dōshin ‘The Policies of the Meiji Government for the Promotion of the Craft Industries and the Export 
Trade’ in Nasser D. Khalili Collection of Japanese Art, vol. 1 p. 66. 
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Exhibitions were the most effective venues to further Japan’s commercial interests, while 

those which were officially supported by the Meiji government were represented by 

Commissioners who were answerable to the Ministry of Interior and later the Ministry of 

Agriculture and Trade.412 The 1873 Vienna World Fair was the first international exhibition 

supported by the Meiji government.  

 

Exhibitions   Hakurankai   

The Vienna World Fair galvanised Japanese production and distribution strategies. The Meiji 

government, acting on advice from Sano Tsunetami (1822-1902) who had attended the 

1867 Paris International Exhibition on behalf of the Saga domain, founded the Hakurankai  

Jimukyoku (Exhibition Bureau) in 1871 to manage Japanese representation at the Fair.413
  

Okuma Shigenobu (1838-1922) and Inoue Kaoru were chairmen of the Exhibition Bureau 

and Sano Tsunetami was the deputy chairman answerable to the Ministry of Agriculture and 

Trade.414
 The bureau adviser who selected works by the finest craftsmen was Nōtomi Kaijirō 

(1844-1918).415
   Nōtomi is an important figure in the development of design and craft 

education in Meiji Japan, and his work was displayed at the 1879 Sydney and 1880 

Melbourne International Exhibitions.416  Another who played a key bureaucratic role in 

exhibitions and the arts, is Kawase Hideharu (1839-1928) of the Ministry of Finance who 

personally attended the 1880 Melbourne International Exhibition.     
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 From 1871 Ministry of Interior, from 1881 Ministry of Agriculture and Trade: Jahn,  p. 21. 
413

 Hakurankai: term first used 1864 by Shogunate administrator of Foreign affairs, Kurimoto Jo’un when asked 
by the French to appear in 1867 exhibition:  Satō, in Nasser D Khalili Collection  p. 58.  
414

 Okuma was later Minister for Finance, Foreign Affairs and Prime Minister. Okuma, Sano and Nōtomi were 
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 See Fujita, Haruhiko ‘Nōtomi Kaijiro: An Industrial Art Pioneer and the First Design Educator of Modern 
Japan’ in Design Issues vol. 17, no. 2, spring 2001 pp. 17-31. 
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 He exhibited under his own name in Sydney and was involved with the Edogawa Seitōsho (Edo Ceramics 
Manufacturing Company) in Melbourne. 
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The government-sponsored Exhibition Bureau Hakurankai  Jimukyoku, evaluated and 

selected objects for display as well as provided ideas and designs which could be adapted to 

Japanese ceramics, lacquer, textiles and furniture. The Japanese government provided 

560,000 yen funding towards participation in the Vienna exhibition, while artisans received 

a subsidy of 5 yen a month to create works.417 Furthermore, a delegation which included 

twenty artisans was funded to visit the exhibition as well as studios and workshops in 

Europe. This group included Nōtomi Kaijirō and the potter Kanzan Denshichi (1820-90) who 

was also represented in the 1879 Sydney International Exhibition.  

 

The Vienna World Fair, the first exhibition at which Japan’s attendance was purposely 

planned and funded, provided the stimulus for artisanal entrepreneurs and, more 

particularly, an engagement with Western tastes. Vienna also led to the introduction of a 

new lexicon of words in the Japanese language to describe previously unknown linguistic 

concepts such as ‘art’ bijutsu or ‘crafts’ kōgei .418 

 

In the face of Japan’s low level of industrial development, the German yatoi chemist 

Gottfried Wagener (1831-1892) was hired to give technical advice in the lead up to the 1873 

Vienna Exhibition. In his view, exhibitions should focus on technically refined decorative arts, 

what he called ‘handicraft goods’ rather than ‘art objects’.419  Wagener was instrumental in 

the application of new technologies in ceramics, cloisonné, glass-making, weaving and 

                                                           
417

 These figures are quoted by Maeda Taiji in Uyeno  p 111; Satō indicates the cost was 500,000 yen or 0.8% of 
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furniture making. He was also an adviser to the 1876 International Exhibition of Philadelphia 

and the National Industrial Expositions of 1877 and 1881.   

 

From March 1878-81, Wagener worked at the Seimi kyoku (Chemistry School) in Kyoto set 

up by the Dutch scientist and yatoi  Dr. Koenraad Wolter Gratama (1831-1888). 420 There, 

Wagener continued to be involved in modernising Japanese ceramics production at the very 

time of the Sydney and Melbourne exhibitions. His influence was felt on the Japanese courts 

at the Australian exhibitions as he knew, and had advised, many of the contributing artisans 

listed in the catalogues for both exhibitions. These included the potters and decorators 

Nōtomi Kaijirō, Kinkōzan Sōbei, Takahashi Dōhachi, Kiyomizu Rokubei and Kanzan Denshichi.   

 

Wagener, who had visited the London International Exhibition in 1862, accompanied Sano 

Tsunetami and the delegation to Vienna and Europe looking at museums and collecting 

objects for the planned national museum in Tokyo. He may have influenced Sano Tsunetami 

who, on his return from Europe, identified the South Kensington Museum as the model 

most appropriate for Japan. As Tseng notes: 

 The pragmatic and commerce–driven ideology of the South Kensington Museum 
(rather than the elite conservatism of the British Museum) therefore dovetailed neatly 
with the early-Meiji policy of developing technology and expanding trade.421

    
 
 

The connections between museums and exhibitions were apparent. The Museum Bureau 

Hakubutsu Kyoku or ‘office of diverse things’ was set up to jointly supervise exhibitions 
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hakurankai and museums hakubutsukan 422 The semiotic link between the two institutions 

was implicit linguistically as well as administratively from 1873. 423  

 

Setting up Museums:  Hakubutsukan 

Creating applied arts for commercial purposes and having a museum where examples could 

be placed on show for designers and artisans made good business sense. Similarly if arts and 

crafts were being commissioned for the purposes of exhibitions, then it also made sense to 

retain or purchase samples which could be placed at the disposal of the museum for 

didactic purposes. Instances of this tactic can be seen in museums in Japan, Britain and 

Australia.  

 

Sano’s affinity for the South Kensington Museum extended to purchasing for £1,000 on its 

behalf, a representative collection of Japanese ceramics which was placed on display at the 

Japanese Court at the 1876 Philadelphia Exhibition.424 On his trip to Japan the same year, 

Christopher Dresser, acting on behalf of the South Kensington Museum, reciprocated by 

donating to the Tokyo Imperial Museum a collection of English porcelains which the 

American yatoi Edward Morse mentioned seeing amongst other curious realia of Western 

civilisation: 

 

                                                           
422

 The translation of the word ‘museum’ hakubutsukan is attributed to Ichikawa Wataru, a Shogunal envoy 
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In this museum were collections sent from the South Kensington Museum, English 

porcelain and pottery. The cases were gracefully made and the glass was French 

plate. The halls were finished in cedar. Another low building contained a great 

number of objects which were obtained from the Vienna Exposition in exchange 

probably for their own exhibit; toothbrushes, pocket books, soap, penholders, 

knives, and all the familiar things one sees in shops in our country. 425  

 

The nexus between museums and exhibitions bore direct consequences in Sydney when 

Japanese exhibits were donated to the Art Gallery of New South Wales at the conclusion of 

the 1879 International Exhibition.  

 
 
Museums, especially those adhering to the South Kensington model, were viewed as the 

natural companions to exhibitions. The opening of Imperial Museums from the late 1880s in 

Japan easily complied with the civilising aspirations of bunmei kaika serving as ‘sites of 

constructed and idealised national self- images’. 426
  Tokyo’s Ueno Park was considered by 

Sano and Machida Hisanari to be the best location for the new permanent Tokyo 

Museum.427 Previously the grounds of the Tokugawa family temple Kaneiji, it was declared 

public park land in 1873. Ueno Park, in keeping with the South Kensington model, enabled 

the joint facilities of a museum, zoological and botanic gardens and an art school to 

maximise the educational purposes of these public institutions.  
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Fig. 47 
 The Emperor and Empress at the opening of the second Domestic Industrial Exhibition, Ueno Park 1881 
 Centre print of triptych by Yōshū Chikanobu (1838-1912) 
 
Fig. 48 
 The opening of the Fine Arts Building at the second Domestic Industrial Exhibition, Ueno Park 1881 
Centre print of triptych by Utagawa Kunimatsu (1855-1944)  

 

Ueno Park was the site of the first domestic industrial exhibition: the Naikoku Kangyō 

Hakurankai 1877, which was visited and commented upon by the Australian traveller Annie 

Smedley in Nara Hodu.428  In 1881 the second Domestic Industrial Exhibition was held there. 

The opening by the Emperor and Empress (fig.47) is depicted by Yōshū Chikanobu (1838-

1912) in a genre of prints known as (bunmei)  kaika-e celebrating Japan’s progress. The 

exhibition’s Fine Arts Building designed in the hybridised Saracene style by the British yatoi 

architect Josiah Conder became the new Tokyo Imperial Museum with Machida Hisanari as 

its first curator (fig. 48).  
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Machida recognised the importance in a modern society of continuity with its past. He was a 

member of the Jinshin Survey in 1872 of the contents of the Shōsōin repository at Tōdaiji.429 

This survey of four months duration conducted by the antiquarian Ninagawa Noritane 

(1835-82), the painter Takahashi Yuichi (1826-96), Hakubutsu Kyoku (Museum Bureau) 

member Uchida Masao  and pioneer photographer Yokoyama Matsusaburō (1838-1884),  

sought to list objects and places of national heritage importance in Ise, Nagoya, Nara  and 

Kyoto in anticipation of an exhibition at the Tokyo National Museum. 430  The group broke 

the seal of the Shōsōin repository in the presence of the priests of the Tōdai-ji temple on 12 

August 1872. It was the first time it had been opened since the 1830–40s.431  

 

After the demise of the domains and confiscation of temple properties due to government 

policies, Christine Guth observes that these early attempts at cultural preservation were, 

beneath the surface, driven more by the need to resolve issues of ownership than by the 

heartfelt desire to protect heritage. The Jinshin Survey  also enabled  identification of  

articles for display at the 1873 Vienna Exhibition ‘as well as works of art that might serve as 

models for craftsmen producing lacquer, ceramics, textiles, and metal-work for future 

export’. 432  

 

The 1873 Vienna Exhibition was certainly the catalyst for many innovations, but the gains 

flowed through to the Australian exhibitions in Melbourne 1875 and 1880 and Sydney 1879. 

These are the years when the policies of bunmei kaika were at their most potent. The 
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artisans and studios represented in Australia provide evidence of an important transition in 

the growth of design, production and distribution of Japanese applied art in the Meiji era.    

 

2.3 Design, Production and Distribution 
 

The following analysis of Japanese art displayed, donated or collected at the three key 

nineteenth century Australian exhibitions is directed at the ‘applied arts’. ‘Fine art’ in the 

Western sense, was not present in the Japanese Courts, nor did it feature to any noticeable 

extent in Japanese art collections being formed in Australia from the 1870s through to the 

early decades of the twentieth century. An examination of the exhibition catalogues 

confirms the dominance of the applied arts and the growth in numbers of producers and 

distributors engaged in the Japanese decorative arts.  

 

For the Japanese, the Western distinction between ‘fine’ art and the ‘applied ‘arts was perplexing. In 

the Australian exhibitions, it was resolved in part by using ‘fine’ art artists to decorate ‘applied’ arts 

objects and by submitting hand-decorated objects into both the ‘fine’ and ‘manufactures’ 

categories.
433

 

In order to provide exhibitions with a supply of the applied arts and commercial goods in 

general, strategies were put in place to encourage efficient production, improve 

technologies, instruct artisans in design principles that reflected Western tastes, and 

establish mechanisms for marketing and sales. These initiatives which were instituted in 

preparation for the 1873 Vienna Exhibition, involved government departments, technical 

education providers and private entrepreneurs as well as local and regional networks of 
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 There was an ‘oil painting’ submitted by a broker, T. Sasaki of Nagasaki in the Fine Art section of the 1879 
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artisans and workshops. Entrepreneurship was encouraged in the seismic shift from local 

han economies to capitalism on a national scale. 

 

In the transition, government bodies facilitated change. For instance, at the conclusion of 

the Vienna Exhibition, the Alexandra Palace Company, the London-based importing 

company whose art director was Christopher Dresser, requested the purchase of the entire 

Japanese pavilion which had been erected on the exhibition grounds, and its contents.434 

This building was to find a new purpose in the Japanese Village to be set up in Alexandra 

Park, Muswell Hill, London where it was planned to sell Japanese goods.435
 

 
 

The Japanese government considered that this commercial proposal was exceeding its 

sphere of interest, and passed the negotiations for the sale to the tea trader Matsuo Gisuke 

(1837-1902) and art dealer Wakai Kenzaburō (1834-1908).436 In Tokyo in 1874 under the 

supervision of the Exhibition Bureau Hakurankai Jimukyoku, they set up the Kiritsu Kōshō 

Kaisha which was translated on their label (fig. 49) as ‘The First Japanese Manufacturing and 

Trading Co’.437  The company’s attendance the following year at the 1875 Victorian 

Intercolonial Exhibition in Melbourne appears to have been its first significant international 

exhibition.  
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Fig. 49 
 Label for Kiriu Kosho Kuwaisha (Kiritsu Kōshō Kaisha) 

 

The Kiritsu Kōshō Kaisha enjoyed semi-government status supplying a range of arts and 

crafts for international exhibitions including the three Australian exhibitions discussed in 

this thesis: the 1875 Victorian Intercolonial, 1879 Sydney and 1880 Melbourne International 

Exhibitions.438 At the height of its activity it opened retail branches in New York in 1877 after 

the Philadelphia Exhibition and in Paris for the 1878 Exposition Universelle. The Kiritsu 

Kōshō Kaisha employed over eighty office staff and more than sixty craftsmen in addition to 

many sub contractors.439 It owned three large workshops in Tokyo for ceramic painting, 

lacquer manufacture, embroidery, cloisonné enamel, bronze and metal-work.  

 

Many of the best Meiji period craftsmen supplied it with goods from those centres which 

already had a legacy of traditional arts production such as Kyoto, Nagoya, Kanazawa and 

Arita, as well as the treaty port of Yokohama. It commissioned independent and leading 
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 No objects have been identified with the company’s label in Australia thus far. 
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 This number is quoted by Maeda Taiji in Uyeno, p.115 but disputed by Hida ‘company staff rarely exceeded 
20 staff including residents of overseas offices’: Hida, Toyojirō Meiji no  ushutsu Kōgei Zuan : Kiritsu Kōshō 
Kaisha no Rekishi Kyoto Shōin, Kyoto 1998, p. 5; 85 craftsmen are mentioned in Tōkyō Kokuritsu Hakubutsukan 
Meiji  e ain no Tanjō : Chōsa Kenky   ōkokusho "Onchi zuroku", Tōkyō Kokuritsu Hakubutsukan hen, Tokyo 
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craftsmen such as the metal-worker Kanō Natsuo (1828-1898), bronze caster Suzuki 

Chōkichi (1848-1919), lacquerer Shibata Zesshin (1807-1891), the potter Miyagawa Kōzan 

(1842-1916) and the Kōransha ceramic company.440   

 

As is shown on its label (fig. 49) and in the Australian exhibition catalogues, the Kiritsu Kōshō 

Kaisha acted as agents for general manufactured wares and ‘curiosities’. Their role in 

employing or commissioning artists of the ‘industrial arts’ kōgei is of the greatest interest 

for this study.  The scholar Hida Toyojirō notes that in 1875, the year of the Victorian 

Intercolonial Exhibition, its purchasing budget was 73,000 yen and that in 1878 when 

preparations were underway for the Sydney Exhibition, it commissioned fifty–two 

independent artists and craftsmen.441  

 

For the formative period of Australian engagement with Japanese art in the period 1875-

1880, the presence of the Kiritsu Kōshō Kaisha was extremely important. A second, privately 

owned trading company, the Shippō Kaisha  which specialised in cloisonné ware, shared  the 

Japanese Court of the 1875 Victorian Intercolonial  Exhibition, and also displayed at the 

subsequent exhibitions in Sydney in 1879 and in Melbourne in 1880.  

 

The Shippō Kaisha was founded in 1871 in Nagoya, the centre for cloisonné production in 

Japan. 442  Shippō (cloisonné) had a comparatively recent history in Japan, and reached its 

technical and artistic peak in the Meiji era.443 Shippō Seizō Kaisha (1871-84) began at 
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Teppochō, Nagoya-ku, Aichi prefecture (Owari) at the suggestion of the Governor of Nagoya 

to employ former samurai.444 It was set up to trade in cloisonné applied to porcelain and 

later to metal. 445  It expanded and built a new factory in Tokyo in 1880. The merchant, 

Namikawa Sōsuke (1847-1910), who bought the German-owned H. Ahrens factory in Tokyo 

in 1877, merged and managed the new Shippō Kaisha factory from 1880 until he purchased 

it in 1888.446  After the dissolution of Shippō Kaisha in Tokyo, in 1890 it also closed in 

Nagoya ‘in accordance with its original twenty-year charter’.447  

 

In order to supply Japanese courts at frequent exhibitions and maintain international 

branches, trading companies such as these fulfilled multiple roles as interpreters of western 

taste, as agents for production, and as distributors and retailers. Goods submitted for 

display were listed under the company’s name, rather than the artist’s name, as this was 

‘indicative that these men were not simply dealers, but lent both financial support and 

artistic direction to the efforts of the craftsmen’.448 This was the case for the 1875 Victorian 

Intercolonial Exhibition in which both the Kiritsu Kōshō Kaisha and Shippō Kaisha displayed 

work under their respective corporate names. Shippō Kaisha carried general trade, while 

Kiritsu Kōshō Kaisha listed exclusively porcelain and ‘copper enamelled’ cloisonné wares. 449      
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Exhibition, 1876, opened 2nd September, 1875: Official Catalogue of Exhibits Printed for the Commissioners by 
M'Carron, Bird & Co, Melbourne 1875  pp. 296-314. 
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Four years later at the 1879 Sydney International Exhibition the number of brokers and 

trading companies taking part increased dramatically, a sign of the changed entrepreneurial 

climate in the arts and crafts in Japan. Kiritsu Kōshō Kaisha and Shippō Kaisha returned.  

Kiritsu Kōshō Kaisha displayed goods in association with Mitsui Bussan and Okura Trading 

companies.450 

 

 In addition, approximately twenty brokers shokuhinka or small trading companies were in 

attendance in Sydney in 1879. By this time there were twenty-six known commissioners or 

brokers in the Tokyo-Yokohama area alone.451 Brokers were vital cogs in production and 

distribution and often were responsible for designs. Well known shokuhinka listed in the 

1879 and 1880 exhibition catalogues for both Sydney and Melbourne included Ōta Mankichi 

of Tokyo and Shimada Sōbei of Osaka, while Arai Hanbei of Tokyo, a wholesaler of lacquer 

and metal-work exhibited only in Melbourne.452    (See Appendices 10A & 11) 

 

Apart from private brokers, in Sydney there were also representatives from provincial and 

government bodies exploring avenues for entrepreneurship in the new world of Meiji 

enterprise. These included recently created (1871) prefectural government bodies such as 

those from Gunma, Shizuoka and Nagasaki promoting locally made paper and embroidery. 

Japanese Government departments such as the Kaitakushi (Department for the colonisation 
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 In Melbourne 1880, Mitsui & Co. displayed under its own name, for the 1879 Sydney exhibition it combined 
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private museum in Japan. 
451

 Earle, Splendors of Imperial Japan p. 118. 
452

 Ota Mankichi dispatched goods to Melbourne in 1875 which were displayed by Kiritsu Kōshō Kaisha; Arai 
Hanbei exhibited in Philadelphia 1876, Paris 1878, and the first domestic Exposition 1877 where he exhibited 
lacquer ware, porcelain and bronze. He employed 5 artists according to the 1877 Tōkyō Meikōkan:  See Tōkyō 
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of the island of Hokkaido or Yesso) displayed wooden items and agricultural products.  The 

Seimi Kyoku Chemical Laboratory of the city of Kyoto, for whom Gottfried Wagener was 

working at the time, exhibited inlaid bronzes and cloisonné. Even the little documented 

‘Keishinjoku’ (Keishikyoku) of Tokyo displayed gold burnished ceramics produced within 

prisons.453  The variety of these organisations indicates the extent to which Japanese 

institutions were persuaded to explore and develop technologies for the promotion and 

export of the arts and crafts.  

 

Complementing the technical and marketing strategies of the Kiritsu Kōshō Kaisha, Shippō 

Kaisha and private brokers, the Meiji government also advised and supported design 

initiatives to guide Japanese understandings of Western tastes. The designs of objects 

produced and exhibited by artisans were boosted by the creation of the Seihin gazu gakari 

‘Product Design Sketch Department’ which employed painters trained in the traditional 

painting schools such as Kanō, Rimpa or Maruyama-Shijō. From 1875 to 1885 this 

department published some 2,500 craft design sketches known as the Onchizuroku.454 Its 

underlying principle was, rather like the 1872 Jinshin Survey into ancient temples, to ‘draw 

on the treasures of ancient art and replenish them with new ideas’ (onko chishin 温故知新).  

 

The Onchizuroku continued to be the basis for designs across all media up to 1894 though 

many privately owned workshops created their own.455 Designs approved by the Seihin gazu 
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 Listed as receiving an award in classes 206-216 ceramics, pottery, porcelain etc : Official Record of the 
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gakari were mainly based on historic art traditions such as bunjinga depictions of Chinese 

style landscapes, Rimpa school decorative flower and bird motifs or Yamato-e images of 

courtiers inspired by the Tale of Genji. These designs were adapted to suit an evolving 

aesthetic which satisfied the current foreign taste for ‘High Victoriana’.  

 

The first of the Onchizuroku designs were intended for the 1876 Philadelphia Exhibition, so 

the 1875 Intercolonial Exhibition in Melbourne provided an early sounding board. The 

porcelain designs listed in the 1875 Melbourne Intercolonial catalogue under ‘Shippo 

Company’ for example, were those sure to appeal to Western buyers: moonlight scenes, 

‘flowers and birds’ notably chrysanthemums, ‘peacock’ and cock as well as several ‘dragon 

and tiger’ designs’. 456   

 

All of the Japanese government-inspired initiatives aimed to improve production and 

distribution, but at the heart of innovation were the artisans themselves. They adapted their 

practices, even changing the locations of their kilns and workshops to secure the best 

advantage. Of the artisans represented in the 1879 Sydney and 1880 Melbourne Exhibitions, 

Nōtomi Kaijirō (1844-1914) and Miyagawa Kōzan (1842-1916) merit particular attention. 

Both illustrate the journeys artisans, literally and commercially, made throughout the Meiji 

era.  
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Fig. 50a  
Nōtomi Kaijirō, director of the Ishikawa Ken 
Kogyo Gakko (Ishikawa Prefecture Technical School) 
around 1890.  
 

 

Fig. 50b  
Nōtomi Kaijirō, immediately before the 1862 voyage  
to Shanghai  
 

 

Nōtomi Kaijirō (figs. 50a-b), whom even The Sydney Mail acknowledged as the ‘Japanese 

Wedgewood’ was a major contributor to the Meiji modernisation of traditional crafts.457 He 

established industrial design (kōgyō zuan) training in technical colleges in Kanazawa, 

Takamatsu and his home province of Saga. Born into a samurai family, he was selected in 

1862 to travel from Nagasaki to Shanghai on board the Senzaimaru, a Shogunate ship which 

had been purchased from the British (fig. 50b). Those on board were charged with the 

responsibility to report on the Taiping rebellion and the impact of foreign trade and 

settlement in China. They were horrified to find that the British had effectively colonised 

China, that drug addiction was rife and that China, the ‘land of the sages’, had lost its dignity. 

This was a harrowing message for Japan, which, if it could not control foreign intervention, 

was destined to the same fate.  
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Nōtomi wrote an account of his observations and, as a sign of his future involvement in the 

arts, described numerous Chinese paintings and scrolls which he acquired. 458  In 1871 he 

moved to the treaty port of Yokohama to study Western painting and ‘the essentials of 

international trade’.459  

   

In preparation for the 1873 Vienna Exhibition, to which he also travelled as part of the 

delegation led by Sano Tsunetami, Nōtomi initiated mechanisms to encourage and monitor 

potters’ production methods. He introduced the technique of using plaster moulds in the 

commercial kilns of Akita, Saga, Ishikawa and Kagoshima. He was appointed a judge to 

select works to display at the 1876 Philadelphia Exhibition. At the 1879 Sydney Exhibition 

porcelain entered under his name was well received by the Sydney judges, as was the work 

of the potter, Miyagawa Kōzan, who often showed his ‘grotesque’ pieces at international 

exhibitions.  

 

Kōzan’s story typifies the shift from the traditional to the Western export market. From the 

early seventeenth century his family, from Miyagawa village in Ōmi Province, made low-

fired raku pottery creating chawan tea bowls for tea masters, many of whom were 

members of the imperial family, Daimyo and Shogun. In 1851 his father Chōzō opened a kiln 

at Makuzugahara to produce sencha tea utensils. Amongst his commissions were works for 

the members of the imperial family who bestowed on Chōzō the art name Kōzan (Incense 

Mountain). The son, the eleventh generation of potters, inherited the father’s art name in 

1860.  
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In 1870, Kōzan, in partnership with a merchant from Satsuma, set up a kiln in the Nishi-Ōta 

district in Yokohama to create Satsuma-style wares for export. He provided Kiritsu Kōshō 

Kaisha with ceramics for a short time, experimented with cloisonné on ceramic and 

developed a range of Chinese-style glazes as Satsuma ware fell out of fashion in the 1880s. 

The British porcelain connoisseur Captain Francis Brinkley later condemned his works as 

‘monstrosities’; however Kōzan’s ability to adapt and respond to market changes was 

rewarded with many prizes at international and domestic exhibitions (Tokyo 1877, 1881 and 

1890, Kyoto 1895).460 He won ‘first degree of merit’ for his porcelain in Sydney 1879 and 

Melbourne 1880.461 

 

The importance of the Australian exhibitions lies not only in that they took place in the first 

and defining decade of Meiji modernisation, thereby providing  a testing ground for private 

enterprises and government initiatives, but that they also gave an outlet for Japanese 

artisans whose careers were about to soar. Many of the identified artisans represented at 

the Australian exhibitions are now considered to be amongst the leading artisans of the 

Meiji era. Exposure to their works helped to shape Australian aesthetic engagement with 

Japanese art and this consequently shaped private and public art collections.  

 
 
Even though Japanese objects were on display at other Australian exhibitions such as the 

1877 Sydney, or the 1881 Adelaide, Perth and 1888 Melbourne exhibitions, the three 

exhibitions examined in Chapters 2.4 & 2.5 were the only ones to be officially endorsed by 
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the Japanese government through the attendance of appointed commissioners or trading 

companies.462           (See Appendix 9)  

 
 
The three exhibitions held in Melbourne and Sydney provided important avenues for the 

introduction of Japanese arts and crafts to Australia. The Victorian Intercolonial Exhibition in 

particular, witnessed the formalisation of the first diplomatic exchanges between Australia 

and Japan. 

 

2.4          First Impressions: 1875 Victorian Intercolonial Exhibition 

 

During the period of seclusion (1639-1853) Japan had a suspended awareness of Australia 

through limited access to Dutch cartography.463 The popular realisation of Australia was 

however disseminated by Fukuzawa Yukichi’s Sekai Kunizukushi (All the Countries of the 

World) published in 1869 in which Sydney and Melbourne were briefly introduced to 

readers as was the colonial connection with Britain. Fukuzawa’s scant knowledge about 

Australia had been garnered from encyclopaedias picked up on his travels.464 Only six years 

later, Japan was in attendance at the Victorian Intercolonial Exhibition in Melbourne, being 

celebrated by Australians as a newly ‘opened’ country. 

 

The Australian exhibitions provided diplomatic and trade possibilities which were formally 

reported by the Japanese Commissioners to the Kangyōryō at the conclusion of each 
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exhibition.465 The first, the 1875 Victorian Intercolonial Exhibition was ground-breaking in 

Australia- Japan relationships. Apart from agricultural products and samples, there are 

however few remnants from it in private or public collections.466 

 

The Intercolonial, distinct from an International Exhibition, was held in Melbourne In 1875 

as a prelude to the 1876 Philadelphia International Exhibition. Dutch, French and British 

colonies were invited to participate. The President of the Victorian Commissioners for the 

Philadelphia Exhibition, Sir Redmond Barry (1813-80), who incidentally had also attended 

the 1862 London International Exhibition, wrote to the British Minister Plenipotentiary in 

Tokyo, Sir Harry Parkes, entreating him to publicise the exhibition in Japan and to invite the 

Government of Japan’s participation in order to ‘enlighten the public of Australasia’ and to 

‘improve commercial relations’. 467 The Japanese Prime Minister Sanjo Saneyoshi placed 

notification of the forthcoming exhibition in the Tōkei (Tokyo) Nichinichi Shinbun 20 March 

1875 and called for participation by private companies through the Exhibition Bureau: 468 

In the month of August, in the present year, there will be an exhibition in the city of 
Melbourne, in the continent of Australia, a dependency of England, and permission is 
given for the sending of articles by persons desirous of so doing. Application must 
therefore be made to the Exhibition Department.  
 
 

Under the auspices of the Japanese government’s Exhibitions Bureau, four employees of the 

Kangyōryō led by Hashimoto Masato, his deputy Sakata Haruo and agricultural experts 

                                                           
465

 The three reports submitted by commissioners were: Hashimoto Masato Fu Gōsh  Meruborun hakurankai 
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Messrs Funaki and Iida were present for the Intercolonial  Exhibition, which ran from 2 

September to 16 November and attracted  240,000 visitors.469  The Victorian government 

met all their costs and provided accommodation at the Menzies Hotel where, during their 

stay, the commissioners hosted a dinner to honour the Mikado’s birthday.470 Barry, 

delighted at the Japanese presence, clearly saw future commercial possibilities.  In his 

fulsome welcome speech, he hoped for ‘expanded trade between the 35,000,000 who 

inhabit that great Empire, and the loyal and dutiful subjects of our Queen in Australasia’.471
  

 

In addition to the four aforementioned government commissioners, several sources imply 

incorrectly that Wakai Kenzaburō, as principal of Kiritsu Kōshō Kaisha, was himself present 

in Melbourne for the 1875 Intercolonial Exhibition.472 Hida Toyojirō in his specialist study of 

Kiritsu Kōshō Kaisha indicates that the company’s manager Haraguchi  Taisuke, an employee 

Nishio Kisaburo, and representatives of the Shippō Kaisha voyaged to Melbourne.473 This is 

confirmed in correspondence between Sir Harry Parkes and Sir Redmond Barry published in 

The Argus, which further names Satō Yoshitaro of the Kiritsu Kōshō Kaisha attending as well 

as Yukawa Yashichi and Shimizu Sadashichi, employees of the merchant Fukihara Shōroku 

who was the agent of the Shippō Kaisha ‘Enamel Company’. It seems that a party of ten 
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Japanese including commissioners, agents and a translator named Robert Page attended the 

exhibition.474  

 
Haraguchi and Nishio both attended the Philadelphia Centennial Exhibition the following 

year. Nishio played a role in organising the Kiritsu Kōshō Kaisha display of goods for the 

Melbourne 1880 exhibition though it appears he did not personally attend.475 For the Kiritsu 

Kōshō Kaisha, the 1875 Melbourne Intercolonial Exhibition was its first international 

exhibition after its hasty creation in 1874.476  The Shippō Kaisha however, had previously 

been represented at the 1873 Vienna Exhibition.  

 

 

Fig. 51 
The Intercolonial Exhibition - the Japanese department, 2 October 1875 
State Library of Victoria 
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The Japanese Court (fig. 51) was formally installed in the Sculpture Gallery of the Melbourne 

Public Library and Gallery. Its presence was considered a coup for Melbourne and created 

much excitement in the press: The Argus monitored the impending arrival of the Japanese 

commissioners, reporting their rank and extent of experience in the West. 477 Once the 

exhibition opened, the South Australian Register commented that the Japanese Court would 

‘be the most sought after by the people’ and noted that the first objects to ‘strike the eye’ 

will be the pottery and porcelain.478 The only sour criticism was from the Melbourne Punch 

(fig. 52) describing the Japanese Court as like a market bazaar given to the ‘Heathen Japee’ 

for free by Sir Redmond Barry.479 

 

Fig. 52 
‘That Heathen Japee’, Melbourne Punch, 16 September 1875 p. 366. 

 In total there were 127 cases of exhibits, consisting of porcelain, textiles, ’basket-work’, 

metalware, leather, lacquer, furniture and cloisonné.  The Kiritsu Kōshō Kaisha displayed 

846 items, exclusively porcelain and cloisonné. 480 The application of cloisonné to a range of 
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surfaces including porcelain as well as metals and ivory captured Australian interest with 

several newspaper articles explaining the techniques.481  

The exhibition catalogue listed Kiritsu Kōshō Kaisha and the Shippō Kaisha as the sole 

Japanese exhibitors, though this was not in fact the case. Though no individual makers can 

be directly identified from the catalogue, the article in The Argus identifies two agents who 

dispatched items to Melbourne. 482
  One was Ōta Mankichi of Tokyo, the principal client for 

the Kiritsu Kōshō Kaisha, who sent Arita ware from Hizen at ‘original cost 1,273 yen’, while 

another agent sent earthenware at a cost of 500 yen from the  yōchien  porcelain company 

which had only begun operation in 1873. In total, goods to the value of 13,339 yen were 

sent to the exhibition. The Argus noted that the greatest amount, 7,855 yen, was expended 

by ‘Matsuo Gisuke and Wakai Kanesaburo of the ‘Kosho Kwaisha’.483
   

Acting on behalf of  Shippō Kaisha, the broker Fukihara Shōroku displayed several thousand 

decorative objects, textiles and ‘exotica’: those items with which Japan was romantically 

and ‘quaintly’ associated in the West such as ‘photographs of Japanese views’, fans, velvets, 

silks, lacquered trays, ivory carvings, netsuke,  parasols  and tea pots in profusion.484  Shippō 

Kaisha is also listed as displaying a ‘suit of armour made of lacquered steel and silk ribbon’, 

seven swords variously decorated with ‘chased silverwork’, and western watch chains 

decorated in ‘shiakudo (a black metal formed by mixing gold and lacquer).  Cabinets of 

‘shitan (a kind of hard black wood  ornamented with birds and flowers of gold lacquer’, 
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others with ‘carved dragons’, ‘imitation red lacquer’ and ‘black lacquer ornamented in gold 

lacquer’ inlaid with various woods were also listed. 485  

The majority of items were of recent manufacture though it was noted that some lacquer 

incense boxes and inrō were ‘100 to 500 years old’.486 A pair of screens ‘made of paper, 

covered with gold-leaf, and ornamented with storks was featured in the illustration in the 

Australasian Sketcher (fig. 53). 487  

 

Fig.  53 
The Japanese Court, Australasian Sketcher, 6 October 1875 
State Library of Victoria 
 
 

The catalogue’s references to locations from whence the porcelains in particular came, give 

a hint of the sources of supply for Kiritsu Kōshō Kaisha and the other agents. Places like 

‘Kaga, Owari, Hizen, Tokei and Aidzu’ were former han or domains which had a history in 
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the production of the applied arts and had adapted in the new Meiji context to meet 

Western tastes and demands.488 

 

This first formal interaction between Japan and Australia, through the intermediary of the 

colony of Victoria, exemplifies shared aspirations to modernity by the host, colonial 

Australia, and the illustrious guest, Japan. Victoria was witness to the earliest results of Meiji 

Japan’s dynamic efforts to modernise. It was the display of the ‘applied arts’ which caught 

colonial interest, nurtured on one hand by feelings of romantic and exotic Japan, and on the 

other, by Japanese technology previously not seen in Australia in such public profusion.  

 

Contemporary newspapers like the Melbourne Argus and the South Australian Advertiser 

echoed the sentiments being expressed in Britain, as outlined in Part 1 of this thesis, citing 

the ‘authority’ of Sir Rutherford Alcock and likening Japanese designs to the ‘purest antique 

Egyptian, Etruscan and Greek designs’. The newspapers enthused over every ‘novel, quaint 

and curious article’ while pointedly concluding that Japan has ‘joyously entered on a new 

career of progressive civilisation’.489  

 

The Japanese Commissioners led by Hashimoto Masato were equally pleased with their 

success. Like earlier Japanese delegations such as the Iwakura Embassy (1871-3) which 

travelled to Europe and the United States, the Japanese commissioners in Melbourne used 
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the opportunity to travel around Australia noting commercial possibilities and published in 

1876  the first Japanese report about Australia (fig. 54) .490   

 

Fig. 54  
Cover page to Hashimoto’s report: Fu Gōsh  Meruborun-fu Hakurankai Kikō (An Account of the 
Australian Melbourne Exhibition) dated September Meiji 9, (1876) 
 
 

Hashimoto’s report in two volumes Fu Gōsh  Meruborun-fu  akurankai Kikō  (An Account of 

the Australian Melbourne Exhibition  is a diary of the Commission’s stay in Australia 

detailing their arrival in Brisbane on 21 July while the 127 boxes of exhibits followed 

separately on a P & O ship.491 He mentioned the official welcome by Melbourne dignitaries 

and reported how Sir Redmond Barry accompanied them on tours of the University of 

Melbourne, the Public Library, Museum and Art Gallery, and the prison.492  

 

Hashimoto and his entourage travelled around Australia visiting New South Wales, 

Tasmania, Queensland and South Australia. The second volume of his report gave statistical 
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details concerning geography, industry, imports and exports, education, election laws and 

immigration of each colony visited. Feted by local dignitaries, Hashimoto named the 

politicians, Samuel Davenport and William West- Erskine as their hosts in Adelaide.  

Hashimoto also listed expenditure and income in 英貨 British pounds (the Australian 

currency) of the exhibitors Shippō Kaisha and Kiritsu Kōshō Kaisha.493      

 

Acting upon Hashimoto’s report, the Japanese government supported involvement in the 

1879 Sydney International Exhibition (17 September 1879-20 April 1880) led by Sakata 

Haruo, Hashimoto’s deputy in the 1875 Victorian Intercolonial Exhibition. This was an 

excellent choice as Sakata was well known and experienced not only in Australia, but also in 

Britain, where he was acquainted with Christopher Dresser and Sir Philip Cunliffe- Owen of 

the South Kensington Museum.  

 

 

Fig. 55 
The Japanese Commissioners: Haruo Sakata & Asami Chūga, Town and Country Journal 28 February 1880 
 

 

 
                                                           

493
 Hashimoto: pp. 43-44 (Japanese pagination) (pp. 85-88 English pagination). 
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Sakata Haruo: Japanese Commissioner 1875 & 1879 

In an interview with the Town and Country Journal (fig. 55) it was revealed that Sakata, like 

many Meiji government officials, was born in Saga, Hizen province, Kyushu.494 He studied in 

Tokyo and Osaka from 1866 before being sent to Vienna in 1873 and to Britain as ‘secretary 

to the Japanese commissioner at the British National Exhibition at South Kensington 

1873’.495  As part of his duties, Sakata personally delivered ‘silks, leather papers, lacquer, 

and some coarse ceramics’ to the Director of the South Kensington Museum, Sir Philip 

Cunliffe Owen who, in partnership with Christopher Dresser, was planning to mount a 

Japanese stand at the exhibition.496  

 

Sakata became a student in London at the Royal School of Mines, returning to Japan in 1875 

before being assigned to Melbourne.  When Christopher Dresser made his tour of Japan 

from December 1876 at the invitation of the Japanese government, Sakata was the obvious 

choice to accompany him on his travels around Japan.497  

 

On his return to Australia in 1879 Sakata was assisted by Asami Chūga, who had experience 

with exhibitions in Vienna and Philadelphia, and two secretaries, Watanabe Junichirō and 

                                                           
494

 He was incorrectly referred to as Harno Sakata. 
495

 ‘The Japanese Commissioners’, Town and Country Journal, 28 February 1880, p. 401. 
496

 Checkland quotes Halen:  Checkland, Olive Japan and Britain after 1859: Creating cultural bridges, 
Routledge Curzon, New York and London 2003 p. 22 & Halen, Widar Christopher Dresser, Phaidon-Christies Ltd, 
Oxford 1990, p. 38.  
497

 Sakata is mentioned throughout Dresser’s  Japan: its Architecture, Art and Art Manufacture, Longmans, 
Green & Co., London. 1882; Montana points out an error in Halen Christopher Dresser who suggests Sakata 
remained in London to 1876, thereby not acknowledging Sakata’s role in the 1875 Melbourne Intercolonial 
Exhibition: Montana ‘Art for Trade s Sake: Japan at the 1875 Melbourne Intercolonial Exhibition’ pp. 9-10. 
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Murakami Yoshin.498 The Sydney Morning Herald described Sakata as a ‘gentleman of 

considerable distinction in his own country with large experience in European countries’ and 

who along with both secretaries was fluent in English.499  Sakata enjoyed a high profile in 

Sydney and left behind enduring legacies from the exhibition: his written report and more 

especially, a gift from Japan to the ‘people of New South Wales’.  The gift from the Japanese 

Commissioners included ceramics, metalware and cloisonné, the makers of which provide 

the focus of the next Chapter.  

 

2.5 A Kaleidoscope of Artisans: 1879 Sydney & 1880 Melbourne 

International Exhibitions     (See Appendices 10 & 11) 

 

The 1879 Sydney Exhibition and the 1880 Melbourne Exhibition held just five months apart 

(1 October 1880- 30 April 1881) were scheduled on the international exhibition calendar.500 

From these two exhibitions we see the earliest extant evidence in Australia, of Japanese 

artisans engaging with Western tastes and thereby creating a newly hybridised aesthetic.  

The most comprehensive evidence is the gift to New South Wales from the Japanese 

Commissioners at the Sydney Exhibition, but there are also Japanese pieces in the The John 

Twycross Melbourne International Exhibitions Collection which are known to have been 

purchased at the 1880 and 1888 Melbourne Exhibitions.501  

 

                                                           
498

 Asami is listed amongst members of the Imperial Japanese Commission to the Philadelphia Exhibition 1876. 
Official Catalogue of the Japanese section Philadelphia p.5 
http://www.archive.org/stream/officialcatalog02goog#page/n11/mode/1up Accessed 25 June 2010.  
499

  ‘The International Exhibition’, The Sydney Morning Herald, 22 July 1879 p. 7. 
500

 1,117,000 attended the 1879 Sydney Exhibition at the Garden Palace, 1,300,000 attended the 1880 
Melbourne International Exhibition, 2 million attended 1888 Melbourne Centennial  Exhibition: Darian-Smith p. 
01.2. 
501

 The John Twycross Melbourne International Exhibitions Collection is held by the Victoria Museum. 
http://museumvictoria.com.au/collections/themes/3181/john-twycross-1880-melbourne-international-
exhibition-collection?start=121 

http://www.archive.org/stream/officialcatalog02goog#page/n11/mode/1up
http://museumvictoria.com.au/collections/themes/3181/john-twycross-1880-melbourne-international-exhibition-collection?start=121
http://museumvictoria.com.au/collections/themes/3181/john-twycross-1880-melbourne-international-exhibition-collection?start=121
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In contrast to Melbourne’s 1875 Intercolonial exhibition, Japanese artisans represented at 

the Sydney and Melbourne Exhibitions could be individually identified, though many items 

continued to be displayed under the names of the trading companies or brokers who had 

commissioned the works. The Official Record of the Sydney International Exhibition 1879 

provides a wealth of archival evidence about the merits of major potters, metal-workers and 

cloisonné makers of the Meiji era.502     (See Appendix 10 A) 

 

1879 International Exhibition Sydney  

In Sydney, the Kiritsu Kōshō Kaisha and the Shippō Kaisha were again in attendance. Kiritsu 

Kōshō Kaisha was in partnership with Mitsui Bussan and Okura Trading Company displaying 

a range of trade goods such as ‘paper hangings and artistic papers,’ ‘lacquered wares- 

ornamental cabinets’, various fancy lacquered wares and other articles of wood, ivory, 

tortoise shell, and straw; brushes , combs, cases of various descriptions’, ‘fancy neckchiefs, 

umbrellas, parasols, walking sticks, brushes etc’, ‘dolls, playing balls, printed pictures etc.’  

Jointly they received a first degree of merit for  ‘very large and excellent collection of 

porcelain and earthenware’. Kiritsu Kōshō Kaisha alone was commended for ‘2 cabinets very 

finely carved and lacquered of pleasing appearance and very tastefully inlaid’, the sort which 

made its way into private Australian homes and eventually into public collections. 503 

 

The Shippō Kaisha in Sydney 1879 and again in Melbourne in 1880, only displayed cloisonné 

wares rather than general trade as had been the case in 1875.  The company received a 

                                                           
502

 Official Record of the Sydney International Exhibition 1879, Thomas Richards Government Printer 1881, 
Reporting of judging and awards to Japanese exhibits,  pp. 206-208,223,252,260-1,282,308-9,388,481,500-
503,702. Reproduced in Appendix 10A. 
503

 Official Record of the Sydney International Exhibition 1879,  pp. 500-503.  
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‘First degree of Merit’ from the Sydney judges who commented that it was the ‘inventors’ of 

cloisonné, as well as noting the high quality of their wares:  

Here we have a very large collection of ornamental porcelain-ware of the finest description. The 

cloisonne enamel decorations on many of exhibits of which this firm are the inventors, are of the 

greatest artistic merit, and challenge any maker of porcelain: the gilding, executed with great care, is 

of special merit; the designs of all the articles are new, attractive, and very creditably finished, - the 

material used being of very good quality.
504

 

 

The Japanese exhibits received good reviews. The Sydney Morning Herald reported 

approvingly on the ‘quaintness of design’, ‘ingenuity of Japanese manufactures and art 

work’, ‘delicacy of design, structure, and elaborate workmanship in pottery, lacquered 

goods, and metalware that would stand comparison with the best productions of the newer 

civilisation’.505  

 

At the conclusion of the Sydney exhibition, Sakata Haruo wrote a report Shidonii fu 

Hakurankai Hōkoku (A report on the Sydney World Exhibition) dated August 1881.506  He 

described the preparations and details of the participating states, foreign countries and 

their personnel and displays in the Garden Palace. A floor plan of the exhibition shows the 

Japanese Court prestigiously located next to those of Great Britain and the United States (fig. 

56). Such a placement would not have gone unnoticed back in Japan.  

                                                           
504

  Manufacturers- Ceramics, Pottery, Porcelain, Glass, pp. 206-208. 
505

 ‘Sydney International Exhibition’ The Sydney Morning Herald, 20 September 1879 p. 5. 
506

 Gōshū Shidoniifu Bankoku Hakurankai Jimukan, Shidoniifu Bankoku Hakurankai  ōkoku Tokyo 1881 
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Fig. 56   Sakata Haruo:  Sydney International Exhibition floor plan 
  
 

The report also included a list of exhibition goods donated by the Japanese Commissioners 

to ‘Australia’ methodically showing the contributing exhibitors, their production media, 

towns of origin and quantities donated. 507     (See Appendix 10B)   

 

 As a token of thanks to the people of New South Wales and exhibition organisers, Sakata 

indicated that he would like to ‘present through the hands of the Executive Commissioner a 

small collection of our articles selected from almost every exhibitor of Japan to the whole 

                                                           
507

 Gōshū Shidoniifu Bankoku Hakurankai Jimukan, pp. 76-79 (Japanese pagination); The Japanese indicates 
‘Australia’ while newspaper reports indicate New South Wales.  

Japan  

 

 

 
United States 

New South Wales 

Great Britain 
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Colony of New South Wales’, to be kept in either a public museum or other place in the 

‘principal town, Sydney’.508       (See Appendix 10C) 

 

A formal hand-over took place on Easter Monday 29 March 1880 at 11 am in the Japanese 

Court at the Exhibition. The Executive Commissioner, Patrick Alfred Jennings, acknowledged 

the Japanese prowess in the applied arts as a reflection of their ‘higher’ order: 

 The articles forming your splendid gift shall be placed in one of our public buildings 

where they will serve to keep alive the recollection of your visit and the liberal spirit in 

which you have laboured to promote in the interest of the Japanese empire and of 

this country a better knowledge of each other. At the same time they cannot fail to 

awaken in the people of New South Wales a generous admiration of the skill and 

inventive faculty which the Japanese have in so many forms of beauty displayed in the 

higher walks of manufacture and industrial art. 509 

    

The Sydney Morning Herald listed the ‘works of national art’ and reported that ‘some of the 

vases and cabinets have a very high price placed upon them, varying from £25 to £75’.510  

The collection of 70-75 ceramics and bronzes was given to the Art Gallery of New South 

Wales (AGNSW).511 Furniture, paper samples, fish hooks and a bamboo model house passed 

to the Technological, Industrial and Sanitary Museum.512   Items from the Imperial 

Agricultural College Komaba (Kaitakushi) were given to the Sydney Botanic Garden and 

some were donated to the Adelaide Botanic Gardens.513  

                                                           
508

 ‘Presentation to the Colony by the Japanese Government’, The Sydney Morning Herald, Tuesday 30 March 
1880 p.  6:  See Appendix 10C for full text. 
509

 Office of NSW State Archives, Register 1/2481, letter 2737 attached to 3273: cited in Morrow, p. 32. 
510

 Sydney Morning Herald : Appendix 10C. 
511

 Known as AGNSW prior to 1883 and then subsequently as the National Art Gallery of NSW. 
512

 Now known as the Powerhouse Museum; Details of archives dated 29 December 1882 and table of items: 
Morrow, Appendices table 2, p. 136; Not all pieces have been located, hence the approximation. 
513

 Previously objects were also given by Sakata on his visit in 1875 to Adelaide.  
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Just prior to the formal receipt of the Japanese Commissioners’ gift, the AGNSW purchased 

eight works, mainly bronzes and cloisonné, from the Japanese Court at the Exhibition 

making them the Gallery’s first Japanese acquisitions.514  

 

Locating and describing the gifts from the Japanese Commissioners and those few 

previously purchased items have been difficult as acquisition details were vague and 

ambiguous.515  Many objects were in pairs, an interesting marketing observation possibly 

due to the symmetry required of the Western mantel piece.  The pairs were however 

deliberately split in 1925 between the AGNSW and the Technological Museum (now 

Powerhouse Museum).  Their retrieval and identification, though somewhat speculative, 

nonetheless create a picture of what was on offer at the exhibition for Australian visitors, 

amongst whom was the South Australian collector, Samuel Way.  

 

The extant objects in the AGNSW collection acquired from the Sydney International 

Exhibition provide evidence of Japan’s bunmei kaika and its impact on the decorative arts of 

ceramics and metalware in particular. They illustrate perceptions held by Meiji era designers 

about Western tastes; they also serve to highlight the entrepreneurship of artisans and 

commissioners in the modernisation of Japanese applied arts.516  

 
 
 
 
 
 

                                                           
514

Objects purchased in 1880 by AGNSW were: 2 bronze £110, 2 enamel vase £8, 2 bronze and gold vases £35, 

1 plaque £6, 1 China vase £6: AGNSW Trustees Minutes, 6 April 1880. 
515

 In this task I acknowledge the contribution of Carol Morrow: Morrow, Carol Meiji Period Ceramics from the 
Sydney International Exhibition of 1879, M.A. Thesis, University of Sydney 1998. 
516

 None of the objects have been handled by me and I rely on AGNSW captions and other sources.  
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Art Gallery of New South Wales:  
Gifts of the Japanese Commissioners & Purchases at the Sydney International Exhibition   
 

                                     (See Appendix 10D) 
 
   

Ceramics      
 
In the field of ceramics, the Japanese artisans represented at the Sydney International 

Exhibition and included in the gift to the colony, were leading potters, ceramicists and 

ceramic painters of the Meiji era. Etsuke or decorator-potters who were acknowledged for 

their painterly decoration by the Sydney exhibition judges submitted works in both the 

‘Manufacturing Ceramics and Pottery’ and ‘Art, Sculpture and Painting’ divisions, gaining 

awards for both categories. These were  Hyōchien, Kōransha, Matsumoto Hōen, Miyagawa 

Kōzan, Nōtomi Kaijirō, Takahashi Dōhachi and Wake Kitei. They were also broadly 

representative of the main traditional centres of production: Tokyo, Kyoto, Seto, Arita and 

Mino.   

  
Fig. 57  
Matsumoto Hōen 
Jar with moulded design of sea creatures and net  
stoneware, colour enamels over clear crackle glaze 
AGNSW 2439A-D 

 

Several decorator-potters were associated with the Tokyo Kingama which had been 

established in 1872 specifically by the Hakurankai Jimukyoku in preparation for the Vienna 
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Exhibition. Specialising in ceramic decoration rather than firing, the Tokyo Kingama used 

blanks from the traditional ceramic centres of Arita and Seto and employed up to forty two 

etsuke, amongst whom was the little documented, Matsumoto Hōen (fig.57).  It is known 

however that Matsumoto decorated and designed for the Kiritsu Kōshō Kaisha from its 

inception in 1874 until at least 1876. His vases had been exhibited in Vienna and 

Philadelphia prior to the Sydney exhibition. 517   

 

Signed Nihon Tokyo Matsumoto Hōen ga (painted by Matsumoto Hōen of Tokyo Japan), the 

lidded Jar with moulded design of sea creatures and net incorporates the traditional shape 

of a tea caddy with fabric cover, in this case simulating a fishing net. 518  The raised appliqué 

images of the fish swim whimsically around the jar beneath the net.    

 

The previously mentioned Nōtomi Kaijirō (1844-1914) was involved with the establishment 

of the Kingama, and when it closed after the Vienna Exhibition, he and the potter Kawahara 

Noritatsu (1845-1914) opened the ceramic company Hyōchien (1873-1909) in the Fukagawa 

district of Tokyo. They employed Kingama painters and instituted new technologies such as 

coal fuelled kilns.519  Painting was an important aspect of Hyōchien ceramics and many 

etsuke painters were also employed from the Kiritsu Kōshō Kaisha etsuke workshop after it 

closed in 1877.520   

 

                                                           
517

 Hida, Meiji no  ushutsu Kōgei Zuan : Kiritsu Kōshō Kaisha no  ekishi pp. 253,260 
518

 I have not handled the objects and rely on photos for inscriptions or where no photos have been available I 
rely on inscriptions in Morrow Meiji Period Ceramics from the Sydney International Exhibition of 1879. 
519

 Jahn,  p. 333; Kanzan Denshichi and Kinkōzan Sōbei in Kyoto also adopted this new technology. 
520

 Jahn p. 111. 
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Soga Tokumaru, like Matsumoto Hōen, had been an etsuke commissioned by the Seihin 

gazu-gakari to create designs for the Onchizuroku.521 The  yōchien vase with design of cocks, 

hens and chicks was decorated by Soga about whom little seems to be documented. The 

theme of chickens is reminiscent of paintings by the eighteenth century artist Itō Jakuchū 

(1716-1800) while their asymmetrical placement belies a painter formally trained in one of 

the great schools of painting such as Kanō transferring his skills to the ceramics medium (fig. 

58). 522 

 

 Fig.58 
Hyōchien (active 1873-1909)  
Soga Tokumaru 
Vase with design of cocks, hens and chicks 
porcelain or white stoneware, enamel colours over clear glaze  
AGNSW 2447  

 

Another  yōchien piece,  Large plate with carp painted by Fuwa Sodō (fig. 59) was 

purchased for £6 around the same time as the AGNSW received the Japanese 

Commissioners’ gift. 523  

 

                                                           
521

 Jahn  p. 119 f.n. 5; Soga is also listed in Hida ‘Exporters of Meiji Decorative Arts’ p. 92 f.n. 8. 
522

 Item no. 14 on Commissioner’s list: Appendix 10B.  
523

 AGNSW records indicate ‘Acquisition details unknown’ but the descriptions in AGNSW catalogues for the 
years 1884-1891 identify it as purchased.  Morrow also supports this: Morrow p. 80.  
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Fig. 59 

Hyōchien Company (active 1873-1909) 

Fuwa Sodō  

Large plate with carp design  

porcelain with overglaze decoration  

AGNSW 1250  

 

The ceramic company Hyōchien was an exhibitor that crossed the boundaries of the 

divisions between ‘Fine art’ and ‘manufacture’ by submitting works in both categories. In 

the ‘Art, Sculpture and Painting’ category, Hyōchien received a ‘highly commended’ for ‘bold 

and well executed’ paintings on porcelain of ‘birds, flowers, landscapes’. 524  It also received 

a First degree of Merit in the Manufactures section for its finely decorated ware: 

 A collection of ornamental porcelain ware, very finely executed, beautifully decorated, well designed, 

and painted with great care, and shows to much advantage. Two plaques painted beautifully, belong to a 

higher standard of artistic merit.
525

 

 

 

It is tempting to conclude that the Fuwa Sodō plaque (fig. 59) may well have been one of the 

two plaques referred to in the report.  

 

                                                           
524

 Official Record of the Sydney International Exhibition 1879, ‘Art- classes 400-409, Sculpture and Painting’ p. 
481: Appendix 10A. 
525

 Manufacturers- Ceramics, Pottery, Porcelain, Glass, pp. 206-208: Appendix 10A 



186 
 

From 1878 Hyōchien concentrated on landscape, figure, animal and floral motifs in the 

bunjinga manner using the works of artists such as Tani Buncho (1763-1840) as a model as 

can be seen in Melbourne’s Twycross Collection (fig. 86).  By around 1895 Hyōchien 

expanded to 5 kilns and 88 painters, although in 1898 it moved to Nagoya where it merged 

with the Morimura Company, and then was sold to Noritake in 1909. 526  

 

Even though Nōtomi Kaijirō was still associated with  yōchien at the time of the Sydney 

Exhibition, a pair of vases was donated by the Commissioners under his name but 

disappointingly they have not been conclusively identified.527  Given the report he received 

in the Official Record 1879 Sydney International Exhibition from the judges for the quality of 

his decoration it is possible (but not corroborated) that Vase with design of ducks (fig. 60) 

may be attributed to him: 

 
NOTOMI KAIJIRO -Tokio - Ornamental Porcelain. First degree of Merit. Report - This is a small 

collection of ornamental porcelain, of good designs, tastefully decorated, richly gilded, and of very 

fine material.
528

 

 

 

The vase below is likewise ‘tastefully decorated’ with mallard ducks and a kingfisher bird 

and restrained gilding.529  While the attribution of the pair of vases is speculative, 

nonetheless, it is generally not documented in studies on Meiji ceramics that either Nōtomi 

or the Hyōchien Company was represented in Sydney.530  

 

                                                           
526

   Jahn. pp. 111, 267, 311. 
527

 Commissioners’ list no. 11: Appendix 10B; Nōtomi was involved in setting up the Edogawa Seitōsha in 1877 
but Jahn thinks this was a financial association: Jahn p. 111. 
528

 Official Record 1879 Sydney International Exhibition, Manufacturers-Ceramics, Pottery, Porcelain, Glass, pp. 
206-208: Appendix 10A. 
529

 The second of the pair is in the Powerhouse Museum Collection (A4525). 
530

 For example, important publications such as Gisela Jahn’s Meiji Ceramics or Meiji  e ain no Tanjō : Chōsa 
Kenky   ōkokusho "Onchi zuroku" published by the Tōkyō Museum.  
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Fig. 60  
Nōtomi Kaijirō (1844-1918)  
Vase with design of ducks (two views) 
stoneware  
AGNSW 2452 

 

Another major contributor to Meiji era ceramics represented in Sydney and Melbourne, 

was Miyagawa (Makuzu  Kōzan who was known to make exhibition pieces for  yōchien.531  

Kōzan probably had the greatest impact on developing a new Meiji  era aesthetic using 

traditional elements to create something new, or to quote Captain Brinkley, something 

‘monstrous’.532  His works appealed to the late Victorian taste for the fantastic and 

grotesque. Kōzan was singled out by the Sydney judges for his ‘pure Japanese’ art which in 

their estimation, demonstrated those very characteristics which Western observers typically 

applied to Meiji arts and crafts. 533 The judges pronounced his work to be of ‘high artistic 

merit’ though ‘odd and bizarre’:  

                                                           
531

 Jahn, p. 311. 
532

 Emerson-Dell,  p. 11. 
533

 ‘MIYAGAWA KOZAN - Ota. Paintings on enamel. First degree of Merit. Report—Artistic execution; the 
figures painted in relief, enamelled, & c., are elaborate and tasteful in the highest degree. Pure Japanese art’: 
Official Catalogue of Exhibits Japanese Court, Sydney International Exhibition 1879  p. 481 
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MIYAGAWA KOZAN - Yokohama - Porcelain and Faience. First degree of Merit. Report - This is 

the finest collection of porcelain and earthenware in the Japanese Court, for ornamental and household 

purposes. The designs are new, and very attractive, the decorations being of very high artistic merit, the 

paintings although odd and bizarre, are executed with great care and show much patience in the 

carving of minute embellishments, - the glazing exhibiting to great advantage the characteristic style of 

`Cracklein'. A great many of the ornamental pieces would grace any museum.
534

 

 

There are four entries by Kōzan on the Commissioners’ list which were to ‘grace the 

museum’ of New South Wales.  These were two pairs of kōro or incense burners (nos. 7 & 

8); one vase (no. 38); and one pair of lamp stands (no. 40), making him the most 

represented artisan from the exhibition to be donated. Regrettably none have been 

definitely identified, though three items should be considered for discussion. Kōzan’s early 

works up to the late 1870s were often not signed.535  Morrow suggests that Three footed 

vase with design of gourds, insects and frogs (fig. 61) should be attributed to Kōzan.536 It is 

characteristically ‘odd and bizarre’ in its organic applied decorations, as is the now damaged  

earthenware Incense burner (fig. 62) with writhing dragons and rakan seated on the lid. At 

this period Kōzan produced unglazed figurative and sculptural forms saikumono which could 

be heavy in effect.537 Three-legged incense burner (fig. 63) with Daikoku on the lid appears 

to be a crackled glaze or ‘cracklein’ referred to in the exhibition catalogue, and while quite 

different in glaze and lightness, is similar to an 1877 piece created by Kōzan for the First 

National Industrial Exposition in Tokyo.538  

                                                           
534

 Appendix 10A. 
535

 Pollard, Clare Master Potter of Meiji Japan: Maku u Kō an (  4 -1916) and his Workshop Oxford University 
Press, Oxford; New York 2002 p. 33. 
536

 Morrow,  p. 98. 
537

 Saikumono: human and animal appliqué forms. A good example is illustration 217 in Jahn,  p. 282. 
538

 See illustration no. 21 in Pollard p. 39. 
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Fig. 61 
MIYAGAWA Kōzan (1842-1916) (?) 
Three footed vase with design of gourds, insects and 
frogs 
Stoneware 
AGNSW 2450.a-b (lid not included in photo) 

 

 

Fig. 62  
MIYAGAWA Kōzan (1842-1916) (?) 
Incense burner with two dragons and seated rakan on 
lid 
Earthenware 
AGNSW 2445  

 

 

Fig. 63 
MIYAGAWA Kōzan (1842-1916) (?) 
Three-legged incense burner  
earthenware 
AGNSW 2456.a-b 

 

 

Fig. 64 
Detail of Three footed vase AGNSW 2450 
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Around this time, Kōzan was experimenting with cloisonné and over-glaze enamels as can 

be seen on the fine detail on the Three footed vase (AGNSW 2450) (fig. 64). He was very 

receptive to new ideas and this piece in particular links traditional Japanese motifs to the 

Aesthetic Movement. Such cross-cultural appropriations and transfers demonstrate the 

artistic hybridity of the Meiji era created by adapting the already adapted and transformed. 

 

Kōzan’s training and inheritance as a potter was rooted in Kyoto even though he moved to 

Yokohama. Kinkōzan Sōbei (1824-84), Kanzan Denshichi (1820-90), Kiyomizu Rokubei 3 

(1820-83) or 4 (1848-1920), Takahashi Dōhachi (1845-1897) and Wake Kitei (1826-1902) 

also came from Kyoto.539 This is where the Kyoto-fu Kangyōjo (Kyoto House of Commerce) 

set up structures in 1869 to support craftsmen to study new techniques and merchandising 

methods.540  All of these artisans were directly influenced and advised by the yatoi Gottfried 

Wagener and were at the forefront of experimentation.  All contributed designs published in 

the Onchizuroku and had, by the time of the Sydney exhibition, been honoured with prizes 

from the Imperial Household for their development of new products and for exhibiting the 

Meiji virtue of being ‘progressive’ (figs. 65 a-b-c-d). 541 

                                                           
539

 Takahashi Dōhachi decorated his work in the bunjin tradition and like most of the potters exhibiting in 
Sydney had also exhibited in Philadelphia 1876. See Appendix 10 D  for his sometsuke ‘blue and white’ vase 
(AGNSW 2441) 
540

 Names listed in the catalogue as Shimidzu Rokubei & Waki Kitei.   
541

 Jahn, p.  97. 
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Fig. 65a 
Wake Kitei, design for tea set 
Onchizuroku book 1  

 

Fig. 65b 
Kiyomizu Rokubei, design for lidded bowl 
Onchizuroku book 2 

542 

 
Fig. 65c 
Kinkōzan Sōbei, Onchizuroku book 3  

 
Fig. 65d 
Takahashi Dōhachi, Onchizuroku book 4  

 

 

Fig. 66 
Kinkōzan Sōbei (1824-84) 
Vase with design of ducks  
AGNSW 2444 

 

Fig. 67 
Kinkōzan Sōbei (1824-84) 
Vase with design of birds and flowers around pond    
AGNSW 2454 

                                                           
542

 Kiyomizu Rokubei followed the family tradition of potters who trained as painters with the Maruyama-Shijō 
School. Many of their wares were produced for Tea sencha or chanoyu.   
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Two pairs of vases by Kinkōzan Sōbei VI (1824-84) were donated to the AGNSW (figs. 66, 

67).543  Like Kōzan,  Kinkōzan came from a family of potters and in 1870 had set up a factory 

at Awata to produce Satsuma ware making him the first potter in Kyoto to imitate the newly 

fashionable Satsuma nishikide ‘brocade patterned’ style. He decorated his pottery with 

overglaze enamel and gilt.   

 

Prior to Sydney, Kinkōzan showed his work in Philadelphia 1876 and Paris 1878. He 

employed decorators whose seal appeared alongside the workshop mark.  Kinkōzan became 

a recognisable and commonly collected name as the factory and his son Sōbei VII (1868-

1927) developed the Kinkōzan style with even brighter over-glaze enamels and gilt, and 

showed at all major exhibitions up to the 1910 Japan-Britain Exhibition in London. The busy 

decoration and detail adapted from the traditional ‘birds and flowers’ kachō designs 

appealed to contemporary Australian tastes as can be seen on (figs. 66, 67) and on his 

design for the Onchizuroku (fig. 65c). The judges commented favourably on the quality of 

the glazing, painting and gilding of Kinkōzan’s work.   
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Fig.68 
Kanzan Denshichi (1821-1890)  
Vase with various designs in panels of different shapes  
AGNSW 2465 

 

Another Kyoto-based potter was Kanzan Denshichi (1820-1890), who moved from Seto in 

1862. In 1870, at Gottfried Wagener’s suggestion, he was the first potter to employ western 

pigments and glazes.  He employed nearly 100 people, and participated successfully in 

international and domestic fairs showing cloisonné on pottery. Kanzan also created designs 

for the Onchizuroku utilising layered shapes and appliqué effects appropriated from a blend 

of eastern, Middle Eastern and Western traditions, as exemplified by Vase with various 

designs in panels of different shapes (fig. 68). 544 

 

In this piece, Kanzan Denshichi places bunjinga-inspired landscapes and foliage simulating 

black ink on white paper within fan shapes to create a dense patterned effect.  These 

eastern motifs meld with kinrande gold-gilt in a Grecian-Byzantine background, similar to 

the work of the British Arts and Crafts potter and designer, William de Morgan (1839-1917).  
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 Jahn, pp. 238-239. 
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Prior to Sydney, Kanzan had been a member of the Japanese delegation that attended the 

Vienna exhibition, and afterwards, he studied European over-glaze gold decoration at the 

Fischer and Mier porcelain factory in Karlsbad.545 Here was a Japanese artist who, having 

been to Europe and seen the fashions, craftily married the appeal of Japanese art to its bed-

fellow, the Aesthetic movement. 

Kawamoto Hansuke VI (1844-1905) and Katō Gosuke (b.1837) who both came from a line 

of potters involved in export wares from the Seto area near Nagoya shared a similar 

aesthetic in their ‘blue and white’ sometsuke wares (figs. 69, 70). Neither artisan is 

personally named in Sakata’s report nor can be identified in the general Sydney Exhibition 

catalogues.  

The ‘plant pot’ or Jar with design of chrysanthemum, bamboo and sparrow by Katō (fig. 

70) is most probably item no. 26 on the Commissioners’ list which was donated under the 

name of the broker-potter Nishiura Enji III. 546  The Official Catalogue of Exhibits, Japanese 

Court confirms that ceramics by ‘Gosuke Kato’ were displayed under the name of the 

broker ‘Yenji Mosji-Woora’ (Enji Nishiura).547  

Nishiura began trading in ceramics in 1860 in the foreign treaty port of Yokohama 

anticipating the increased demand for manufactured tableware. He was the distributor 

for the much of the ceramic production in the Mino area which The Sydney Mail reported 

                                                           
545

 Schneider,  p. 225. 
546

 There is a mistake between the Sakata’s Japanese list (no. 26 Appendix 10B  and the Sydney Morning 
Herald newspaper report (no. 27 Appendix 10C). 
547

 International Exhibition (1879: Sydney, N.S.W.) Sydney International Exhibition, 1879: Official Catalogue of 
Exhibits, Japanese Court John Sands, Printer, Sydney, 1879 item no. 9, pp. 6-8; Only 2 copies of this catalogue 
survive. 
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was worth £300,000 per year.548 Jahn notes that the success Nishiura encountered in 

Sydney boosted his production.549  Under Nishiura’s name four pairs of pots and vases 

were donated to Sydney, though there appear to be none signed by him in the AGNSW 

collection.  

 

 

Fig. 69      Fig.70 
Kawamoto Hansuke VI (1844-1905)  Katō Gosuke (b.1837) 
Three legged urn with cover   Jar with design of chrysanthemum, bamboo and sparrow 
AGNSW 2458.a-b     AGNSW 2455 
 
 
         

 

Fig. 71a      Fig. 71b 
Kawamoto Hansuke design    Katō Gosuke design  
Onchizuroku book 8     Onchizuroku book 6  

                                                           
548

 ’The Japanese Court’ no. 2, The Sydney Mail, Saturday 22 November 1879 :  Bell, Interpreting Japan in 
Australia 1870s-1970s Appendix 4F, p. 75. 
549

Jahn  p. 314. 
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The Official Catalogue, unlike other exhibition publications at the time, also indicates that 

Shippō Kaisha was acting as the broker for several Kawamoto potters though it is not clear 

(but likely) that it included work by Kawamoto Hansuke.550 

 

Kawamoto’s lidded Three legged urn (fig. 69) in underglaze blue with green celadon finial 

of a komainu Korean dog is archetypal Meiji design although technically reminiscent of 

the much earlier dish with celadon rim, c. 1790 (fig. 16). Against a background of dense 

foliage, rather in the style of the karakusa scrolling ‘Chinese grass’ pattern which was 

borrowed from the Middle East via the silk route in the Nara period, roundels or panels 

are inserted depicting the traditional theme of kachō ‘birds and flowers’. The white feet 

and handles at the centre of the body of the container represent the faces of shishi dogs 

thereby incorporating forms from the earliest pre-Meiji export wares (figs. 19, 20). Katō’s 

Jar displays a very similar floral background with recognizable fan-shaped panels depicting 

birds and bamboo.  

 

Two years after the Sydney International Exhibition, Kawamoto helped to found the Seto 

Art Institute (Seto  ijutsu Kenky sho) to promote Seto as a centre for etsuke decorators. 

Katō Gosuke, also in 1881, experimented with new glazes and clays as Seto manufacturers 

shifted from sometsuke blue and white, such as the pieces in the Art Gallery of New South 

Wales collection, towards coloured over-glaze painting. Both Katō and Kawamoto 

continued to display at exhibitions having been represented previously at Vienna and 

                                                           
550

 Sydney International Exhibition, 1879: Official Catalogue of Exhibits, Japanese Court (item 12), pp. 6-8. 
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Philadelphia as well as the First National Industrial Exhibition, Tokyo 1877.551  A 

sometsuke cup and saucer by Katō was included in the ceramics purchase in 1876 by Sano 

Tsunetami on behalf of the South Kensington Museum.552  

 

Nishiura, Kawamoto and Katō were innovators who responded to the changed 

circumstances of porcelain manufacture in the Meiji era; Kawamoto and Katō both 

created designs for the Onchizuroku (figs. 71a-b). As early as 1858 the trading company, 

Mitsui Bussan, had placed an order with Katō Kanesuke (Gosuke’s father  to create wares 

for export, providing him with some 80 foreign samples to stimulate a sense of foreign 

tastes for porcelain. The Kawamoto kilns also joined the venture. While persisting with 

the tried and tested ‘blue and white’ which had only been introduced into Seto at the 

beginning of the nineteenth century from Kyushu, their kilns adopted new technologies. 

Jointly they employed over one hundred people in the Seto-Mino district near Nagoya. 553 

  

As the potters of Mino province in the long established ceramic centres of Tajimi and Seto 

were reinventing their ‘blue and white’ to accommodate new tastes and circumstances, so 

too were the potters of Arita in Kyushu, one of the oldest export centres. The chief exporter 

of Arita ware in the Meiji era was the newly formed company, Kōransha, which was 

established in 1875 by ceramic painters turned merchants Fukagawa Eizaemon VIII (1833-

89) and Fukaumi Suminosuke, and potters and merchants Tsuji Katsuzō and Tezuka 

                                                           
551

 Katō won an award at the Paris Exposition Universelle.  See Jahn p. 96; a plate by him at the Domestic 
Exhibition is illustrated in Los Angeles County Museum of Art  Japan goes to the World’s Fairs Japanese Art at 
the Great Expositions in Europe and the United States 1867-1904, NHK Promotions Co. Ltd., 2005 p. 047. 
552

  See  http://collections.vam.ac.uk/item/O171028/cup-and-saucer/  Accessed 21 April 2011. 
553

 Jahn, p. 92. 
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Kinosuke.554 Tsuji, a former Daimyo official, had ties to the Imperial Household, the 

Hakurankai Jimukyoku and Kiritsu Kōshō Kaisha, which no doubt facilitated Kōransha’s 

representation at international exhibitions. By the time of the Sydney Exhibition, 

Fukagawa Eizaemon was left to run Kōransha on his own as the other three partners had 

departed to form another venture.555  

 

Kōransha made expensive tableware and was the first company to use a steam powered 

potter’s wheel c 1879, as well as incorporating a red colour made from the mixture of 

uranium and cobalt.556 Kōransha produced kinrande (gold brocade style), sometsuke (blue 

and white) and  iro-e (enamel) wares specializing in tall vases and plaques with a diameter 

of up to 110 cm which were sold at exhibitions and through branches in Nagasaki and 

Yokohama.  

 

In Sydney Kōransha won two awards: a High degree of Merit was awarded for ‘Art’ and a 

First degree of Merit Special for ‘Manufacturing’ for ‘two handsome vases, 5 feet high, with 

fine blue tint paintings of birds, &c., artistically executed’. 557 The judges reported not only 

on their size but ‘the gold burnishing on all the exhibits’ and that the ‘exhibits denote the 

greatest progress in this description of goods’. 558  

 

                                                           
554

 Jahn, p. 313.  
555

 Fukaumi, Tsuji and Tezuka established Seiji Kaisha in 1879. 
556

 Jahn,  p. 89. 
557

 The company previously won awards in Philadelphia 1876 and Paris 1878. 
558

 Official Catalogue of Exhibits Japanese Court, Sydney International Exhibition 1879, John Sands, Sydney 
(1879) pp. 206-208 & p. 481. 
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The AGNSW Kōransha pair of ‘stork vases’ (fig. 73), 1.22 metres in height (4 feet) and 46cm 

wide, are like the elevated pair illustrated on the centre right of the engraving of the Japan 

Court (fig. 72). Their description is the same as that given by the judges, apart from the 

lower height, although variations would have been produced.  

 

 

Fig. 72         Fig. 73 
The Japan Court at the Sydney Exhibition, 20 December 1879   Kōransha  (1875 to present) 
State Library of Victoria      Stork vase                                                  
          AGNSW 2390.1 & 2390.2 
         

 

Fukagawa, the principal potter of Kōransha, came from a lineage of porcelain decorators in 

Arita dating from the seventeenth century when the export market first began. In the pair of 

vases donated to the AGNSW (fig. 73) he used the cobalt blue long associated with Arita. 

Decorating them with simple white storks standing amongst finely glazed grasses, the vases 

have distinctive petal or leaf-shaped rims. The top of the vase is also burnished in copper or 

gilt, a style Fukagawa was producing at the time. Like all Kōransha wares, the vases have a 
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kōran or orchid mark on the base together with the inscription Hizen Arita Fukagawa sei 

(made by Fukagawa, Arita, Hizen province).559   

 
 Fig. 74 
Kōransha  
Tea jar with design of dragon and phoenix in clouds  
AGNSW 2457.a-b  

 

The second gift from Kōransha (fig. 74) was a pair of lidded tea jars using a similar cobalt 

blue glazed background with elaborate gilt decoration of a dragon and phoenix in white 

clouds. Reproduced on the lid, as on so many Meiji era porcelains, is the Chinese mythical 

lion-dog shishi.   

 

An identical jar is described in Schiffer’s Imari Satsuma as made by the Fukagawa Porcelain 

Manufacturing Company which, like the current AGNSW attribution  for AGNSW 2390 & 

2457 (figs. 73, 74)  is not correct.560 The Fukagawa Porcelain Manufacturing Company was 

founded in 1894 by Fukagawa Chuji, the brother of Eizaemon, so it is well after the 1879 

                                                           
559

 Kōran means orchid. 
560

 Schiffer, Nancy Imari, Satsuma, and Other Japanese Export Ceramics Schiffer Pub, Atglen, PA. 2000,  p. 121. 
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Sydney Exhibition.561  Furthermore, the Japanese documentation in the Japanese 

Commissioners’ report names Kōransha as the donor and maker of both gifts.562  

 

Ceramics dominated the Japanese commissioners’ gift and many artisans mentioned above 

such as Kinkōzan, Kanzan and Miyagawa Kōzan experimented in applying cloisonné to 

porcelain. Others specialised in applying cloisonné to metal. Amongst cloisonné artisans 

represented in Sydney there are several notables, however, similar issues of attribution 

arise. 

 

 Cloisonné  

Several pieces of cloisonné dating from the Sydney Exhibition can be found in the Art Gallery 

of New South Wales’ collection which were made and signed by the Shippō Kaisha, a 

company which specialised in enamel ware though as we have noted it was also a broker for 

other makers.  A tea jar (fig. 75) is signed by Suzuki Seiichirō who was known to be active in 

enamel ware as early as the 1860s. He may have been a student of Kaji Tsunekichi (1803-83), 

a former samurai who is credited in the 1830s as being the founder of modern cloisonné in 

Nagoya.563    

 

                                                           
561

 Jahn p.89. 
562

  Items  nos. 15, 46: Shidoniifu Bankoku Hakurankai Hokoku (1881) Goshu Shidonifu Bankoku Hakurankai 
Jimukan, Tokyo pp. 77, 79 (Japanese pagination):  Appendix 10B. 
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Fig. 75 
Suzuki Seiichirō,  active 1860s 
Jar with design of butterflies and flowers  
cloisonné on porcelain (cover missing) 
AGNSW 2462 
 

Two other cloisonné pieces ( figs. 76, 77) both ‘tea jars’ rather than ‘ginger’ jars as described 

in the AGNSW captions, are also made by Shippō Kaisha and bear the mark of Takeuchi 

Chūbei (1852-1922)  who was a central figure for  the company’s design and production.564  

He also produced cloisonné on glass, a very difficult process, as well as on metal. He left the 

Shippō Kaisha in 1881.565 It is most likely that the single Tea jar decorated with flowers 

AGNSW 2466 (fig. 77) may be the one listed and donated by Shippō Kaisha.566 

 

Fig. 76 
Takeuchi Chūbei (1852-1922) 
Tea jar with design of butterflies and flowers  
cloisonné on porcelain 
Signed base, inscribed "Nihon’, Shippō Kaisha workshop's mark and artist s mark Takeuchi Chūbei.  
AGNSW 2463.a-b 
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 Takeuchi exhibited the new technique of cloisonné on glass in the 2
nd

 National Industrial Exhibition 1881: 
See Los Angeles County Museum of Art (LACMA) Japan goes to the World’s Fairs Japanese Art at the Great 
Expositions in Europe and the United States 1867-1904, p. 051. 
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 Schneider pp. 226-7. 
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 Commissioners list no. 9: Appendix 10B-C; it might also be AGNSW 2462. 
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Fig. 77 
Takeuchi Chūbei (1852-1922)

 
 

Tea jar decorated with flowers  
cloisonné on porcelain  
Signed base, in Japanese, inscribed "Nihon’, Shippō Kaisha workshop's mark and artist s mark Takeuchi Chūbei 
AGNSW 2466.a-b  

 

 

Cloisonné on metal proved to be baffling to exhibition organisers and was categorised under 

the same section as inlaid metalware. In this category, cloisonné by Gotō Shōzaburō was 

judged to be of museum quality: 

Goto  Shozaburo –Yokohama – cloisonné –‘very beautiful,  colours harmonious, delicate gold 

burnishing excellent. The large plaque exhibited would be an ornament to any museum as illustrative 

of the high standard this art has attained in Japan’
567

 

 

A pair of large plates by Gotō Shōzaburō was amongst the Commissioners’ gifts and may 

possibly be these (AGNSW 1248, 1249) (fig. 78) in turquoise blue decorated with flowers, 

bird and a spider on a cobweb, though a pair was also listed under the name of Shippō 

Kaisha .568  

                                                           
567

 Official Record of the Sydney International Exhibition 1879 pp. 501-503: Appendix 10A. 
568

 Gotō’s plates were no. 12 on the Commissioners’ list; Morrow indicates there is a mark in the inner base. 
This should be reviewed: Morrow p. 107; Shippō Kaisha plates were no. 45 on the Commissioners’ list: 
Appendix 10B. 
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 Fig. 78 
Gotō Shōzaburō active 1860-1910 or Shippō Kaisha  
Pair of blue plaques with flowers, bird and spider in cobweb  
cloisonné on brass or copper  
AGNSW 1248 & 1249  
 

  

 

 

 

 

 

 

 

 

 

 

 

 

5

  

 

 

 

Metalware  

Bronze or metalware was classified at the exhibition within the category of ‘Hardware, edge 

tools, cutlery’ which highlights the dilemma of whether the ‘applied arts’ were mundane 

utilities or art. Those metalwares inlaid with ‘gold, silver, alloy’ were shown under the 

equally inappropriate category of ‘Engravings, Lithography, Photography etc.’ This category 

included works by Kanaya Gorōsaburō (1836-1890) of Kyoto who cast pots and kettles for 

the tea ceremony as well as export wares.569  Bronze vases by Okamoto Tazaiemon 

described as ‘ornamental bronze in imitation of old vases’ or a pair by Murakami Torajirō 

                                                           
569

 Commissioners’ list no. 10 
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were part of the Commissioners’ gifts and either of these might be the possible source of 

Bronze vase with square neck (AGNSW 2442).570    (See Appendix 10D) 

 Exhibitors of metalwares included Saitō Zembei and Ōta Mankichi of Tokyo both of whom 

are listed in the directory of broker-artisans, Tōkyō Meikōkan 1877.  Saitō commissioned 

sixteen metal-workers whose works he exhibited in national and international exhibitions 

through the auspices of the Kiritsu Kōshō Kaisha. He was a metal-worker himself, whose 

works were mainly engraved, enamelled and cast iron. He was in business from 1873 and in 

Sydney he received a First degree of Merit for his ‘artistically executed’ embossed and 

repoussé work and fine gold ornamentation. 

 

Fig. 79 
Saitō Zembei  
Bronze vase  
bronze, inlaid and enamelled  
Inscriptions: Saito & Tosui Masa 

571
   

AGNSW 2440 

                                                           
570

 Commissioners’ list Okamoto Taemon (no. 13  or Yoshida Yasubei / Murakami Torajiro (no. 28 . The AGNSW 
data base indicates this work was purchased, but the fact the pair was separated in 1925 and one was sent to 
the Powerhouse Museum makes this unlikely. 
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This vase (fig. 79) was part of a pair which may have been separated and shared with the 

Technology Museum in 1925. The design is kachō grasses, butterflies and insects which are 

commonly featured in the Onchizuroku designs to which Saitō was also a contributor.572  

   

Fig. 80    Fig. 81 
Hashimoto Eijirō               Photographs of Pictures in the AGNSW 1880-1885 
Pair of metal vases with fowl   
AGNSW 9951/2 
 

Amongst the Gallery purchases at the exhibition was a pair of bronze incense burners by 

Hashimoto Eijirō (fig. 80) which can be seen along the left wall in a gallery photo in the 

album Photographs of Pictures in the AGNSW 1880-1885 (fig. 81).573  Costing a hefty £110, 

incense burners of this elaborate style were extremely popular exhibition pieces.  

 

Finally, lacquer items were part of the Commissioners’ gift in the form of lacquered 

furniture. The broker Ōta Mankichi, who displayed the methods of lacquer manufacture by 

                                                           
572
 Tōkyō Kokuritsu Hakubutsukan Meiji  e ain no Tanjō  p. 5. 
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  AGNSW Trustees & King, Henry, 1855-1923, Photographs of Pictures in the AGNSW 1880-1885, Edmund & 
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207 
 

showing 100 different coloured wood lacquers and panels at various stages of manufacture, 

donated a cabinet.574 The trading companies Mitsui Bussan and Kiritsu Kōshō Kaisha as well 

as Isogaya Risanji  of Shizuoka also donated lacquered cabinets, although their whereabouts 

require more research.  They are likely to have been acquired by the Technological, 

Industrial and Sanitary Museum in 1882.575  

 

1880 Melbourne International Exhibition       (See Appendix 11) 

Despite the short interval between the two exhibitions, the 1880 Melbourne International 

Exhibition held from 1 October 1880 to 30 April 1881 was even more successful, with 1.3 

million people entering through the turnstiles. At its closure however, the National Gallery 

of Victoria (NGV) did not receive any gifts such as those given to the Art Gallery of New 

South Wales by the Japanese Commissioners. However, it is possible to identify several 

purchases from the exhibition in the NGV collection as well as purchases made by private 

Victorian and to a lesser extent, South Australian collectors.  

 

From contemporary photographs (fig. 82) it would appear that the layout of the display of 

the Japanese Court in this exhibition was the most aesthetically pleasing of the three 

Australian exhibitions.  The arrangement of display cabinets rather than open stalls was less 

cluttered than the ‘bazaar’ criticised by the Melbourne Punch in 1875.576 The walls were 

decorated with stencils replicating katagami traditional paper stencils which were inspiring 

Western designers and which the Onchizuroku designs were incorporating and adapting to 
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 Commissioners’ list no. 35. Appendix 10B. 
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 Commissioners’ list  nos. 4, 22,23; Many items were destroyed in the Garden Palace fire in 1882. There are 
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 ‘That Heathen Japee’, Melbourne Punch, 16 September 1875, p. 366. 
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create a new Meiji aesthetic. Their presence helped to create an ambience complementing 

the prevailing influences of Aestheticism and Japonisme in the Australian colonies.  

 

Fig. 82 
Interior of Japanese Court - temporary annexe, 1880 
photograph, State Library of Victoria 

 
 

Many of the same artisans and commissioners who showed in Sydney displayed again in 

Melbourne. There were however, some newcomers, notably Marunaka Magohei of 

Kanazawa, the Seiji Kaisha porcelain company and the lacquer maker Seikōsha.   

 

 The broker, Marunaka Magohei (1830-1910) displayed ‘Porcelain Censer and Vases’, ‘Inlaid 

works in bronze – Censers and ornamental Tablets’ and works of silver and gold inlaid 



209 
 

bronze work.577 As can be seen in his advertisement (fig. 83), he was also a distributor of tea 

and silk, which were the mainstay of the Japanese export economy.  

 

 

Fig. 83 
Advertisment for Marunaka Magohei trading company, Kanazawa at the Philadelphia Centennial 
Exhibition 1876 
 
 

Marunaka specialised in export goods from Kanazawa in Ishikawa prefecture (previously 

Kaga han), a region not represented at the Sydney exhibition. It had a history of production 

of Kutani porcelain, metalware and lacquer supported by the Maeda Daimyo family, thereby 

creating a strong pool of talent to draw upon in the Meiji era. Ishikawa prefecture was 

progressive in opening a Prefectural Museum in 1880, which provided a library and models 

for artisans along the lines of the South Kensington Museum. Furthermore in 1888 Nōtomi 

Kaijirō was appointed Director of the Kanazawa Kōgyō Gakkō (Industrial Training school), a 

centre for ceramics training.578 
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Marunaka had been initially forced to work through Kiritsu Kōshō Kaisha and Mitsui 

Company in order to export the works he commissioned from Kanazawa.  Two years after 

the Melbourne exhibition, in September 1882, as an independent exporter he opened his 

own branch office on the Boulevard Haussmann in Paris. In 1884 he purchased for 150,000 

yen the remnants of goods held by Kiritsu Kōshō Kaisha after its closure in Paris.579  Along 

with Hayashi Tadamasa, a former employee of Kiritsu Kōshō Kaisha, Marunaka expanded 

and took over a part of the Kiritsu Kōshō Kaisha export business, though he found difficulty 

in selling many of the commissioned products which by then were not fashionable amongst 

westerners.580  

 

Also represented in Melbourne was the Seiji Kaisha (Celadon Company) which had only 

been founded the year before in Arita by the same three partners who had earlier formed 

the Kōransha company with Fukagawa Eizaemon VIII. Melbourne would have been the first 

opportunity for its ceramics to be on international show. 
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 Kigi, Yasuko ‘Hayashi Tadamasa and Modern Japan’ in Hayashi Tadamasa:  Japonisme and Cultural 
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Fig. 84 
 Seiji Kaisha c. 1880 
 Incense burner  
National Gallery of Victoria, 2114 a-b-D1A 

The National Gallery of Victoria purchased Incense burner by Seiji Kaisha (fig. 84) at the 

exhibition. It is most likely to be the porcelain censer listed in the Official Catalogue of 

Japanese Exhibits under the name of Marunaka Magohei.581 With formal patterns 

reminiscent of ‘Chinese bronze vessels of the Zhou dynasty’ and the lid also depicting the 

Chinese mythical Qilin or Kirin, its three legged  shape is typical of the Meiji era aesthetic 

which  can be seen in the Miyagawa Kōzan (figs 61,62,63) and Kawamoto Hansuke (fig. 69) 

pieces donated by the Japanese Commissioners to the AGNSW.582  

 

Seiji Kaisha employed excellent craftsmen and established a high reputation for its 

essentially hand-made products. Its western table-ware was commissioned by the Imperial 

Household. The 1880s was a period of world-wide economic down-turn and the Seiji Kaisha, 

which specialised in expensive crafted ceramics, was forced to close in 1890. 
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Fig. 85 
Box, Lacquer on wood, gilt, gold paint, metal, shell  
National Gallery of Victoria, 2004 a-b-D1A 
 

A box of red cinnabar tsuishu lacquer and shibayama lacquer inlaid with shell was also 

purchased by the National Gallery of Victoria (fig. 85). It is possible that it came from 

Seikōsha, a company which only exhibited in Melbourne displaying Lacquered wares - 

Ornamental Boxes.583 It is a matter of conjecture, however, whether the Box was produced 

by Seikōsha or it was acting as an agent. Terence Lane surmises that a description in the 

Official record of the Melbourne International Exhibition of  a ‘jewel box which looked like 

metal, the gold lacquer being so wonderfully polished and brilliant’ may be the same object. 

It was also noted that ‘the value of this little nicknack was £25’. 584      

 

Seikōsha had begun business in 1877 specialising in the design, production and export of 

lacquer. Later it created metalwares and clocks, becoming best known as the Seiko watch 

company. Melbourne also attracted several other important exhibitors who deserve brief 
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 Seikōsha received ‘Second Order of Merit for Lacquered ware’ in Official Catalogue of Japanese Exhibits for 
the Melbourne International Exhibition, 1880  
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mention. They include Minoda Chōjirō  (born 1840) who started business in 1855 as an art 

dealer in Edo before becoming the largest exporter in Yokohama; Ōzeki Sadajirō who owned 

an export store named Musashiya also in Yokohama; and the Yedogawa Seitousho, Tokio 

(Edo Ceramics Manufacturing Company) which was another venture involving Nōtomi 

Kaijirō and had been established three years previous to the Melbourne Exhibition.585  

 

 The 1880 Melbourne exhibition was personally attended by Kawase Hideharu as 

Commissioner-General, whose importance in the arts of Japan as a member of the Ry chikai 

(Dragon Pond Society) as well as his bureaucratic role in the Department of Finance was 

unrecognised in Australia and attracted only cursory notices by local newspapers. 586 

Alexander Marks, the Consul for Japan, officially attended as a Commissioner for Japan.  

Also in attendance were attaché Kida Torao, Tokuda Toshihiko of the Finance department 

and a merchant of porcelain, Mr Akiyama who jointly displayed with the Kiritsu Kōshō 

Kaisha. Both Tokuda and Akiyama remained in Australia and set up Akira and Co. next to 

Young and Jacksons in Swanston Street in 1880 to supply the ‘Mikado mania’ market in 

Melbourne.587 Another merchant, Mr Singleton, who was also mentioned in the Official 

                                                           
585

 Minoda moved to Yokohama in 1859. In 1878 he commissioned thirteen artists of makie and shibayama 
lacquer and bronze ware. He supplied the Walters Art Gallery Baltimore:  Hida ‘Exporters of Meiji Decorative 
Arts’ p. 84;  Minoda, Ōzeki and Seikōsha all won awards for lacquered ware. 
586

  The appointment of Kawase as commissioner is noted in ‘Intercolonial News in brief’, The Queenslander, 10 
July 1880 p. 56; The arrival of the commissioner and his party is noted in ‘Arrival of the English Mail’, The South 
Australian Advertiser, 6 September 1880, p. 6.  
587

 Dr Pam Oliver, School of Historical Studies, Monash University 2006 Public Lecture Series - Institute for 
Public History Finding Dame Nellie Melba's butler: the hidden history of Victoria's Japanese immigrants 1869-
1943. (Immigration Museum, Melbourne, 9 April 2006 as part of the lecture series for the exhibition 'From 
Kimono to Sushi - The Japanese in Victoria')  http://arts.monash.edu.au/public-history-institute/public-
lectures/2006-kimono-series/oliver-lecture.php     Accessed July 20 2009. 

http://arts.monash.edu.au/public-history-institute/public-lectures/2006-kimono-series/oliver-lecture.php
http://arts.monash.edu.au/public-history-institute/public-lectures/2006-kimono-series/oliver-lecture.php
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Record for the Melbourne International Exhibition displayed his Japanese wares at 

exhibitions in Adelaide and Perth several months after the Melbourne Exhibition.588 

 

 

A local private citizen who did a lot of shopping at the Melbourne exhibition was John 

Twycross, a wool merchant. His collection of purchased objects was preserved by the family 

and donated in 2009 to the Museum Victoria, the custodian of the Royal Exhibition Building, 

which was purpose-built for the 1880 exhibition. 589 

 
 
The John Twycross Melbourne International Exhibitions Collection contains approximately 

fifty objects purchased from the Japanese Court.590  There are the standard curios beloved 

by nineteenth century western collectors: netsuke, okimono, cloisonné, ceramics and prints. 

Several of the ceramics were by Hyōchien (fig. 86), which won an order of merit in 

Melbourne, and Kinkōzan, whose works were on display in Sydney but were not listed in the 

Melbourne catalogue. Generally the objects are not of the standard of craftsmanship of 

those selected and donated by the Japanese Commissioners and merchants to the AGNSW.  

                                                           
588

 See Appendix 9.  
589

 The building is now World Heritage listed; ‘Twycross immigrated to Australia from Wokingham, Berkshire, 
in 1853. In the 1870s he built ‘Emmarine, a substantial mansion with an art wing on Glenhuntly Road in 
Elsternwick.’: Notes provided by Jessica Piesse of Museum Victoria. 
590

 ‘A collection of 200 objects bought from the Austro-Hungarian, British, German, Italian and minor courts’ . 
See Museum Victoria for all objects @  http://museumvictoria.com.au/collections/themes/3181/john-
twycross-1880-melbourne-international-exhibition-collection?start=121   Accessed 9 August 2011. 

http://museumvictoria.com.au/collections/themes/3181/john-twycross-1880-melbourne-international-exhibition-collection?start=121%20
http://museumvictoria.com.au/collections/themes/3181/john-twycross-1880-melbourne-international-exhibition-collection?start=121%20
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Fig. 86  Vase, mountain landscape and eagle by Hyōchien  
Fig. 87  Self portrait of Toyokuni at age of 79 by Utagawa Kunisada, 1865, woodblock print 
Fig. 88  Genji crossing the Oi River with attendants by Yoshitora, 1862, woodblock print   
                    John Twycross Melbourne International Exhibitions Collection, Museum Victoria 
 

 

It is interesting that the medium of woodblock prints which had been especially requested 

by the French as early as the 1867 Exhibition was neither prominent nor commented upon 

in the Australian exhibitions. Prints certainly did not form part of the Commissioners’ gift to 

Sydney. As a private collector, Twycross purchased several pre-Meiji era prints dating from 

the 1860s by Kunisada (fig. 87), Yoshitora (fig. 88), and Kunichika. It is likely that these were 

exhibited by the Kiritsu Kōshō Kaisha and T. Akiyama of Tokyo in either class 22 ‘printed 

paper hangings’ or class 42 ‘toys’.591   

 

None of the exhibition catalogues or the extant collections dating from the Australian 

exhibitions and investigated in this thesis contain any works on paper. All that remains from 

the exhibitions of the period are the ‘applied arts’. The Twycross prints are the exception. 
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 See Museum Victoria website: http://museumvictoria.com.au/collections/themes/3181/john-twycross-
1880-melbourne-international-exhibition-collection?start=121         Accessed 9 August 2011. 

http://museumvictoria.com.au/collections/themes/3181/john-twycross-1880-melbourne-international-exhibition-collection?start=121%20%20%20%20%20%20%20%20%20Accessed
http://museumvictoria.com.au/collections/themes/3181/john-twycross-1880-melbourne-international-exhibition-collection?start=121%20%20%20%20%20%20%20%20%20Accessed
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The Japanese artisans, trading companies and bureaucrats named in the Australian 

exhibition catalogues represent a kaleidoscope of the leading entrepreneurs, studios, 

workshops and kilns developed and supported through the innovative and pragmatic 

policies of the Meiji  government. They directly influenced Australian tastes and 

consequently, Australian collections of Japanese art. 

 

Through the exhibitions of 1875, 1879 and 1880, Australia played a significant, though 

understated role in Japan’s pursuit to become a bunmei no kuni ‘a country of 

enlightenment’. The 1870s and 1880s were critical decades as the West was enticed by 

Japanese art. The Japanese government aided and abetted private enterprises to develop 

the applied arts markets through production and design support. Following the Australian 

exhibitions the Japanese presence at international exhibitions played a bigger and bolder 

role on the world stage.  

 

2.6 The World Stage 

 

From the comparatively humble Japanese Courts in Sydney and Melbourne where cups of 

tea were handed out to bemused visitors, the propaganda value for Japan of its architecture, 

gardens and art collections became more prominent in subsequent international exhibitions. 

In fact, one could deduce that Japanese government-investment in quality representations 

of art and culture rose exponentially as Japanese export wares became more associated, 

over time, with cheap mass-production. The meagre cost of Japanese Courts at the 

Australian exhibitions (1875 Melbourne 20,000 yen, 1879 Sydney 39,000 yen, 1880 

Melbourne 33,000 yen) pales against the funding allocated for the 1910 Japan-British 
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Exhibition, the ultimate exhibition held to honour Japan and her achievements which had a 

budget of 2 million yen.592      (See Appendix 12)  

 

For the 1873 Vienna World Exposition, a Japanese garden with a shrine was constructed 

which Fujita suggests may have been designed by Nōtomi Kaijirō, whose father was a Shinto 

priest.593 With a huge budget of ¥520,000, large scale ‘props’ such as the golden dolphin 

finials  from Nagoya castle and a replica of the five storied pagoda at Yanaka, Tokyo, were 

sent to be placed on display in the Japanese Court.594 The planning for these attractions was 

carried out in consultation with Philipp Franz Von Siebold’s elder son, Alexander von Siebold 

(1846-1911) who was an employee of the Japanese Ministries of Public Works, Finance and 

Foreign Affairs.595  Unfortunately on the return journey to Japan the ship carrying these 

precious exhibits sank.596   

For the lesser funded 1876 Philadelphia Centennial Exhibition, Japanese carpenters were 

despatched to build a Japanese style shop and house on exhibition grounds (figs. 89a-b). 

The bazaar had several large bronze storks and pigs grouped at the entrance. 
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 Checkland, table 4.1 p. 51; There is some variance in expenditure quoted by Checkland and Hotta-Lister. For 
Melbourne 1875, Hotta-Lister indicates 2, 229 Yen. See Hotta-Lister, Ayako The Japan-British Exhibition of 
1910; Gateway to the Island Empire of the East Japan Library, Richmond Surrey, 1999 p.222. 
593

 Fujita, pp. 19-20. 
594

 Los Angeles County Museum of Art (LACMA) Japan goes to the World’s Fairs Japanese Art at the Great 
Expositions in Europe and the United States 1867-1904, p. 022,024. 
595

 Von Siebold provided support for Japan’s presence at the 1867 and 1878 Paris exhibitions as well as Vienna: 
Conant, Ellen ‘Principles and Pragmatism: the Yatoi in the Field of Art’ f. n. 100, p. 169 in Beauchamp, Edward R. 
&  Iriye, Akira (ed.)  Foreign Employees in Nineteenth Century Japan Westview Press, San Francisco, 1990.  
596

 On 20 March 1874 the ship carrying the roof ornament and 193 crates of goods including artworks sank. 18 
months later 68 crates were retrieved: LACMA, p.  028. 
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Fig. 89a.  Japanese dwelling, Philadelphia Centennial 1876 

 

Fig. 89b  Japanese bazaar, Philadelphia Centennial 1876 
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For the 1893 Chicago Columbian Exposition, the Japanese government appropriated half a 

million dollars (630,000 yen), making it one of the most highly funded countries at the 

fair.597 The role of the arts in defining Japan’s international identity was reflected in the 

appointment of the eleven Japanese commissioners in Chicago.  Kūki Ryūichi (1852-1931), 

the Director of the Tokyo Imperial Museum, was the vice president. Three others were also 

experienced in the arts: Yamataka Nobutsuru (1842-1907) chief curator of crafts and former 

director of the Imperial Museum, Tejima Seiichi (1848-1918) director of the Tokyo 

Technological School and Okakura Kakuzō, director of the Tokyo School of Fine Arts. Thirty 

artists and artisans were appointed jurors on art panels including three well known 

foreigners: Frank Brinkley, Josiah Conder and Edoardo Chiossone. 598 

In Chicago Japan was allocated 40,000 square feet on Wooded Island for a national pavilion 

in addition to extensive space in other locations.599 Supervised by Okakura Kakuzō, the 

pavilion Hō-ō-den was a replica of the Byōdōin (Phoenix Hall) at Uji. In his published 

description of the hall (fig. 90a-b) Okakura drew upon all the symbolism of the mythological 

phoenix bird to emphasise Japan’s distinctive and profound history. He wrote triumphantly 

in the catalogue: 

She has come to the Exhibition laden with the treasures of that art which has been the 
heirloom of her people for the last thousand years.600 
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 Conant, Ellen  ‘Japan Abroad at the Chicago Exposition’  in Conant, Ellen (ed). Challenging Past and Present: 
The Metamorphosis of Nineteenth Century Japanese Art, University of Hawaii Press, Honolulu 2006 p. 258. 
598

  Conant, p. 259. 
599

 Extra space was 40,000 ft.² in Manufactures and Liberal Arts Building, 4,000 ft.² in Horticultural Building, 
2,850 ft.² in Palace of Fine Arts, 1,800 ft.² in Mines and Mining Building, 1,400 ft.² in Fish and Fisheries Building, 
950 ft.² in Forestry Building, 50,000 ft.² for a bazaar, 3,000 ft.² for a tea house: Conant, p. 260. 
600

 Okakura, Kakuzō The Hō-ō–den (Phoenix Hall) An Illustrated Description of the Buildings Erected by the 
Japanese Government at the World’s Columbian Exposition, Jackson Park, Chicago Ogawa publisher, Tokyo 
1893,  p. 9. 
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Designed to illustrate the evolution of Japanese art through the centuries, the pavilion had 

three sections. These were prototypes of the courtly refinement of the Fujiwara epoch (980-

1185) as exemplified by the Byōdōin in the left wing, in the right wing the Ashikaga period 

(1333-1568) with the reproduction of a room from Ginkakuji (Silver Pavilion) built by the 

Shogun Ashikaga Yoshimasa in 1479, and the Tokugawa period in the central hall with a 

room reproduced from Edo castle.  

  

Fig. 90a-b   Front cover of Illustrated Description of the Hō-ō–den at the World’s Columbian Exposition,  
     Chicago by Okakura Kakuzō & Front view of the Hō-ō–den 

 

The pavilion was built using Japanese artisans and the interior decorations were created by 

Okakura’s students and teachers from the Tokyo School of Fine Arts. The Government 

architect, Kuru Masamichi, was the principal designer and Okura & co. which had been 

present in Sydney (1879) provided the builders.601 Furniture and art works came from the 

Imperial Museum.602  Okakura confidently displayed them emphasising the equal and 

shared place of Japanese crafts amidst Fine Art, thereby ignoring the Western dogma of 

separating the two categories. 

                                                           
601

 The building was donated to Chicago at the conclusion of the exposition. It remained on Wooded Island on 
the edge of Lake Michigan until 1946 when it was destroyed by an arsonist possibly as an anti-Japanese act. It 
has been replaced by a viewing pavilion.(visited by author Feb. 2010) 
602

 Surviving photos do not enable us to judge the quality of the works decorating the rooms nor do we know 
their current whereabouts. 
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After the Chicago Exposition, an American newspaper reported that ‘an attitude of respect 

for Japan may be felt everywhere’ while the New York Sun praised Emperor Meiji.603 The 

strategic use of art, especially the decorative arts, as the frontispiece for Japan’s ‘civilisation 

and enlightenment’, met with great success. 

 
 
The strategy of using highly regarded Japanese nationals to play a prominent role in the 

organisation of exhibitions was repeated in Paris. The Japanese Court at the 1900 Paris 

Exhibition was set up under the direction of the celebrated Paris dealer Hayashi Tadamasa. 

The government contributed 1,310,000 yen, a remarkable amount at the time, as the 

country was in debt after the expensive Sino-Japanese war of 1894-5.  

 

Acknowledgement of Japan’s arrival onto the world stage culminated with the 1910 Japan- 

British Exhibition. Japan, with whom Britain signed the Anglo-Japanese Alliance in 1902 and 

a second alliance in 1905 recognising Japan’s claims to Korea, was the sole focus of the 

exhibition.  It was testimony to Japan’s perseverance and success in using exhibitions and 

art objects to attract western attention and approval. The display in London of ‘Japanese old 

fine art’ played an important role in galvanising that approval. 

 

The Japan-British Exposition held from 14 May-29 October 1910 in White City, Shepherd’s 

Bush, London, attracted 8 million visitors. It represented an apogée of success for Japan: an 

exhibition in her honour hosted by the country it greatly admired. The timing was 

strategically important. Japan had by this time annexed Taiwan by defeating China in the 
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 Cited in Keene, pp. 509-510. 
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Sino-Japanese war 1894-5, and had also defeated Russia in the 1904-5 Russo-Japanese war. 

Japan had earned the title bestowed on it by Britain’s Ambassador to Japan, Claude Mac 

Donald, jointly naming Japan and Britain as ‘Island Empires of the East and West’. 604  

 

Private companies and prefectural governments were called upon to financially support the 

Japan-British Exhibition. Symbolically, the logo for the exhibition was the rising sun for Japan 

and the lion for Britain, but public posters, official prizes and plaques portrayed variations of 

Britannia and Yamato-hime.605 (figs. 91,92) The lithograph by Kitazawa to celebrate the 1902 

Anglo-Japanese Treaty was revived for the 1910 exhibition.  

  

Fig. 91   Kitazawa Rakuten (1876-1955) 
           Britannia and Yamato-hime 
           Koriyama City Museum, Fukushima  
    

Fig. 92 W H Barribal (active 1907-25) 
         The Japan-British Exhibition at White City, 1910 
         Museum of London Acc. no: 82.232/556  

                                                           
604

 Mac Donald was ambassador from 1900 to 1912; Hotta-Lister, p.2. 
605

 Yamato-hime no Mikoto, a Shinto deity founded the Naiku ‘Inner shrine’ at Ise Jingu in honour of the Sun 
Goddess, Amaterasu. 
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Two Japanese gardens with imported plants and stones were established in the exhibition 

grounds and two hundred and thirty five entertainers were sent from Japan. Displays 

celebrated Japan’s colonial status in Manchuria, Korea and Taiwan, with Ainu and native 

Taiwanese as live exhibits in their own specially constructed villages.  A four-fifths replica of 

Chokushi-mon (the Karamon at the entrance to the Nishi Honganji) in Kyoto was erected 

and later donated to Kew Gardens.606  At the conclusion of the exhibition, model buildings 

of the Shogun Iemitsu’s mausoleum, a Japanese house and Kasuga shrine gate were 

donated to various British institutions.607 

 

The Japanese art exhibited at the 1910 Japan-British Exhibition was probably the most 

extensive ever seen at an international exhibition. Contemporary art of over 200 items 

including nihonga and yōga were submitted in addition to the categories of sculpture, 

ceramics, enamels, metal-work, embroidery and inlay.608 A few of the same names which 

appeared in the Australian exhibitions of 1879 and 1880, like Kinkōzan Sōbei, Miyagawa 

Kōzan and the embroiderer Nishimura Sōzaemon from Kyoto, were represented but were 

joined by the next generation of late Meiji era artists such as cloisonné makers Namikawa 

Sōsuke and  Andō Jūbei.609   

 

                                                           
606

 It was restored in 1995. 
607

 Recipients included the Victoria and Albert Museum (building models), Kew Gardens, Alexandra Park  and 
the Department of Agriculture. Pottery was donated to museums in Brussels and Budapest and a shoin 
traditional house was given to the Guimet Museum in Lyon: Hotta-Lister. p. 107. 
608

 Earle, Splendours of Imperial Japan: Arts of the Meiji Period in the Khalili Collection, p. 336. 
609

 The sons of Kinkōzan Sōbei VI and Miyagawa Kōzan attended: Pall Mall Gazette April 16, 1910 ‘Artists 
coming to London’ in Mutsu, Hirokichi, 1869-1942, Melbourne Institute of Asian Languages and Societies and 
Japan, Imperial Japanese Commission The British Press and the Japan-British Exhibition of 1910 (facsimile) 
Melbourne Institute of Asian Languages and Societies, Victoria 2001 pp. 44-45. 
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The entire collection was listed and 262 objects photographed for the exhibition catalogue 

An Illustrated Catalogue of Japanese Old Fine Arts Displayed at The Japan-British Exhibition 

London 1910. 610 The art exhibition consisted of nearly five hundred objects in total: 296 

paintings, sculptures including 20 Nō masks, 13 models of historic buildings, metal-works 

mainly swords and armour, lacquer wares including inrō and ‘fabrics’.  The Imperial Museum 

lent pieces. Most of the religious items on display came from temples on Mt Kōya, Kyoto as 

well as Hōryūji and Tōdaiji in Nara. The 1910 exhibition was remarkable for the emphasis 

placed on historical art from private and government-owned collections. The interests of 

trade and commerce through contemporary applied arts were reconciled with historical art 

in order to prove Japan’s worth as an ancient and modern civilisation.  

 

The old social order was represented by works on loan from the former Shogun Tokugawa 

and Maeda Daimyo families.  The vast majority of objects were lent by the new generation 

of Meiji era private collectors who profited from the capitalism and changed social hierarchy 

of the Meiji era.  Guth notes in Art, Tea, and Industry, that the nature of their collections still 

drew inspiration from the social activity and aesthetics of Tea just like collections formed 

prior to the Meiji Restoration.611  

 

The lenders were renowned collectors and  included Nezu Kaijirō (1860-1940) president of 

Tobu Railways who collected Tea utensils and hanging scrolls;612 Kuki Ryūichi previously a 

                                                           
610

 Office of the Imperial Japanese Government Commission to the Japan-British Exhibition An Illustrated 
Catalogue of Japanese Old Fine Arts Displayed at The Japan-British Exhibition London 1910 The Shimbi Shoin, 
Tokyo. My thanks to David Button for the loan of a copy.  
611

 Guth, Christine  Art,Tea, and Industry: Masuda Takashi and the Mitsui Circle Princeton University Press, 
Princeton, N.J. 1993. p.  89. 
612

 His collection is in the Nezu museum in Aoyama, Tokyo. 
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commissioner for the Chicago and St Louis expositions and Ambassador to the United States 

from 1884 who created his own collection while  curator and director of the Tokyo Imperial 

Museum; 613  Fukuba Toru  collector of Ukiyo-e prints, paintings  and tsuba;614  and Inoue 

Kaoru who had been involved with international exhibitions from Meiji Japan’s first official 

involvement in 1873.  

Inoue was, on the one hand, a promoter and advocate of the commercial pragmatism of the 

applied arts and, on the other hand, was ‘a man with an abiding interest in traditional 

cultural pursuits’ such as Kabuki, esoteric Buddhism and Tea. He was a collector not only of 

utensils and paintings but in 1880 he purchased the Hasōan teahouse which was associated 

with the Tea master Murata Shuko and Tōdaiji.615 Inoue, like his contemporaries, moved 

easily between Western public life and a private life faithful to tradition thus proving that 

‘artistic tastes among men of tea were not abruptly altered by the political changes that 

occurred in 1868’.616 

 

This coterie of collectors were members of the Yūrakukai, a powerful group based in 

Yūrakuchō, Tokyo’s financial centre which had been called together by Inoue Kaoru to 

consider government financial policy especially the imbalance of payments after the Sino-

Japanese war 1894-5.617 Other group members who lent to the 1910 Japan-British Exhibition 

included  Baron Hisaya  Iwasaki  (1865-1955) President  of Mitsubishi, and  Masuda Takashi 
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 Kuki was formerly a student of Fukuzawa Yuichi, the advocate of Bunmei kaika. Guth notes private 

collecting was not deemed to be a conflict of interest: Guth , Art, Tea, and Industry p. 80. 
614

 This was a pseudonym for Kuwabara Yojiro who published a catalogue of his collection:  See 
http://trove.nla.gov.au/result?q=fukuba+toru   Accessed  9 August  2010. 
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 Guth , Art, Tea, and Industry  pp. 90-93. 
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 Guth, p. 88. 
617

 Minichiello, Sharon  Japan’s Competing Modernities Issues in Culture and  emocracy   00-1930, University 
of Hawaii Press, Honolulu, 1998 p. 292. 
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(1848-1938) who was appointed president of Mitsui Bussan Kaisha in 1876, three years 

prior to the company’s involvement in the Sydney exhibition.618 Works (mainly textiles) 

were also lent for the 1910 Japan-British Exhibition by a new phenomenon of Meiji era 

collectors, the department stores, Mitsukoshi and Daimaru. 

 

The art collection could not be shown for the entirety of the exhibition due to its fragility 

and so the display was changed every two weeks throughout the six months duration. In 

order to maximise the presence of the collection in Britain, 350 experts from Europe were 

invited to five days of lectures and displays on Japanese art from 5-10 September 1910.619   

 

The exhibition was very well received and the works of great Japanese artists were likened 

to the ‘great masterpieces of Egypt, Greece, France and Italy’.620  Laurence Binyon, Assistant 

Keeper of Prints and Drawings at the British Museum, wrote in an article for the Saturday 

Review about the ‘extraordinary compliment Japan has paid’ Britain by sending the 

collection.621 His exhibition critique is mixed, commenting on the room of ukiyo-e paintings 

as having ‘less charm than their woodcuts’; ‘the Hokusai is not very striking and the 

Utamaro is downright bad’ (fig. 93). However, he praised the energy and rhythm of Korin’s 

‘waves screens’ (fig. 94) and the ‘wonderful Buddhist paintings’.  

                                                           
618

 Iwasaki in 1917 purchased the 24,000 tomes from the Australian journalist for The Times in Peking, Dr 
George Morrison; Takashi’s collection is described in Guth‘s Art Tea and Industry. 
619

 Hotta-Lister, pp. 105-106. 
620

 Morning Post  14 May 1910 citing Gaston Migeon of the Louvre Museum: Mutsu, p. 56. 
621

 Saturday Review 28 May 1910 in Mutsu, pp. 73-74. 
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Fig. 93  Two Beauties Rambling by Kitagawa Utamaro (1753-1805), owned by Takamine Hideo, Tokyo  
Fig. 94    Scene of Matsushima (A pair of six-panel screens) by Ogata Korin (1658-1716), owned by Baron 

Iwasaki Koyata  
 
 

Western art Yōga  by Japanese artists was entered in the Fine Art section but even those 

works by Kuroda Seiki (1866-1924), the greatest Yōga artist in Japan who was also director 

of the Tokyo Bijutsu Gakkō, were largely ignored.622 This was not the Japanese art that the 

West wanted. 

 

The Japan-British Exhibition 1910 is a suitable endpoint to consider the success of the 

bunmei kaika policy and the contributing role of the ‘applied arts’. Formulated as Japan 

tentatively confronted the expansionist threats from the West, by 1910 Japan had achieved 

many of its initial aims and had beaten the West at its own game. As Okakura lamented, it 
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 Hotta-Lister, pp. 120-121. 
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was only at that point when militarily it had created its own empire, that Japan was taken 

seriously. 

 
Nonetheless by the late nineteenth-early twentieth century, the excessive adaptation of the 

applied arts to accommodate Western tastes had devalued the very aspects which 

Westerners had once found so refreshing in Japanese art. While the cheap mass production 

which swamped the markets by the mid-Meiji era cooled collectors’ ardour, high quality 

studio objects were undoubtedly still being produced.623  By 1910 Western collectors were 

much better informed and could discern the ‘old’ from the ‘new’, hence the enthusiastic 

reception that year in Britain of the exhibition of ‘fine old Japanese art’.  

 

2.7 Bunmei Kaika and an Identity Crisis 

 

The ideology of bunmei kaika reached its zenith in the 1870s and 80s. Driven by commercial 

pragmatism, the Meiji government viewed the technological achievements of the arts and 

crafts as akin to building bridges or railways in order to reflect Japan’s progress, modernity 

or civilisation equal to that of any Western power. Some twenty years later Japan still had 

not succeeded in having the ‘unequal’ treaties revoked and its sense of self was under 

attack.624  

 

By the late 1880s, the benefits of modernisation were being widely questioned. There was 

no defining act or date that ended bunmei kaika but Wittner in Technology and the Culture 

of Progress in Meiji Japan suggests it may have been the promulgation of the Constitution in 
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 The Khalili Collection is evidence of the studio pieces being produced. 
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 The ‘Unequal treaties’ were revoked in 1899.  
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1889 or as late as the Sino-Japanese war in 1894-5 when national identity and militarism 

were ascendant.625   

 

Many eminent Japanese and foreign intellectuals were expressing concern at the speed and 

nature of the changes undertaken in Japan and the resultant hybridisation of its art.   

Foreigners who were staunch advocates for Japan such as Arthur Lasenby Liberty, Ernest 

Fenollosa and Christopher Dresser were bemoaning the losses rather than the gains. In 

Australia, even the Melbourne Centennial Exhibition1888 catalogue raised a warning about 

the sustainability of Japanese art and ‘the wholesale, slavish imitation of Western habits’, 

‘the abandonment of ancestral standards’ and their substitution for ‘the manners and 

customs of Christian nations’. 626   

 

Arthur Lasenby Liberty, visiting Tokyo in 1889, spoke of Japan being ‘too ready to believe in 

the advantages of foreign civilisation, too ready to undervalue the precious heirlooms of a 

splendid past’. He lamented  that potters, for example, were producing ‘hybrid’ forms 

decorated with ‘inharmonious’ colours and pigments and that jewellers were imitating the 

‘trumpery’ of Birmingham. He commended the painter Kawanabe Kyōsai for his imagination, 

the ‘delicately’ and ‘elegantly finished’ enamels of Mr Namikawa of Kyoto, metal-workers 

such as “Komi’ (Komai  and the ‘astonishing specimens of needlework’ by Mr Nishimura. In 

his conclusion he extolled the ‘beneficial influence’ of Japanese art on European art but 

warns, ‘do not allow European influence in return to overturn the art of Japan’.627   
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 Official Record of the Centennial International Exhibition, Melbourne, 1888-1889, The Official Catalogue of 
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The optimistic Mortimer Menpes, however, having lived and studied art in Japan, discerned 

a distinction between art practised in Japan and export art, and cautioned ‘the great 

characteristic of Japanese art is its intense and extraordinary vitality … It is all very well to 

draw gloomy deductions about the decay of Japanese art from the manufacture and the 

importation of curios destined for the European market’.628  

 
The Meiji government, by capitalising on the appeal of ‘Mikado Mania’, had promoted the 

industrial arts for political and diplomatic purposes. The grand scheme did not always 

proceed smoothly however. In the early 1880s following the Australian exhibitions, a 

combination of a decline in the Japanese economy and the rise of more discerning buyers in 

the West affected the supply and demand for the applied arts particularly ceramics. Artisans 

such as Miyagawa Kōzan and Kinkōzan Sōbei had to revise their means of production, styles 

and quality.629 The standardised interpretation of ‘traditional’ iconography was seen as 

cliché ‘queer and quaint’ due to over-commercialisation. To add insult to injury, in 1885 

Gilbert and Sullivan’s musical opera The Mikado parodied and seemingly demeaned the 

Japanese (as it did the British) despite all their efforts to achieve modernity.630   

 

In Japan, modernity ushered in universal compulsory education based on the American 

curriculum. 631  Art education at elementary school as well as at the Kōbu bijutsu gakkō 

(Technical Art School) which opened in 1876 favoured drawing with a pencil as a precursor 
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to industrial design, thus dispensing with the brush.632 By the 1880s, the underlying 

principles of Japanese art education were being contested. The debate polarised between 

the pencil and the brush: the pencil symbolising the West, the brush symbolising Japan’s 

traditional art. 

 

Nationalism and its expression through art became the focus of debate. This was preempted 

not by artists but mainly by bureaucrats, many of whom had long involvement with Meiji 

bunmei kaika policies. In 1879, the year of the Sydney Exhibition, the Dragon Pond Society 

Ry chikai was formed. Sano Tsunetami, with vast experience overseeing exhibitions and 

museums, became its president, Kawase Hideharu head of the Commercial Affairs Bureau 

Shōmukyoku in the Ministry of Finance and Chief Commissioner for the 1880 Melbourne 

Exhibition was the vice president.633 Other members included Matsuo Gisuke of the Kiritsu 

Kōshō Kaisha, Nōtomi Kaijirō, Ernest Fenollosa and his student Okakura Kakuzō. By 1884 its 

membership was 359 absorbing most leading artists and craftsmen.634 

 

The goals of the Ry chikai centred on the protection of old art, and the development of new 

art inspired by the old kōko rikon ‘appreciating the old, (thus  befitting the new’.635 This goal 

was not dissimilar to the underlying principle of the Onchizuroku or the Seihin gazu-gakari 

but the Ry chikai sought to redress the balance lost in the valuing of old art. In 1884 art 

theory became the focus of another society the Kangakai (Society for the appreciation of 
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old art) set up by Kawase, Fenollosa and Okakura. Both societies were strong advocates of 

the advancement of Nihonga (Japanese-style painting) in opposition to the prevailing 

Seiyōga (Western-style painting). Okakura, appointed Director of Tokyo Bijutsu Gakkō 

(Tokyo School of Fine Art, opened in 1889) in 1890 and Chief of Art at the Imperial Museum, 

stridently promoted Nihonga.636 

 

 Okakura was in many ways a product of bunmei kaika. The son of a former samurai and 

born in Yokohama, the treaty port and Japan’s window on the world, Kakuzō was raised by 

American missionaries.637 He studied English and Chinese literature at the Tokyo Imperial 

University, graduating in 1880. He and Fenollosa used their political influence to champion 

‘Japanese culture and art as assets worthy of the highest international appreciation, 

precisely by virtue of their distinctly ‘national’ Japanese character’.638   

 

As an art theorist and fluent speaker of English, Okakura was in a privileged position to 

promulgate abroad his opinions and criticisms on a raft of issues including heritage 

preservation, Western perceptions of Japanese, and more generally, Asian art.  He 

advocated nationalism and pan-Asianism eulogising India and China as the sources of the 

‘ideals’ of Buddhism and Confucianism.639  

 

                                                           
636

 He resigned in 1897. His controversial departure was prompted by excessive drinking and a sexual scandal. 
637

 Notehelfer attributes his conservatism and eventual reaction against Western art to his sense of personal 
loss of culture in his upbringing: Notehelfer, F.G. ‘On Idealism and Realism in the Thought of Okakura Tenshin’ 
Journal of Japanese Studies vol. 16 no. 2, Summer 1990, p.  316. 
638

 Weston, Victoria Japanese Painting and National Identity Okakura Tenshin and His Circle University of 
Michigan, Ann Arbor, 2004  p. 2. 
639

 Outlined in Okakura, Kakuzō The Ideals of the East with Special Reference to the Art of Japan, first published 
1903. 



233 
 

In 1904 Okakura was appointed curator of Oriental Art at the Museum of Fine Arts, Boston 

where it must have been with mixed feelings that he catalogued his friend Dr William Sturgis 

Bigelow’s extensive Asian collection.640  A vocal critic of the losses to the nation caused by 

the Meiji aspirations to achieve bunmei kaika on Western terms, in 1906 he published his 

best known book The Book of Tea presenting Tea as the framework of the Japanese 

aesthetic.   

 

 Writing in late 1912 shortly before his death, Okakura decried the Japanese government’s 

negligence in protecting its heritage as well as the impact of Western imperialism: 

Japan, all afire with the spirit of regeneration, sacrificed life, property and social ideals 

in her haste to assure her national existence. It was not merely the supreme desire to 

imitate and assimilate Western polity and science in order to adapt herself to the 

exigencies of the modern world which animated the leaders of New Japan in their 

opposition to aesthetic tradition, but also a Puritanic fervor striving for the eradication 

of what she then conceived to be elements of weakness in the racial character. ….    

Japanese collectors were fain to part with what they had come to regard as quite 

valueless. The heirlooms of the lesser nobility and the treasures of the monasteries - 

which keenly felt and suffered from the new economic conditions - were thrown in 

the face of any would-be purchaser. Western connoisseurs, at this time still ignorant 

of the real achievements of Far-Eastern Art, purchased the objects, more for their 

quaintness than for their beauty, as mere curiosities. 641 

 

This has become the standard view of the outcome of bunmei kaika on Japanese art; 

however, Guth argues that the extent of the loss to foreigners was not as great as is 

commonly perceived.642 Foreigners exaggerated the situation; they had a distorted view of 
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Japanese art and were, for the most part, buying new objects expressly aimed at their 

tastes. Apart from Charles Freer and the Boston Museum of Fine Arts, most foreigners, as 

typified by Liberty’s speech, collected the applied arts. Not understanding the Tea aesthetic, 

or Buddhism, they were not collecting the same things as Japanese collectors. Furthermore 

Guth maintains that many daimyo and samurai families had not been left penniless by the 

Meiji Restoration and did not sell off the family heirlooms other than to raise capital for 

investments.643
 

 
 

While the negative effects of bunmei kaika on Japanese traditional arts were contentious, 

by the 1880s the matter of heritage protection was being belatedly considered.644 Having 

attempted to compile a national register of important buildings and art treasures as early as 

1872, efforts by the Dajōkan or Great Council of State stalled.645  There was always the 

problem of having funds to make acquisitions, though priorities were incongruous.  Guth 

cites the case in 1876 when the Tokyo National Museum spent 540 yen on scroll sets while 

4,143 yen of the 5,957 yen budget for the year was spent on glass window panes from 

England.646 

  

 In 1888 the Provisional National Treasure Investigation Department Rinji zenkoku hōmotsu 

torishirabe kyoku was formed to catalogue the nation’s treasures.647  In 1897 the Meiji 

government implemented a system of National Treasures Kokuhō to preserve and protect 
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its heritage through ‘The Law for the Protection of Ancient Shrines and Temples’ Koshaji 

 o on  ō.648 As the title of the law suggests, this was aimed at protecting and conserving 

temples and shrines. However, it is argued by Conant that works within these institutions 

were chosen for protection on the basis of imperial lineage, historical importance or 

‘illustrious ownership’, rather than as ‘superlative works of art’.649 Nonetheless, the 

introduction of the laws acknowledged that heritage losses had occurred. It also showed the 

growing political activism by exponents, both Japanese and foreign, of the newly developed 

field of Japanese aesthetics and art history. 

 

Prior to the 1897 legislation, when traditional social institutions such as temples were spent 

and vulnerable, many religious objects left Japan entering museums such as the Museum of 

Fine Arts, Boston and the Guimet Museum. Guth explains that in part this was due to the 

prevailing Japanese attitude that Buddhist relics were devotional, and not art as they 

contained inferences of death, and were therefore not collectible.650 This was a window of 

opportunity for foreigners such as Fenollosa who discerned the value of Japanese art when 

the Japanese generally did not. In this respect art historians such as Conant now question 

Fenollosa’s role in heritage protection, and his conflict of interest in his relationship with the 

Museum of Fine Arts Boston which was amassing a large Japanese art collection guided by 

his advice.651  
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Acknowledging the need for more research about notions of art and art collecting in these 

crucial decades, Conant challenges the ‘hagiographic luster’ surrounding not only Fenollosa, 

but Okakura and the bureaucrats involved in decisions on the selection of National 

Treasures, as well as those  policy makers who determined  Meiji Japan’s role in World 

Fairs.652  

 

In this context, Inoue Kaoru, whose name weaves through the art history of this decisive 

period, certainly deserves more research. While Okakura was a product of bunmei kaika, 

Inoue was its architect, advocating modernisation of the arts on a grand scale. Yet privately, 

as was seen by Inoue’s loans to the 1910 Japan-British Exhibition, he was an ardent 

connoisseur of Buddhist art and Tea utensils. This was also true for other collectors in 

Inoue’s circle such as Okura Kihachirō (Okura & Co.) or Masuda Takashi (Mitsui Bussan), who 

profited greatly from modernisation, and justified their collecting zeal by allegedly 

protecting Japan’s heritage from foreigners. 653  

 

There are many contradictions about how collectors, advocates, dealers and bureaucrats 

behaved in their engagement with bunmei kaika and Japanese art.  On the other hand, it 

must also be taken into account that given the outward focus of bunmei kaika, it was 

inevitable that some Japanese collectors would also discover Western art.   

 

Hayashi Tadamasa for example, while closely identified professionally with Japanese art, 

privately collected impressionist paintings by Degas, Renoir, Sisley, Pissaro and Gauguin, 
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which he sold in New York in 1893 through the dealer Yamanaka.  Many of these paintings 

were bought and later taken to Japan by the Japanese industrialist and collector Matsukata 

Kōjirō (1865-1950), President of Kawasaki Shipbuilding Company. Matsukata’s collection 

which included works by Rodin and by his personal friend, Claude Monet, was eventually 

housed in the Museum of Western Art in Ueno Park in the vicinity of the former Imperial 

Museum. 654 This scale of collecting demonstrates the gains or openness of Meiji era Japan 

to the world of art rather than the isolation of Japanese art weighed down by a sense of loss.    

 

 Another outcome of bunmei kaika was the redefinition of Buddhism. Having been rejected 

early in the Meiji era as corrupt and foreign, the destruction of its power through shibutsu 

bunri meant that its art and heritage, later in need of protection, could be redefined and 

revised. Buddhist works from impoverished temples were handed over with recompense to 

the secular Kyoto, Nara and Tokyo Museums.655 When architects and scholars examined the 

collections, particularly those from Hōryūji and the Shōsoin treasure house in Nara, they 

found evidence of European (Graeco-Assyrian), Chinese and Indian influences in the 

architecture and contents.656 The once condemned Buddhism was vindicated for its 

importance to Japanese and Asian civilisations. Okakura’s pronouncement that ‘Japan is a 

museum of Asiatic civilisation’ best described Japan’s newly assumed art historical status.657 

The evidence of links to ancient Western civilisations psychologically raised Japan from a 
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position of inferiority to the West to one of cultural importance further serving the 

propaganda purposes of bunmei kaika through art.658
  

 

To conclude this section, we should return to the role of the Emperor as the figure head of 

bunmei kaika. Even this reveals contradictions. The declaration of the fourth article of the 

Emperor’s Charter Oath in 1868, ‘Evil practices of the past shall be abandoned’, places 

Emperor Meiji, the ‘moderniser’, at the very centre of the problem of cultural loss. 

Conversely, the restoration of traditional art and heritage could also publicly be attributed 

to the Emperor as the custodian of Japanese ‘civilisation and enlightenment’. The 

propaganda impact may have provided the motivation in 1889 for the Tokyo Museum to be 

placed under the jurisdiction of the Imperial Household Agency.659 The Tokyo Imperial 

Museum Teikoku Hakubutsukan assumed responsibility for the Imperial family collection 

but as Satō Dōshin observes ‘this move quickly consolidated the museum’s role as protector 

of antiquities’ rather than the collector of contemporary commercial samples.660  Museum 

exhibitions turned increasingly to traditional Japanese art. 

 

The patronage of the imperial family and the bestowal of imperial honour on artists and 

artisans provided an important incentive in restoring traditional arts. Following the 

establishment of the Tokyo School of Fine Art Tokyo Bijutsu Gakkō  in Ueno in 1889 and at 

the instigation of Sano Tsunetami, the Teishitsu Gigeiin (Imperial Household Artist) award 

system specifically to encourage excellence in traditional art and arts and crafts  was set 
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up.661 This raised patronage from the old domain or han level to that of national honour. 

Out of the seventy recipients between 1890 and 1944, twenty four were lacquerers, potters, 

metal-workers, enamellers and sword smiths. 662 In 1896 Miyagawa Kōzan was appointed to 

its ranks, as were the cloisonné makers Namikawa Yasuyuki (1845-1927) and Namikawa 

Sōsuke (1847-1910), both of whose works are to be found in the Art Gallery of South 

Australia’s collection.  

 

Part 3 of this thesis considers how international factors and the Japanese search for 

‘civilisation and enlightenment’ came to take effect in the formation of Japanese art 

collections in colonial South Australia. It considers the conditions under which the Art 

Gallery of South Australia acquired works, and the personal circumstance of several key 

collectors. This includes an examination of the objects collected as well as their context 

within private collections.  
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Part 3  South Australia: Tangible Evidence of ‘Civilisation and 
Enlightenment’ 

 

 
Meiji Japan’s relentless pursuit of innovation and modernity was driven by the need to 

maintain its sovereignty. South Australia was also seeking to define and establish its own 

form of ‘civilisation and enlightenment’. As part of the British diaspora, nineteenth-century 

South Australian society identified with ‘old world’ values but wished to forge an 

independent identity in the Australian colonial context. Despite their very different 

circumstances, imperial Japan and colonial South Australia were subject to the growing 

global pressures of technological progress, social dislocation and mass consumerism. For 

Western consumers, Japanese art provided a vehicle for the fanciful and phantasmagorical. 

It constructed a bridge for Western viewers between nostalgia for an imagined exotic past 

and excitement for a new and fashionable visual imagery.   

In this section it will be demonstrated that the transplantation of British aesthetic values, 

expressed through art, architecture and interior design, into South Australia (as in other 

Australian and New Zealand colonies), intersected with the international phenomenon of 

collecting Japanese art. Japanese decorative objects, placed alongside British and 

Continental fine art, provided a binary of old and new, and served as tacit symbols of social 

success and modernity amongst colonial well-to-do collectors. 

 
 Their collections of Japanese art expressed their personal and civic ‘civilisation and 

enlightenment’ while at the same time provide tangible evidence of Japan’s endeavours to 

achieve ‘civilisation and enlightenment’. 
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South Australia had been established as a convict-free colony based on private investment 

under the South Australia Colonisation Act of 1834. Its vision, enunciated by Edward Gibbon 

Wakefield (1796-1862), offered a planned settlement to immigrants. Their enlightened 

industry would avoid the social pitfalls of overpopulation and unemployment being 

experienced in Britain. Unlike other Australian colonies, South Australia would not be a 

convenient destination for the despatch of Britain’s ‘redundant poor’.663  It sought to attract 

private investors, tradesmen, agricultural labourers and domestic servants.664 Augustus 

Short (1802-1883), the first Anglican Bishop of Adelaide, commented on his arrival in 1848:  

‘A more thoroughly English colony does not probably exist’.665 More pointedly, Douglas Pike 

in Paradise of Dissent wrote: ‘Her people refused to admit that South Australia was ever a 

colony; it was an outlying English province.’666 

 
By 1875 many South Australian settlers were wealthy from pastoral holdings, copper mining, 

trades and the professions so that ‘By the turn of the century the mass of Adelaide’s 

inhabitants were enjoying one of the highest standards of living in the world, in one of the 

most pleasant urban environments in the world’.667 They were able to display the fruits of 

their achievements.  New grand public buildings were constructed in Adelaide. Puginesque 

Gothic Revival was the style favoured for churches and affiliated institutions. Private homes 
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similarly followed English architectural fashions. For the ‘exiled Englishmen’, the English 

paintings they brought with them, ‘the houses they erected, the gardens they planted, the 

class distinctions they imported …  even the vegetables they ate and the beer they drank, 

endeavoured to transform the Australian landscape into an English one’. 668 

 
Successful South Australian families owned town houses and summer houses located on Mt 

Lofty, or lived on their pastoral holdings in large country houses like Martindale in the Clare 

Valley built in the neo-Italianate manner. These houses were restrained copies of the grand 

homes of Britain. Decorated in fashionable Morris and Company wallpapers and carpets, 

they emulated English ‘good taste’. Many homes of Adelaide’s wealthy elite, such as the 

Acacias built in 1871 and bought in 1878 by Sir Edwin Smith, the Lord Mayor of Adelaide 

(1879-1882), were often decorated in the British Aesthetic manner. 669  About 1881 it was 

redecorated with Japanned dados using ‘designs from Japanese pattern books’.670  

 
When Martindale, built by the Bowman family in 1879, was first furnished, newspapers 

commented on the ‘exquisite taste’ of the décor which included Japanese pieces and many 

objets d’art purchased at international exhibitions. 671 The Adelaide Observer described it as 

possessing: 
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modern convenience, luxury and artistic decoration that refined taste could suggest 
… The drawing room is furnished with exquisite taste, and the ornaments are such 
that only wealth can command. Most of them are magnificent Japanese bronzes and 
beautiful specimens of chinaware. The mantelpiece is a most elaborate piece of 
workmanship in statuary marble, and cost over 120 guineas. It is the one that took 
the prize at the Paris Exhibition (of 1878).672      
          

 
By the late nineteenth-century, travel to Japan en route to Britain was accessible to wealthy 

South Australians. The shipping firm  Burns, Philp & Company Limited and the Japanese line 

Nippon Yusen Kaisha, which the Honorary Consul for Japan, Alexander Marks, had helped to 

open in Australia, had agents at 91 King William St, Adelaide. In 1899, a first class fare to 

Yokohama was £40-10-0 and second class £29-10-0.673 Passengers from Adelaide could 

proceed through Melbourne, Sydney, Brisbane and Townsville to Britain via Japan (Nagasaki 

and Yokohama) and Canada. The South Australian art collector, Sir Samuel Way, for example, 

travelled to Britain through the Suez Canal in 1891 and returned to Australia via Japan on 

The Canadian Pacific. This company operated a railway from Montreal to Vancouver, and a 

shipping line which had begun service in June 1887 from Vancouver to Yokohama. Travelling 

home on this route allowed him to purchase objects which would eventually enter the Art 

Gallery of South Australia’s Japanese collection.   
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3.1 South Australia and Japan  
 

From 25 June 1866 Japanese nationals were officially permitted to travel overseas. 674  Most 

went to the United States and Europe. The small number who came to Australia were 

entertainers recruited by local entrepreneurs, keen to exploit the curiosity value of the 

Japanese. Troupes of performers travelled around Australia and New Zealand using names 

which resonated with the audiences’ perceptions of the exotica of Japan: The Tycoon, 

Dragon and the Satsuma troupes. 

 

The first interaction with Japan on South Australian soil took place as early as June 1868 

with performances by the Tycoon Troupe of acrobats at White’s Assembly Rooms Adelaide, 

Port Adelaide, Gawler and Kapunda.675 These performances were followed weeks later by 

Lenton and Smith’s The Dragon Troupe of Japanese counting twelve artists, wonders from 

Jeddo, Osaca, Kanagawa, Simoda, Yokohama who performed at the Theatre Royal and the 

Town Hall at Port Adelaide. The troupe advertised claiming the patronage of H.R.H. the 

Duke of Edinburgh who the previous year had visited Adelaide as part of a world tour which 

included Japan. 676  

  
 

Newspaper coverage was replete with the ‘queer and quaint’ view of Japan while Japanese 

names obviously caused some hilarity and local misinterpretations. At the Theatre Royal, 

the performers are listed as Cuts-who-ge-ro the first female artist in Japan, Omato-ohatsue, 

                                                 

 
674

 This was a result of the Bakufu’s Tariff Revision Treaty and Convention. 
675

 White’s Rooms King William St, formerly Warner Theatre now demolished, opened 26 June 1856. In 17 May  
1880 it was remodelled and renamed Garner’s Theatre: Abbie, M.H. Professional Theatre in Adelaide  Honours 
Thesis University of Adelaide 1970 pp. 99-100. 
676

  The Duke of Edinburgh visited Adelaide on his yacht, the Galatea in October 1867; ‘Theatre Royal’, The 
South Australian Advertiser, 21 July 1868, p. 1;  HRH Duke of Edinburgh named as patron in ‘Theatre Royal’ The 
South Australian Advertiser, 28 July 1868, p. 1. 
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Esko-kitchie, che-o-kitchie, Bungero, Sagero, Metaro, Qengero (fig. 95) the imperial juggler, 

Yaokee, and O-wy-ki-te.  In their quaint and curious HI-KO-NOS.  They were billed 

romantically as: 

… without doubt, the most successful and novel entertainment that ever visited the 
colonies. The first performance will be given in a scene representing the celebrated 
FLOREL TEA HOUSE AT CAVASAKI, a small Japanese town situated on the road from 
Yokohama to Jeddo …. known as the great barrier against Europeans penetrating 
farther into this really unknown country, and celebrated for its choice refreshments, 
supplied by the beautiful female attendants of this lovely spot.677   

 

 
Fig. 95   Possibly ‘Qengero’ Genjiro the top spinner of the Lenton and Smith Dragon Troupe,  Mitchell Library  
 
 
One of the female performers, Omato, had given birth on the ship Penola en route to 

Adelaide from Melbourne. The baby received top billing as ‘wonder upon wonder and 

novelty upon novelty, the South Australian Japanese’.678  
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 ‘Theatre Royal’, The South Australian Advertiser, 27 July 1868, p. 1. 
678

 ‘Theatre Royal’, The South Australian Advertiser, 24 August 1868, p. 1; Photographs of the Japanese were 
available for sale. 
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Amongst local newspaper reviews in 1868 of the Japanese performers, three were written 

by Eustace Reveley Mitford who published satirical reviews of South Australian matters 

under the pseudonym of the newspaper Pasquin.679  Mitford (1811-1869) arrived in 

Adelaide in 1838, a ‘scion of a distinguished family’.680 He was a relative of Algernon 

Bertram Mitford, Lord Redesdale the Second Secretary to the British legation in Japan 

(1866-70), author of the popular Tales of Old Japan which was in Samuel Way’s library, and 

vendor of the metal incense burner in the shape of an eagle (fig. 44) to the South 

Kensington Museum.681 Eustace Reveley Mitford used the occasions of the performances to 

parody the parliamentary antics on North Terrace: 

.. having received a telegram from the Tycoon ordering their instant return to the 
centre of the Japanese empire. The only jugglers to be seen after next week will be 
on North Terrace, but their tricks are very stale and expensive.682  

 
 

Cultural visits by entertainers occurred again three years later in April 1871 when the 

Satsuma Troupe of Imperial Japan performed in Adelaide’s Theatre Royal recreating 

‘Wonders from Japanese Spirit World’ in a ‘Performance entirely new to Europeans’. Their 

bizarre names were duly reported in newspaper accounts. 683  
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 Articles dated 4 July, 1 August & 14 November 1868 in Roberts, S. E. (Samuel Edward), 1825-1905 and 
Mitford, E. R. (Eustace Revely), 1811-1869 Pasquin: Pastoral, Mineral and Agricultural Advocate Samuel 
Edward Roberts, Adelaide, 1867-69. 
680

 Hodder, Edwin The History of South Australia from its Foundation to the Year of its Jubilee Sampson Low, 
Marston & Company, London 1893, vol. 2 p. 229; and Martin, Robert Under Mt Lofty: A History of the Stirling 
District in South Australia District Council of Stirling, 1987 p.28. 
681

 The family connection was also mentioned in the death notice of Lord Redesdale: ‘Death of a Peer’, The 
Advertiser (Adelaide) 19 August 1916, p. 9. 
682

 4 July 1868: Roberts & Mitford Pasquin : Pastoral, Mineral and Agricultural Advocate. 
683

 ‘Theatre Royal’, The South Australian Advertiser ,Monday 10 April 1871, p. 1: 
  Mutz Noski, the leading Tub and Ladder Man  

Yama Moto, the Fakeer and Fire Man  
All Right, the original, with first Japanese in England  
Sakujiro TZS TZS the Japanese cabalistic wonder  
Kumi Samu, the Japanese Girl, on the small cord  
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In October 1875, however, a more serious tone was adopted in newspapers reporting the 

first visit of Japanese government officials to South Australia. The Japanese Commissioners 

for the 1875 Melbourne Intercolonial Exhibition, Hashimoto Masato, his deputy Sakata 

Haruo and two employees from the Japanese Department of Agriculture, named as  ‘M. 

Funaki and K. Eda’ (Iida), arrived in Adelaide on the HMS Nubia. They were accompanied by 

the Commission’s secretary, Robert Page ‘formerly of Adelaide’.684 As was outlined in 

Chapter 2.4, this visit was part of their tour of the colonies reporting on trade and 

agricultural prospects.  

 
The group stayed at the Adelaide Club on North Terrace. The politician Hon. W.A.E. West-

Erskine and the Commissioner for Adelaide Water-works, Mr G.E. Hamilton escorted them 

to the Hope Valley Reservoir, the Weir and Thorndon Park Reservoir. ‘Mr West- Erskine 

pointed out various places worth remembering, and mentioned that the old Reservoir was 

constructed by Mr England, who is now in Japan’.685 The next day they toured outlying 

farms inspecting the Hill River Farm and making ‘copious notes, probably with a view of 

reporting to their Government the impression formed of these colonies’.  Such excursions 

around the colonies formed the basis of Hashimoto Masato’s inaugural report      s   

Meruborun-fu Hakurankai K    (An Account of the Australian Melbourne Exhibition) in two 

volumes for the Industrial Promotion Bureau, Kangy ry .  

 

                                                 

 
684

 It was reported that Robert Page had previously been an Adelaide resident working for the Register 
newspaper and the Bank of South Australia: ‘The Japanese Commissioners’, The South Australian Register, 8 
October 1875, p. 5.  
685

 ‘The Japanese Commissioners’, The South Australian Register 6 November 1875, p. 5. 
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On Wednesday October 13, the Commissioners visited the Adelaide Botanic Gardens where 

they presented 110 different seeds of commercial and food-providing plants.686 Sakata was 

involved in supplying further samples to the Botanic Gardens when in 1880, ‘200 

commercial and food products in glass jars from the Imperial Chemical Laboratories of the 

College of Agriculture’ were brought from the Sydney International Exhibition by the Botanic 

Garden’s director Mortiz Richard Schomburgk (1811-1891).687  

 
Coincidentally or not, in the week prior to the Commissioner’s visit, the first auction of 

‘Japanese ware’ was held in Adelaide. The auction held on 4 October 1875, by E. Cohen and 

Co. in King William Street, was advertised as twenty-two cases of ‘Japanese ware’  ‘direct 

from Japan, consisting of handsome designs in Fire Screens, Vases, Ivory Chessmen, 

Cabinets, Porcelain, Cigar-Stands, Glove Boxes, Shell Card Baskets, Writing Desks, etc’.688 

 
The familiarity of Adelaide people with the developing international fashion of the ‘cult of 

Japan’ continued to grow through the following decade. In July 1886 The Mikado opened at 

Adelaide’s Theatre Royal. 689 A temporary ‘Japanese Village’ was set up in Garners Rooms, 

King William Street. It was held from 18 June -23 July 1887 independently and concurrently 

with the Adelaide Jubilee Exhibition (20 June 1887-17 January 1888). 690  
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 These were not formally accessioned till 1877: Emmett, Peter & Kanellos, Tony & Santos Museum of 

Economic Botany The Museum of Economic Botany at the Adelaide Botanic Garden: A Souvenir  Board of the 
Botanic Gardens & State Herbarium, Adelaide 2010 p. 46. 
687

 Emmett, pp. 21, 47; this was the Kaitakushi listed in the Sydney Exhibition catalogue. See Appendix 10A; in 
1879, Japanese papers from the collection of Sir Harry Parkes deposited at the Royal Botanic Garden, Kew 
were given to the Botanic Gardens but can no longer be located.   
688

 ‘Adelaide Auction Mart’, The South Australian Register, Saturday 2 October 1875, p. 8. 
689

 The Mikado returned to the Theatre Royal July 1893: See Symon theatre programmes 1889-94, Special 
Collections Barr Smith Library. 
690

 The Village was a commercial undertaking by a Mr A.L. Cunard. It was one of many that toured Australian 
cities during 1886-1887. 
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The staging of the Japanese Village was based on a concept developed by the Alexandra 

Park Company in London (see Chapter 1.4) and was replicated around the world to satisfy 

international curiosity about Japan. The Village enabled the people of Adelaide to observe 

firsthand the production of Japanese arts and crafts. A detailed description in The South 

Australian Register documented the range of ‘applied arts’ on show: 

 
The exquisite fancy articles manufactured in Japan are well known here, but it is a 
decidedly novel sight to actually see the artisans at work. The ‘Village’ which is set up 
at the top end of Garner’s rooms is intended as a representation - of course 
numerically speaking on a small scale - of a real Japanese village. The Village, which 
is divided into two parts, presents a strikingly novel appearance. On one side are the 
workshops where the artisans are preparing articles for ornamentation and other 
purposes. In one compartment Ahroy, in his workman’s dress, holds in his hand a 
piece of shell, or ivory, or wood, which he is carving into all sorts of fanciful and 
artistic designs. He is very deft, his keen-edged tools cutting away the unnecessary 
wood, ivory, or shell in a way that astonished Europeans. Next to Ahroy is Masaki, a 
young artist, who does lacquerwork and all kinds of painting. He is now engaged in 
lacquering a tray. He has done sufficient to show to the visitor that he possesses 
artistic merit of no mean order. Okmura, the fanmaker, monopolises a large share of 
attention. The young ladies especially delight in watching him making fans out of 
bamboo and paper. But Kodama, the fanpainter next door, is equally worth notice. 
He is as skilful as his neighbours and rapidly paints designs for the fans with sepia. All 
kinds of designs are painted by his brush. On the opposite side of the room the 
Village is of a totally different character. There are two shops, both managed by 
young ladies … the misses Sada and Okio conduct a teahouse. The tea is brewed in 
the place. The young ladies attract attention by playing a peculiar musical instrument, 
very similar to our violin, and when they get the visitors round them they distribute 
the tea without sugar in little cups. The whole of the hall is gaily decorated. All round 
the walls are tastefully arranged with fans and kites all gaily coloured. 691  

 
 

Interest in Japan was not limited to the fanciful and artistic, South Australian newspapers 

also reported on political matters. Articles reproduced from the Times and the Japan Times 

detailed major Japanese events such as the attack in Kyoto by two Japanese swordsmen on 

                                                 

 
691 ‘Japanese Village’, The South Australian Register, 20 June 1887 p. 7 
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Sir Harry Parkes, Britain’s Minister Plenipotentiary to Japan (1865-83) in March 1868.692  In 

subsequent decades, reports included the attendance of Japanese military observers at the 

Paris Commune in 1871, the Satsuma rebellion of 1877 led by Saigō Takamori, the Russo-

Japanese war 1904-5 and the ensuing famine in Japan which prompted fund-raising in 

Australia.693 Japan’s objections to Australia’s Immigration Restriction Act were also 

reported.694  It was however, the Japanese military victory over Russia which highlighted 

growing concerns about Japan’s future intentions in the region and the changing nature of 

Australia’s reliance on Britain in defence matters. Nonetheless, a common thread 

throughout the newspaper reports is guarded admiration for the Japanese as a ‘strenuous, 

thrifty, enterprising, intelligent and industrious race’: the very qualities which South 

Australian travellers and writers in Japan, John Reddie Black and Mortimer Menpes, also 

noted.695   

   
South Australians in Japan       (See Appendix 13) 
 
Japanese modernisation offered opportunities to other South Australians of lesser literary 

or artistic inclinations, such as the civil engineer John England (1824-1877) and the preacher 

Wilton Hack (1843-1923). 
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 ‘Attack on Sir Harry Parkes’ The South Australian Advertiser, 23 June 1868, p. 3; Parkes was contacted by Sir 
Redmond Barry to negotiate the Japanese presence at the 1875 Intercolonial Exhibition, Melbourne. 
693

 ‘Japanese at the siege of Paris – A letter in the Cologne Gazette remarks that officers were sent to Versailles 
by a number of the neutral powers for the purpose of watching the bombardment of Paris…. Nine Japanese 
officers were also sent by the Emperor of Japan, in order to gain an insight into military matters, and were well 
received. …  They appeared very intelligent …’: ‘Events and incidents of the war’, The South Australian 
Advertiser,  Monday 10 April 1871 p. 3; ‘The Rebellion in Japan’, The South Australian Advertiser  22 November 
1877 p. 1; ‘Famine in Japan’, The Register, 16 November 1905 p. 5.  
694

 Interview with Viscount Hayashi, Japanese ambassador in London: ‘Japanese Immigration’, The Register 14 
November 1905 p. 6. 
695

 Quote Sir John See (1845-1907), Premier NSW (1901-1904) who visited Japan 1905: ‘A Trip to Japan’, The 
Register 22 December 1905 p. 7. 
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Wilton Hack’s journey to Japan forebodes the vexed issues of Australia-Japan race relations. 

In 1873 the South Australian born Methodist preacher and former drawing master at Prince 

Alfred College (1869-71) went to Nagasaki as a missionary.696 Observing the poverty of the 

Japanese, and greatly impressed by their industrious nature, Hack proposed that the South 

Australian government bring out skilled Japanese ‘colonists’ to work in the Northern 

Territory which was administered by South Australia, and thereby  open it up to 

development.697  In 1877 Hack presented a letter as ‘Agent for the South Australian 

Government’ to the Japanese government signed by Henry Ayers, the South Australian Chief 

Secretary, for its consideration to send workers to the Northern Territory.698 The proposal 

was rejected by the Japanese government. John Langdon Parsons (1837-1903), the 

Government Resident of the Northern Territory (1884-1890), Minister for the Northern 

Territory (1890-93) and Honorary Consul for Japan (1896-1903) later unsuccessfully tried to 

resuscitate the proposal as a private venture.699  

 

Hack put forward fellow South Australian John England’s name as a referee while he was in 

Japan.700  England had arrived in Japan two years earlier than Hack having moved to Japan 

from Adelaide as a yatoi for a five year term from 1871. He worked on major railroad 
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 Documented as living at number 13 Oura in March 1874, Hack helped to establish with other protestant 
missionaries an alcohol-free ‘Sailor’s Club’ in Nagasaki which was short lived.

 
In 1876 he also set up an English 

language newspaper, the Nagasaki Directory, along with four other Australian Baptist Missionaries: 
http://www.nfs.nias.ac.jp/page019.html#WilH    Accessed 20 September 2009. 
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 Williams, Harold S Foreigners in Mikadoland Tuttle 1963  pp. 180-181; Northern Territory was under the 
control of New South Wales from 1825-1863, and South Australia from 1863-1911. 
698

 Ayers’ letter dated 19 September 1876: Sissons Papers, MS 3092 Box 48, Wilton Hack file.   
699

 Parsons was appointed Honorary Consul for Japan in South Australia replacing Alexander Marks: Williams, 
Harold S Foreigners in Mikadoland Tuttle 1963  p. 276; Parsons also contracted Tenison Woods returning from 
Japan through Port Darwin to carry out a geological survey for mineral deposits in the Northern Territory: ‘The 
late  Rev. J.E. Tenison Woods’, The Advertiser, 8 October 1889,  p.6. 
700

 Hack in letter to Japanese Ministry of Foreign Affairs, 16 February 1877: Sissons Papers, MS 3092 Box 48, 
Wilton Hack file. 
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engineering projects with the British engineer Edmund Morell (1840-1871) in Shimbashi, 

Yokohama, Osaka and Kobe.701  

 

England’s private letters written from Kobe to his sister in Britain list typical tourist ‘curios’ 

he sent as gifts from Japan. These items such as ‘saki cups, glove boxes, lacquered cabinet, 

bento hako small boxes, tea jar, bamboo baskets etc’ were the kind of export wares being 

shipped out to Australia for general consumption.702 After his death in Tokyo in 1877 from 

throat cancer, John England’s widow and family returned to Adelaide bringing back 

Japanese objects which were placed on public display at the 1881 Exhibition of the Arts and 

Industries of all Nations in Adelaide.703 According to the Adelaide Observer, these included 

‘bronzes, porcelain, and other articles’ and were said to have been presented to Mrs 

England’s late husband as gifts of gratitude by the ‘Mikado’.704   

 

This was not however, the first time Japanese objects had been placed on public view in 

Adelaide. The earliest recorded display of Japanese artefacts in South Australia took place 

some twenty years earlier in 1861 at the newly opened South Australian Institute building 
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 Morel (Morell) also worked on projects in Melbourne and New Zealand prior to his appointment in Japan 
where 18 months after his arrival, he died. See Morita, Yoshihiko ‘Edmund Morel, a British Engineer in Japan’  
in Nish, Ian ed. Britain and Japan Biographical Portraits Japan Society Publication, Richmond, Surrey 1997 vol. 
2; England was earning up to $700 per month by 1875. He rose to the position of Chief Engineer of the Tokyo- 
Yokohama sec on of the Japanese Imperial Railways: Nihon Kokuy  Tetsudō    on  o  y   ets d  
Hyakunenshi Nihon Kokuy  Tetsudō, Tōkyō-to 1969 p. 156. 
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 Letter from England in Kobe, to his sister Rosy in Britain, 18 December 1872 (year unclear); Copies of 
private letters, thanks to Heather and John England. See Appendix 13. 
703

 England’s obituary was published in the Advertiser 1 December 1877, ‘Mr John England’ p. 14. 
704

 ’Exhibition Notes’ , The Adelaide Observer, 30 July 1881, p.32; The Exhibition took place July-September 
1881 and made a profit unlike those also organised in Perth and Christchurch in 1881-2 by Jules Joubert (1824-
1907) and Richard Ernest Nowell Twopeny (1857-1915).  Attendance was 276,000 which was 13,000 short of 
South Australia’s population; Gifts from the Mikado are mentioned in Kornicki ‘Japan at the Australian 
Exhibitions’ p. 44. 
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on the corner of North Terrace and Kintore Avenue which housed the Public Library and 

Museum.  

 
 
Early Displays of Japanese Art in South Australia  
 
The entrepreneur William Owen (c.1815–1869) arrived from Scotland in 1838 and 

established businesses in Fiji where he was the British Consul.  His collection of 

‘extraordinary specimens of Chinese and Japanese art’ was displayed in the ‘Fejeean room’ 

now preserved as the Pacific Gallery of the South Australian Museum.705  It would appear 

that this was the earliest known exhibition of Japanese applied art in Australia though 

research has not revealed the source of the objects nor their fate.706 

 
At the 1881 Adelaide Exhibition of the Arts and Industries of all Nations, in addition to John 

England’s Japanese items, there was a Japanese Court displaying objects belonging to 

‘agents and curio-dealers based in Melbourne, London and Tokyo’.707  The Japanese Court 

was principally set up by the private entrepreneur Mr F. A. Singleton who had exhibited 

separately from the official Japanese commissioners the previous year at the 1880 

Melbourne International Exhibition.708 Very little is known about Singleton; he was well 
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 ‘The South Australian Institute’, The South Australian Register 28 January 1861, p. 2; Owen’s collection of 
Fijian artefacts was donated in 1860 to the South Australian Museum and marks the beginning of the Pacific 
collection.  
706

 An earlier display of ‘Oriental prints’ at the Sydney Mechanics School of Arts in 1857 is mentioned in Ajioka, 
Tornatore-Loong,  Parker, Stephen and University of Sydney Art Gallery Japan in Sydney: Professor Sadler & 
modernism, 1920-30s  p. 7. 
707

  Kornicki ‘Japan at the Australian Exhibitions’ p. 44; One agent was F. Katzenstein of Melbourne who was 
also associated with the German Court, and S. Samuel of London: Bell, Interpreting Japan in Australia 1870s-
1970s vol.2 p. 94. 
708

 Singleton’s objects were listed in the Official Record but not included in the Official Catalogue of the 
Japanese Court: Kornicki , p. 41. 
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travelled, spoke Japanese, knew Japan well and had attended exhibitions around the 

world.709  

 
Described in The Adelaide Observer as one of the most popular courts, the Japanese court 

displayed ‘much that is quaint, rich and rare’ with outstanding examples of workmanship in 

metals, Satsuma ware, Kaga and Owari ware, ‘a thoroughly Japanese curiosity show’.710  On 

display was a pair of large Satsuma vases decorated with mythological and Buddhist images 

valued at £220, pottery from the various provinces, cloisonné, lacquer, paper samples and 

bronzes.711  Cloisonné by S. Goto (Gotō Shōzaburō) of Yokohama, whose works were 

previously exhibited at the 1879 Sydney International exhibition, and Seto ware ‘with gold 

burnishing and bold and well executed designs’ were given special mention by the judges. 

One of the judges was Lewis Jessop (1843-1922) who will be subsequently discussed as a 

significant collector of Japanese applied arts in South Australia.712   

 
At the conclusion of the 1881 Exhibition, Singleton sold his collection. The public auction 

provided an opportunity for South Australian collectors such as Lewis Jessop or the Chief 

Justice Samuel Way, who was present at the exhibition’s opening ceremony, to commence 

or further augment their collections. An advertisement in The Adelaide Observer suggested 

that two pairs of large Satsuma vases would be particularly suitable acquisitions for the 

newly opened National Gallery of South Australia, though this was not acted upon.713   
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 ‘Japan’ , The South Australian Advertiser, Exhibition Supplement, 21 July 1881 p.3; Kornicki refers to him as 
a Tokyo resident:  Kornicki ‘Japan at the Australian Exhibitions’   p. 41 
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 ‘Friday’s Exhibition Notes’, The Adelaide Observer, 23 July 1881, p.32. 
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 ’Japan’, The South Australian Advertiser, Exhibition Supplement, 21 July 1881 p.3 &  ‘The Japanese Court’,  
The Adelaide Observer, 6 August 1881, p.6. 
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 Judges were listed in ‘Japanese ware’, The Adelaide Observer 27 August 1881 p.34. 
713

 ‘Exhibition Notes’, The Adelaide Observer, 1 October 1881, p. 31. 



257 

 

3.2 The Foundation of the National Art Gallery of South Australia 
 
 
South Australia never enjoyed the degree of wealth and population growth of its eastern 

neighbours, Victoria and New South Wales, but it was desirous of promoting the benefits of 

public access to art.714 The aesthetic evangelism or moral ‘uplift’ to be gained through the 

arts, a philosophy propounded by the German Romantics and  prevalent in Victorian Britain 

from the 1840s, gained a foothold in the increasingly self-confident colony. 

 
 
In the same way Meiji Japan’s participation in international exhibitions was intended to 

shake off its feudal past and to display its progress and modernity, young South Australia, 

established less than fifty years, also sought to define its progress through exhibitions. In 

reporting the Adelaide 1881 Exhibition, The Adelaide Observer reflected proudly upon the 

‘Progress of the Colony’: 715 

South Australia may be regarded as having been from its first settlement an 
exceptional colony. Its manner of founding was exceptional; its infant government 
was exceptional; and throughout its exceptionally self-reliant career it has exhibited 
an original genius of its own which distinctly differentiates it from its sisters.716 
 

 
South Australia participated in the 1851 London Great Exhibition, the 1862 London 

International Exhibition, the 1866 Intercolonial Exhibition of Australasia and the 1875 

Intercolonial Exhibition in Melbourne, as well as the 1876 Philadelphia, 1878 Paris, 1879 

Sydney and 1880 and 1888 Melbourne international exhibitions. The nature of the South 
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 The populations of capital cities in 1881 were:  Melbourne 268,000; Sydney 225,000; Adelaide 92,000: 
Schedvin, C.B. & McCarty, J.W. ed. Urbanization in Australia: The Nineteenth Century Sydney University Press, 
Sydney 1970 p.21. 
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Adelaide by South Australians as ‘gaseous self-congratulation’: Whitelock, Derek Adelaide from Colony to 
Jubilee: A Sense of Difference Savvas Publishing, Adelaide 1985 p.107. 
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 ‘Progress of the Colony’, The Adelaide Observer,  23 July 1881 p.32. 
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Australian exhibits was mainly agricultural and mineralogical. Participation was a statement 

of civic pride and often called upon the resources of local businesses and private citizens, 

many of whom we will meet later as the architects and donors of the art collection at the 

Art Gallery of South Australia.   

 
The 1887 Adelaide Jubilee International Exhibition, commemorating the jubilees of Queen 

Victoria’s reign and the founding of the colony of South Australia was the colony’s first 

international exhibition. A purpose-built exhibition hall was erected on North Terrace in 

keeping with the vision to place all cultural institutions along the boulevard. As the 

depression of the 1880s took hold, financial support for the exhibition changed from 

government to private sponsorship.717 

 
The colony’s leaders and businessmen responded to the situation: Samuel Way, the Chief 

Justice, was involved on the Executive Committee; William Milne junior was a member of 

the Wine Committee as well as being a promoter and guarantor for £250; Lewis Jessop was 

a promoter and guarantor for £250 and chairman of the Fine Art Committee; H. P. Gill the 

Master of the School of Design and Samuel Way were both members of the Fine Art 

Committee.  

 
Many of the same prominent supporters:- Samuel Way, Lewis  Jessop, William Milne Junior, 

Sir Thomas Elder, David Murray and William West-Erskine were also South Australian 

Commissioners and exhibitors at the 1880 and 1888 Melbourne Exhibitions. These public- 
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 By deferring to 1887 the Exhibition also encompassed Queen Victoria’s Jubilee celebrations. The original 
proposal approved by Parliament was to cost £200,000-400,000 but ‘the project fell to the ground  ... An 
Exhibition of a less pretentious nature should be held in the year 1887’: Adelaide Jubilee International 
Exhibition 1887 Reports of Juries and Official Lists of Awards H F Leader, Government Printer, North Terrace 
1889 p. V.   
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spirited men played a significant role in the establishment of the Art Gallery of South 

Australia and its Japanese collection.   

 
As early as 1856 when the South Australian Society of Arts was formed, it was suggested 

that a permanent Art Gallery and School of Art and Design be established.718 The same year, 

the South Australian Institute which had its origins in the Adelaide Mechanics’ Institute 

which opened in 1838, was given government funding of £500 per year.  The Institute 

thereby provided a public library and museum, and offered lectures and classes to promote 

art, science, literature and philosophy.719  

 
The South Australian Institute moved to purpose-built premises in 1861 on the corner of 

North Terrace and Kintore Avenue where Owen’s exhibition of Chinese and Japanese art 

was held. A School of Design was also established there with the artist Charles Hill as its first 

Master. In 1874 Hill, President of the South Australian Society of Arts, wrote to the 

Institute’s Board proposing changes to upgrade teacher training and expand the School of 

Art and Design modelled on the South Kensington School of Art and Design.720 The potential 

commercial links between the design arts and industry, and the role of the art museum 

collection to provide models for students, were being espoused in South Australia just as 

they were acted upon in Japan.  

 
South Australian politicians, many of whom attended exhibitions in Melbourne and Sydney 

and visited the National Gallery of Victoria which had been established in 1861, began to 
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 The South Australian Society of Arts is now the Royal Society of Arts and is the oldest in Australia. 
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support the argument for an art gallery.721  There was also a suggestion from the Chamber 

of Manufacturers that an industrial and technological museum, based on the one which 

opened in 1869 in Melbourne, be set up in South Australia.722  

 
The local newspapers argued in favour on the grounds of colonial pride and identity: 

There is probably not another town of similar importance in the Australian colonies 
that is not far ahead of us in the facilities provided for higher-class education …. 
many fourth and fifth rate towns in England have managed … to establish libraries, 
museums and picture galleries far superior to anything we possess.723 

          
 
Those parliamentarians opposed to a publicly funded art museum for being a waste of 

money, and a private indulgence for the wealthy, were countered with the same cultural 

evangelism being preached in Britain and beyond. The idealistic William West-Erskine who 

earlier escorted the Japanese Commissioners on their visit to Adelaide in 1875 argued:  

Wealth was given to men as a trust, and should not be kept laid up in a napkin; but 
they should try to elevate the tastes of the people.724 

 
The proposal for an art gallery was approved, though funding for a separate building was 

not available. The National Gallery of South Australia opened on 18 June 1881 in two rooms 

of the Jervois Building adjoining the Institute building. Its core collection of twenty one 

paintings purchased from the 1880 Melbourne Exhibition was supplemented by loans from 

private citizens. 725  The National Gallery and the Institute Schools of Painting and Design 

were administered by a Fine Arts Committee of the South Australian Institute, reconstituted 

in 1884 as the Public Library, Museum and Art Gallery Board. The inaugural members of the 
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 The Parliamentary discussions are well documented in Young, pp. 327- 354. 
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 A small private room with exhibits was open February 1878: Young, pp. 324- 326. 
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 ‘The South Australian Institute’, The South Australian Register, 7 November 1879 p. 4. 
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(George V). The paintings did not go on permanent display till October 1882 in the Jervois Building: Fischer, 
Gerald Lyn (1982) & Aland, Jenny ed. Notes on Harry Pelling Gill, 2009, unpublished p. 15; The Gallery moved 
to the Exhibition Building in 1889, the School of Design moved there in 1891. 
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National Art Gallery Commission were politicians, public servants and businessmen many of 

whom were art collectors or had been commissioners at various exhibitions such as Samuel 

Way, Sir William Milne, David Murray and William West-Erskine.  

 
 
Echoing the aesthetic dilemma experienced in Britain as a result of uncompetitive industrial 

design which provided the catalyst for the 1851 Great Exhibition, the meagre standard of 

South Australian manufactured exhibits in exhibitions was a continual source of dismay. It 

was believed that the solution lay in linking the Art Gallery to the School of Art so that this 

would facilitate the training and supply of designers and art teachers which would in turn, 

assist the manufacturing sector. It was therefore resolved to recruit a good drawing teacher 

as this skill was deemed fundamental to successful industrial design. Two positions were 

created: a Master of Painting and a Master of Design. 726 

 
Through the services of a member of the Gallery’s London Purchasing Committee, Sir 

Edward Poynter, a Royal Academician and  Director of Art Training Schools at the South 

Kensington Department of Science and Art, a candidate was selected.727  In March 1882 

Poynter recommended Harry Pelling Gill (1855-1916) a scholarship student at the Art 

Training Schools, South Kensington.  

 
Gill was appointed Master of the School of Design from 1882, Director for Technical Art and 

Examiner in 1892, and the Gallery’s Honorary Curator from September 1892 to June 1909 

                                                 

 
726

 Louis Tannert, a German trained painter in Melbourne was initially appointed Master of Design then Master 
of Painting when Gill arrived. 
727

 Members of the London Purchasing Committee were Thomas Cooper, Edward Gregory, Lord Frederick 
Leighton, Sir Edward Poynter, Sir Ernest Waterlow: Cant, Elizabeth Collecting and Curatorship: The Art Gallery 
of South Australia 1920-1959, Seaview Press, Adelaide 2000. 
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when he was ignominiously assigned to the Education Department.728  He established a 

curriculum redolent of Henry Cole’s at South Kensington based on geometry, drawing and 

studies of historic styles of ornament including Persian, Indian, Gothic and the 

Renaissance.729 Gill maintained links with the South Kensington National Art School by 

instituting annual exams based on their curriculum and in 1888 arranged for affiliated 

exams.730  

 
His appointment in 1882 had swift impact on South Australian arts education. By the time of 

the 1887 Jubilee Exhibition, Lewis Jessop as chairman of the Fine Art Jury was able to 

favourably write in his report: 

I notice with pleasure the exhibits of the pupils of the South Australian School of Art 
as evincing the value of a systematic training. In the interests of a majority of the 
local exhibitors I feel warranted in recommending them to banish the idea that there 
is a royal road to success in art, but to submit to an indispensable and arduous 
education, under an approved system, in drawing and coloring before exposing their 
works to public criticism.731 

 
Gill’s actions had ameliorated the training of art teachers and the quality of the School of 

Art’s education programme but the Gallery’s collection and its accommodation needed to 

be developed. The Elder Bequest of 1897 hastened the building of a permanent home for 

the  Art Gallery however, the bequest of £25,000 specified  ‘pictures’ only were to be 

purchased.732  It was not until the Morgan Thomas Bequest Fund in 1903 of £16,500 that the 

                                                 

 
728

 The Cyclopedia of South Australia describes him as ‘Honorary Curator of the Gallery, Director of Technical 
Art, Head Master for the Schools of Design and Painting’: Burgess, H. T. (Henry Thomas) The Cyclopedia of 
South Australia in Two Volumes: An Historical and Commercial Review, Descriptive and Biographical, Facts, 
Figures, and Illustrations: An Epitome of Progress, Cyclopedia Co, Adelaide, 1907 vol. 1, p. 408. 
729

 Young, table XXXIII p. 384.  
730

 Gill introduced life studies for design and pottery; South Kensington donated 39 drawings from the English 
and Scottish Art schools to be used by students; Young, p. 394. 
731 Adelaide Jubilee International Exhibition 1887 Reports of Juries and Official Lists of Awards,  p. 47. 
732

 The bequest came from Sir Thomas Elder (1818-1897) philanthropist and politician.  
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purchase of the ‘applied arts’ for the Gallery’s collection was possible.733 The Morgan 

Thomas Bequest Fund led to the first acquisitions of Japanese objects by the National Art 

Gallery of South Australia. As a matter of course in 1904 H.P. Gill turned to Britain to arrange 

the purchase of a representative collection of ceramics which included Japanese ceramics.  

 

3.3 The Genesis of the Japanese Art Collection 

        
The purchase of ceramics in 1904 was organised by a member of the Fine Arts Committee 

and benefactor, George Brookman (1850-1927) while he was in London. It was intended to 

provide the Gallery with the ‘nucleus of a fine collection’ of porcelain and pottery similar to 

that embarked upon by the South Kensington Museum’s Schreiber collection.734 In his letter 

to Samuel Way, Brookman also implies that Adelaide should be striving to keep up with the 

collections of glass and china at ‘Melbourne and Sydney … which doubtless members of the 

Board have seen’. He nominated Mr S. I. Kepple [sic], a dealer of Clare St. Bristol, who had 

been the organiser of the British court at the 1900 Paris Exhibition, to act as agent. 735 

Brookman recommended  Kepple as  ‘a great enthusiast and one of the best judges of 

ceramic art here, and has the advantage of being known by the trade in England and on the 

Continent’. It was agreed by the Board that Kepple would be remunerated 5% on purchased 

goods as well as travel expenses.    

 
 In an earlier letter to Brookman, Kepple proposed that the aim should be to form a 

‘collection representing a history of pottery’ with examples of Oriental, Continental and 

                                                 

 
733

 £65,000 was to be shared between the Public Library, Museum and Art Gallery of South Australia.   
734

 Letter from George Brookman to Sir Samuel Way, ‘President, Public Library Board’, dated 30 January 1904, 
attached to GRG 19/361 Fine Arts Committee Minutes 1904.  
735

 It appears that Brookman made a mistake with Kepple’s name which should be S.J. (Samuel James): See 
http://www.kalendar.demon.co.uk/retailerskepple.htm ; 
 Proposal for ceramics purchases was approved by the Board 28 March 1904: GRG 19/361 p. 290. 

http://www.kalendar.demon.co.uk/retailerskepple.htm
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English hard and soft paste. ‘The great thing is to map out what is wanted and then strictly 

adhere to the course and not waste money on unnecessary pieces’.736 

 
Gill supported Kepple’s suggestions and in his reply to the President of the Fine Arts 

Committee, Sir Samuel Way, he complimented Kepple’s plan as ‘comprehensive’. Gill added 

that ‘if he is the professional expert there could be no possible use in hampering his action 

by the appointment of an honorary Committee to act with him. If Mr Kepple is to be trusted 

it would be better to trust him fully and completely giving him all the kudos’.737 Kepple was 

given a budget of £2,000, later increased to £2,500, though the final receipts totalled close 

to £3,000. The purchases were completed by May 1904. 738   

 

The ceramic collection consisted mainly of British contemporary ceramics purchased directly 

from manufacturers such as Wedgewood, Minton, Royal Derby, Bristol Porcelain Company, 

Royal Doulton and Worcester. A few pieces of French Sèvres were purchased.739 Of the 500 

pieces of porcelain and pottery, 35 were Japanese and approximately 70 were Chinese.740  

All of the Japanese and most of the Chinese ceramics were acquired through the London 

dealer and wholesaler, S.M. Franck & Co. at 25 Camomile Street, London for £272.741 

 

                                                 

 
736

 Letter from S. I. Kepple to Brookman dated 22 January 1904: GRG 19/361 
737

 Letter from H.P. Gill to S.J. Way dated 17 March 1904: GRG 19/361   
738 April 22 a special meeting was called to discuss a cable dated April 18 from Brookman requesting an extra 

£500, it was agreed that an increase to £3,000 be approved: GRG 19/361 Fine Arts Committee Minutes, 22 
April 1904, p. 295; May 3, a cablegram from Brookman indicated ‘purchases completed’. The total amount was 
£2,926. Duty however had to be paid and could not be waived: AGSA Board Minutes 8 July 1904, p. 313. 
739

 Cost £110: GRG 19/217/25. 
740

 The number of ceramics cited is those purchased in 1904, including those later de-accessioned. An 
additional three Japanese cloisonné vases on metal purchased in 1905 are listed under the 1904 Morgan 
Thomas Bequest credit line.   
741

 GRG 19/217/25; Despite the double number of Chinese ceramics purchased in 1904, Chinese acquisitions 
did not grow. The next acquisitions were in 1928 when 9 watercolours on silk were acquired. AGSA non-
Western acquisitions were predominantly Japanese in the period 1904-1940.  
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Japanese Ceramics Acquired in 1904742       (See Appendix 14) 

The following selection of Japanese ceramics, acquired on behalf of the National Art Gallery 

of South Australia in 1904, provides ‘tangible evidence’ of bunmei kaika. They incorporate 

and exemplify the Meiji era design theory of onko chishin 温故知新) ‘drawing on past 

traditions to replenish new ideas’.  

 

A survey of the Japanese ceramics organised by Kepple repeats styles and names of wares 

such as Kutani, Imari, Hizen and Satsuma which had become popularly associated with kilns 

or centres of distribution from the time of the first European acquisitions of Japanese 

ceramics in the seventeenth-century. 

 
The entries in the Gallery’s Ceramics Accession Register for the 1904 purchases are brief but 

descriptions attempt the process of attributing a place of production or a generic 

description of design. This probably reflects more positively on the London wholesaler and 

dealer S.M. Franck & Co. from whom the ceramics were acquired, rather than the agent 

Samuel Kepple. The intent of the collection was encyclopaedic so the examples chosen 

reflected a range of styles, shapes and forms of porcelain and pottery. Three pieces of 

cloisonné on metal were acquired separately but form part of the 1904 collection. The AGSA 

Ceramics Accession Register also lists prices paid. The descriptions contained in the Register 

are a guide to curatorial knowledge at the time as well as an aid to identifying pieces which 

were subsequently de-accessioned.   

 

                                                 

 
742

 The italicised names of objects indicate current titles. These may differ from the 1904 Accession Register 
entries. They were all purchased from the Morgan Thomas Bequest Fund 1904. 
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Fig. 96 a-b 
Detail of Dish, ‘with three storks in flight over 
the ocean’ &  decorated foot  
Morgan Thomas Bequest Fund 1904 
C299,C300, C301 

 

      

Predictably the Japanese ceramics in the collection included several sometsuke ‘blue and 

white’ wares reminiscent of the early European collections as illustrated in the Dresden and 

Burghley collections (figs. 12-15).  The flying crane design (fig. 14) was repeated with three 

dishes of the same design in different measurements (fig.96a).  

 
All three Dishes (C299, C300, C301) were described in the Ceramics Accession Register as 

‘decorated with three storks in flight over the ocean, blue on white ground, probably 

Nabashema’[sic]. Nabeshima wares, produced in the Okawachi kilns north of Arita, had 

historically been made for the exclusive use of the Nabeshima Daimyo.  Unlike Arita or Hizen 

ware, Nabeshima ware was not intended for export and the once jealously guarded style of 

this porcelain declined in the Meiji era when it became copied by other kilns.743 

 
  Dish with maple leaves on water (fig. 97a, b), originally described as ‘Dish of Hizen 

manufacture’ in the Register, reflects the aesthetic of Nabeshima ware with overglaze 

                                                 

 
743

 Jahn p. 90. 
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autumn leaves drifting in water.744 Nabeshima ware was functional with patterns 

characteristic of textiles and a raised foot with pattern underside as in figures 96b & 97b. 

The kilns of Hizen, Nabeshima and Hirado were located in close geographical proximity on 

Kyushu so in the Meiji era their various and distinctive styles and designs were borrowed 

and adapted. This cross-fertilisation led to a breaking down of the individual styles 

previously identified with particular potters or districts.  

 

 

Fig. 97a-b                               
Dish, with maple leaves on water                                                 
Nabeshima ware, c.1890, Ōkawachi                                             
Morgan Thomas Bequest Fund 1904, C302 

 

               

 

 

Fig. 98 
Pair of lion dogs,  
Hirado ware, c.1890, Mikawachi 
Porcelain, underglaze blue 
Morgan Thomas Bequest Fund 1904, C298 

 
                                                 

 
744

 A similar plate, described as ‘Nabeshima-style’ and dated as nineteenth century,  is illustrated in Smith, 
Lawrence & Harris, Victor Japanese Decorative Arts from the 17

th
 to the 19

th
 Centuries British Museum 

Publications, London 1982 p. 80. 

http://www.artgallery.sa.gov.au/agsa/home/Collection/detail.jsp?ecatKey=3535


268 

 

Despite this, amongst the 1904 purchases was Pair of lion dogs (fig. 98), a definitive 

example of Hirado ware although not acknowledged as such in the Ceramics Accession 

Register.745 Distinguished by its fine white glaze with underglaze blue, this piece was 

amongst the cheapest, costing only five shillings, and may have been selected for its 

depiction of ‘Korean’ dogs rather than awareness of its quality of glaze or kiln provenance. 

Hirado ware was named after the island and port of Hirado though the kiln production site 

was located at Mikawachi. Like Nabeshima ware, it was first produced for the exclusive use 

of the Daimyo of Hirado but in the nineteenth-century became commercialised through the 

export and exhibition trade. 

  

 
Fig. 99a                                                              
Imari plate ‘centre panel landscape with 
bridge- surrounded by leaf and scrolls work 
panels in red, green and blue. Trellis 
background of green and blue, C314 
Morgan Thomas Bequest Fund 1904  

 
   Fig. 99b 
  Imari plate  
  ‘centre panel pot plant flower floral foliage and     
scroll work border in blue, red and gilt’, C315 
          

  

The familiar Imari style was represented in the collection by two plates (C314) and (C315) 

(fig. 99a, b) typically decorated with scrolls, trellis and roundels, with central images of 

baskets, pots of flowers or a bridge over water. Like earlier examples (figs. 10, 17, 19) 

enamelled in red, blue and green with gilt kinrande, these patterns had become 

synonymous with Japan from the sixteenth-century export of lacquer and ceramics. 

 

                                                 

 
745

 A similar single ‘lion dog’ or shishi is illustrated in Jahn, p. 200. 
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The origins of the three ceramics, accessioned as C289, C305, C312 (See Appendix 14A for 

images) were described as Yamashiro, which in 1904 was a common term covering all the 

kilns of Kyoto. The term was popularised by publications such as James Lord Bowe’s 

Japanese Pottery (1890) and the Catalogue of the Morse Collection of Japanese Pottery 

(1901).746  

 

Fig. 100 
 Kinkōzan Sōbei VII (1868-1928), Signed in gilt ‘Kinkōzan zō’ 
Dish, in double rhombic shape 
Satsuma ware, c.1900, Kyoto  
Morgan Thomas Bequest Fund 1904, C305 

One of the three ceramics attributed to Yamashiro manufacture Dish, in double rhombic  

shape (C305)(fig. 100) was originally entered in the Register as ‘Cake dish’.  It depicts figures 

of Heian period courtiers and warriors and is heavily decorated with gilt.  The style conforms 

to the commonly recognised descriptor of ‘Satsuma’, named after the province of Satsuma 

in Kyushu which had been an exporter of ceramics through the Dutch East India Company 

since the seventeenth century. During the Meiji era Satsuma ware was manufactured as 

widely as Kyoto and Yokohama and the generic style is easily identified by the application of 

heavy gilding.  
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 Bowes, James Lord Japanese Pottery: with notes describing the thoughts and subjects employed in its 
decoration, and illustrations from examples in the Bowes collection. E. Howell, Liverpool, 1890; Boston 
Museum of Fine Arts Morse Collection, Morse, Edward Sylvester, 1838-1925 and University of California 
Libraries Catalogue of the Morse Collection of Japanese Pottery Cambridge, Riverside Press, 1901. 
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In the Register it was noted that it was signed by ‘Kinkozan’.747 Unlike the earlier pieces 

decorated by Kinkōzan Sōbei VI and donated by the Japanese Commissioners to the Art 

Gallery of New South Wales, this plate exemplifies the more flamboyant ‘Kinkōzan style’ 

developed  by the son, Kinkōzan Sōbei VII.748  By 1904 the name of Kinkōzan was well known 

through exposure at international exhibitions, including the international 1879 Sydney and 

1880 Melbourne exhibitions, and was identified with Kyoto or Yamashiro.749  

  

In addition to examples of recognisable ceramic styles such as Imari, Nabeshima, and 

Satsuma, the 1904 Japanese ceramic collection contained a diversity of shapes and 

functions possibly with a view to the teaching role of the Gallery. These included plates, 

bowls, cups, vases and figurative ornaments.  

 
 
There were three incense burners with one (C309) described in the Register as koro. The 

term koro appeared in late nineteenth century publications like Sir Augustus Wollaston 

Franks’ Japanese Pottery: Being a Native Report (1880) and was generally recognised by 

foreign collectors by 1904.  

                                                 

 
747

 This is the only signed piece amongst the Japanese purchases noted in the Accession Register. 
748

 See Appendix 10D. 
749

 As we have seen in Part 2, the AGNSW and Twycross Collections contain works by Kinkōzan.  
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Fig. 101 a  
Incense burner, in the form of a pigeon on a tile, C303  

Fig.101 b  
Incense burner, Korean lion with cub, C304 
 

 

As well as the koro (C309) with conventional perforated lid and base (see image Appendix 14), 

an Incense burner, in the form of a pigeon on a tile (C303)(fig. 101a) offered curiosity value. 

Incense would be placed in the back feathers of the pigeon standing on a roof tile which 

incorporates and appropriates for decorative purposes the crest of the deposed Tokugawa 

family.750 A third koro, in the form of ‘a Korean lion with cub’ (C304) (fig. 101b) is described in 

the Register as Bizen style. This reference denotes familiarity with the historic pottery region 

of Bizen. In the Meiji era, Bizen ceramics were best known for their figural unglazed 

saikumono imitating bronze ware. The most common form produced in Bizen was the 

incense burner.751  

 
Creating earthenware pieces for the Tea Ceremony had been the mainstay of kilns in Bizen 

from the Momoyama period (1573-1615). Bizen ware, having been patronised by Japan’s 

great Tea connoisseurs in the past, failed to prosper in the Meiji era. Its clay was not suited 

for manufacturing porcelain for the foreign export market which was the focus of the Meiji 
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 A similar piece was produced by Miyagawa Kōzan: Schiffer, p. 117. 
751

 Jahn  p. 85. 
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ceramics industry. Bizen manufacturers turned to the domestic market for survival, 

producing industrial pipes and ornaments such as the koro (C304)(fig. 101b). Bizen ware was 

later resuscitated in response to the perceived loss of traditions which was an outcome of 

the Westernisation policies of bunmei kaika.   

  

                  

                   Fig. 102 a-b   Water bottles    C288 & C289 

 

 

The 1904 Japanese ceramic collection included two other examples of earthenware. In the 

Ceramics Accession Register, the entry ‘water bottle jar or cha no yu tea ceremony type’ (C 

288) (fig.102a) implies awareness of the aesthetic link between Tea and pottery, but this 

bottle is a sake flask or tokkuri. The entry also suggests that the bottle may be seventeenth 

century in date. Another ‘water bottle’ (C289) (fig. 102b), also a sake tokkuri, is described as 

eighteenth century. These are the only references to antique pieces.  The rest are all 

registered as ‘modern’ which, as has been noted in Gregory Irvine’s discussion of the South 
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Kensington Museum acquisitions (Chapter 1.7) was considered more favourably by many 

museums at this time.752  

 
The opportunity for acquiring ceramics for the Tea Ceremony was missed. The concept of 

the Tea bowl as the essence of the Japanese aesthetic was still largely unrecognised by 

foreigners in 1904; Okakura Kakuzo’s Book of Tea would not be published for another two 

years though earlier publications by writers such as Augustus W. Franks at the British 

Museum had certainly documented the link.753  

 
Two small modern tea cups (C291 & C278) (figs. 103 & 104a,b) were however, included in the 

purchases.754  Each cost a modest 2 shillings and 6 pence. One bowl (C291) originally 

described with ‘white flowers and plain semi circular black panel’ has recently been more 

appropriately described as Tea bowl (chawan) with full moon and prunus. The placement of 

the moon, indicating the front or omote of the bowl, conforms to Tea aesthetic conventions. 

This cup was not intended for thick matcha green tea (koicha) due to its smaller size and the 

fineness of its porcelain, but was more likely to be used for thin whisked matcha (usucha).  

 

Fig. 103     Teabowl (chawan), with full moon and prunus,  C291  
Fig. 104 a-b  Bowl  C278 & signature Se f  
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 Irvine, Gregory ‘The ‘Hayashi Revisions’ revised – Hayashi Tadamasa and the Japanese Art Collections of the 
Victoria and Albert Museum, London 1886’ in Hayashi Tadamasa:  Japonisme and Cultural Exchanges (Hayashi 
Tadamasa : Japonisumu to Bunka Kōry ) pp. 79-89. 
753

 Franks, A. W. Sir Japanese pottery: Being a Native Report with an Introduction and Catalogue (2nd ed), 
printed for H.M. Stationery Office by Wyman and Sons, Limited, London, 1906 pp. 3-7(First published 1880). 
754

 The AGSA Ceramic Accession Register shows that C291 came with a ‘saucer’, long since gone if the entry is 
correct. 

http://www.artgallery.sa.gov.au/agsa/home/Collection/detail.jsp?ecatKey=3547
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The second bowl, possibly intended for sencha tea, is also decorated with blossom and is 

signed by Seif  Yohei III (1851-1914), a major artisan from Kyoto. He was lesser known in 

the West than the more exuberant Miyagawa Kōzan.755 Seif ’s designs and decorations 

were subtle and often inspired by Chinese bunjin traditions. Jahn points out in this respect, 

that Seif  helped to ‘purge Meiji ceramics of its worst excesses’.756  In 1893 Seif  Yohei was 

the first painter-potter to be elected to the status of Teishitsu Gigeiin (Imperial Household 

Artist). This bowl provides a very small link to one of the masters of Meiji era ceramics. It 

was a fortuitous purchase as the Accession Register gives no indication of the artist or place 

of production. 

 

 

Fig. 105  
Vase, ‘creamy yellow glazed pottery, bird on neck in 
full relief decorated with sprays of foliage and 
flowers’ 
Morgan Thomas Bequest Fund 1904, C283 

 

The saikumono modelled style with high relief birds, plants or insects that Miyagawa Kōzan 

was producing around the time of the 1879 Sydney International Exhibition also entered the 

Kepple-Franck ceramics selection. Vase (C283) (fig. 105), accommodates late-Victorian 
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 Nasser D. Khalili Collection of Japanese Art, Meiji no Takara: Treasures of Imperial Japan, vol. 5, p. 84. 
756

 Jahn, p. 262. 
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tastes for ‘grotesque’ carved and modelled shapes. The Accession Register suggests 

hopefully that it might be ‘early 19th century’ when it is a typical late nineteenth 

century-Meiji era piece.  

  
Fig. 106       
Hayashi Kodenji , 1831-1915        
Vase with fish, c. 1890, Nagoya    
Morgan Thomas Bequest Fund 1904, C317 

 

Cloisonné shippō 

The highest prices of all the 1904 purchases listed in the AGSA Ceramics Accession Register, 

were paid for the cloisonné Vase ‘with enamelled carp’ (C317) and Vase ‘with dragons and 

birds ‘(C318) (figs. 106, 107). 757  Both are very good examples from workshops known for 

their technical and artistic expertise. Vase with fish (C317) cost £18-18-0 and was the most 

expensive purchase of the 1904 Japanese ceramics.  Its maker is not cited in the Ceramics 

Accession Register, but it is clearly marked as the work of Hayashi Kodenji (1831-1915) who 

opened a workshop in Nagoya, Owari province, as early as 1863.758 In this piece depicting 

                                                 

 
757

 The entries in the Ceramics Accession Register give no indication of the makers who have recently been 
identified by the author. 
758

 Hayashi Kodenji was a student of the master Kaji Tsunekichi, the pioneer of modern cloisonné.  
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carp, enamels have been applied using ginbari ‘silver foil’ techniques. The translucency of 

the enamels is accentuated by the use of heavy stamped silver foil over a metal substrate.759 

 

 

 

Fig. 107a-b                                                                                
Namikawa Yasuyuki 1845-1927 
Lidded vase, c.1900, Kyoto 
Morgan Thomas Bequest Fund 1904, C318 

Design by Nakahara Tessen 
& recorded in Kyō Shippō Monyō Sh  
(Kyoto Cloisonne Pattern Collection) 

 

The second cloisonné piece registered as Vase ‘with dragons and birds’ (C318) (fig. 107a) 

cost £12-10-0. Decorated with     birds set within floral borders, this object is signed by 

Namikawa Yasuyuki (1845-1927) of Kyoto, who had been proclaimed Teishitsu Gigeiin 

(Imperial Household Artist) in 1896.  

 
Namikawa, adopted by the Namikawa family of Kyoto who were involved in the fledgling 

craft of cloisonné, set up his workshop in Kyoto in 1873.  He was influenced technically by 

the German chemist Gottfried Wagener, and later used the designs of Nakahara Tessen 

(1863-1942) (fig. 107b) which often drew on Chinese themes, including geometric bands of 

lappets based on ancient Chinese bronzes.  Lidded vase (C318) is a significant representative 
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piece by an artist who was awarded thirty one prizes in domestic and international 

exhibitions including Philadelphia 1876 and Paris 1878.760 

 
These, possibly the two best Japanese objects purchased through the Morgan Thomas 

Bequest 1904, were not selected by Kepple or Franck in Britain but were purchased in 

August the following year from the Melbourne dealer, Frank E. Godden of 364 Collins Street.  

Through his association with the National Gallery of Victoria, Godden would have been 

aware of the South Australian Gallery’s ceramic collection.761 He submitted a list of Japanese 

cloisonné and bronzes for the consideration of the Fine Arts Committee and five were 

selected.762 The minutes record the objects with prices:  

 Japanese vase cloisonné on porcelain, about 1780. Invoice price £4-10-0 763 (C316) 

 Japanese enamel vase decorated with fish invoice price £18-18-0             (C 317)  

 ‘Japanese vase in gold bronze decorated in relief in silver and gold signed by the 

artist (Y..RIKE?) the greatest artist in bronze work in Japan’  £18-10-0 764  

 Japanese bronze vase decorated with lizard in relief £8-10-0 

 Large cloisonné vase floral decorations £12-10-0    ( C318)  

The prices of the objects totalled £62-18-0. The committee offered him £40 and they were 

later acquired for £55.765 The high prices paid for the two cloisonné vases C317, C318 

corroborates that they were viewed as important pieces at the time and raises speculation 
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 Murata, Masayuki & Kiyomizu Sannenzaka Bijutsukan Ba  mats , Me j  no   ge : se a  o m ry s  ta    on 
no waza to bi (Japanese Crafts of the Late Edo and Meiji Periods) Tankōsha, Kyōto 2006 pp. 20, 148. 
761

  Mr Frank Godden was employed as an adviser for the National Gallery of Victoria October 1913 to report 
upon a collection of furniture: Bage, Charles Historical Record of the Felton Bequests from their inception to 
31

st
 December 1922  Felton Bequests Committee, Melbourne 1923  p. 31. See Part 4. 
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 There were in excess of 20 objects offered including a raku bowl and ivories: GRG 19-51 vols.1-5, 21 

September 1905. 
763

 This was optimistically dated 1780 perhaps influenced by James Bowes’ book Enamels. It was de-
accessioned in 1943. 
764

 Name is indecipherable; The two bronze vases from Godden cannot be located. 
765

 GRG 19/361 Fine Arts Committee Minutes, August 4, 1905 p. 397; September 12, 1905 p. 401.  
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that the Fine Art Committee was not impressed by the recent cheaper British purchases, or 

that cloisonné had simply not been included in Kepple’s purchases. 

 
The 1904 Japanese ceramics represented the typical fare to be found in the Japanese Courts 

at Australian Exhibitions, and in hindsight, the purchases probably did not require the expert 

advice and expense of an English agent. The confidence H.P. Gill placed in Kepple as the 

‘professional expert’ recommended by George Brookman, was not entirely fulfilled in the 

Japanese purchases.766 Kepple did not exercise discernment or connoisseurship; the quality 

of the ceramics was haphazard or to quote Kreiner ‘random’.767  

 
On the whole, with exceptions such as the Bowl by Seif  Yohei, they were export wares that 

conformed to the stereotypical ‘queer and quaint’ associated with Japan. They were not 

indicative of the higher quality studio pieces also being created at that time.  

 
It must however be acknowledged that the National Gallery of South Australia’s first foray 

into acquiring Japanese pieces was incidental to forming, in Kepple’s words, ‘a collection 

representing a history of pottery’ rather than to specifically collect Japanese art. 768  

 

The newly acquired ceramic collection was formally placed on display following an official 

ceremony conducted by the Governor, Sir George Le Hunte on Thursday 2 February 1905. A 

selection of oriental and European ceramics was exhibited in six specially made glass 

cabinets rather like the Vase Room created at the National Art Gallery of New South 
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 Letter from H.P. Gill to S J Way, 17 March 1904: GRG 19/361.   
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 Kreiner , vol.1 p. 31. See Part 1. 
768

 S.I.  Kepple to Brookman dated 22 January 1904: GRG 19/361. 
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Wales.769 It appears that they remained continuously on display for many years serving the 

teaching role of the Gallery as an adjunct to the Adelaide School of Art. Eleven years later, a 

request from the Director of Study at the School of Art, asking for permission to bring a class 

to copy ‘silver casket and Japanese and Sèvres China ware’ was recorded in the minutes 

thereby affirming the ongoing teaching significance of the Gallery’s collection.770 

3.4 South Australian Collectors and Collections 
 

The National Art Gallery of South Australia’s purchases in 1904 of Japanese ceramics, 

cloisonné and metal ware represent the first and only Japanese acquisition purchases by the 

Gallery until 1940.771 The development of the Japanese collection in the intervening years 

relied solely on local private donors and testifies to the nature of South Australia’s 

nineteenth-early twentieth century engagement with Japan through the initiatives of 

private connoisseurship.  

 
This Chapter examines three founding donors to the Gallery’s Japanese collection through 

bequests and sale. A profile of each donor offers insights into the circumstances of Japanese 

art within South Australian private art collections. It also demonstrates the commonality of 

local conditions and tastes with those shaping international collections. Each donor 

illustrates one of the three principal categories which motivated nineteenth century 

collectors to collect Japanese art. In broad terms, they were often drawn through affinity 

with Aestheticism, cosmopolitanism or opportune pragmatism. For the purposes of this 
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 The cases cost £350: GRG 19/361 Fine Arts Committee Minutes 5 August 1904 p. 321; Opening ceremony 
minuted 3 February 1905 p.  349; Objects C316, 317,318 were purchased in August-September 1905 
subsequent to the opening. 
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 GRG 19/361 Fine Arts Committee Minutes, 1/9/1916  p. 88; By 1916 the School of Design was known as the 
Adelaide School of Art.  
771

 The metalware sold by Godden cannot be located and may have been de-accessioned. 
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thesis, the principal collector-donors Mr and Mrs William Milne, Sir Samuel Way and John 

Daniel Custance can be best summarised respectively as the ‘aesthetes’, the ‘global citizen’ 

and the ‘moderniser’.  

 
Though the bequests occur in 1914 (Bequest of Mr and Mrs William Milne), 1916 (Bequest 

of Sir Samuel Way) or were purchased from Mrs Custance’s estate in 1940 through the 

David Murray Bequest, all of their objects can be traced back to the heyday of nineteenth-

century collecting.772  

 

3.4.1 William and Emma Milne: Aesthetes  

Bequest of Mr and Mrs William Milne 1914          (See Appendix 15)  

 

         
William Milne (1849-1905) was the eldest son of Sir William Milne (1822-1895) who arrived 

in Adelaide in 1839 and founded a successful wine and spirit business.773 It is reported that 

Sir William  was ‘the pioneer distiller of South Australia, having erected a still on his estate, 

Sunnyside, Glen Osmond in 1867’.774 He also built Eurilla as a summer house on Mount Lofty 

in 1885, the same year his son William built his nearby home, Byethorne. 775 

 
Sir William served as a Member of Parliament for twenty four years. He was Chairman of 

Wallaroo and Moonta Mines Co., trustee of the Savings Bank, member of the council of 

Zoological Acclimatisation Society, member of the Committee of Blind, Deaf and Dumb 

Institution and an inaugural commissioner of the National Art Gallery of South Australia.  
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 The Custance collection was not a bequest but was purchased after his death.  
773

 There were eleven children, all of whom are listed in De Crespigny, Mary The Adelaide Establishment 1878 
Diary published by Mary de Crespigny, Adelaide, 1987  p. 85. 
774

 Burgess, The Cyclopedia of South Australia ,vol. 1 p. 604. 
775

 Sir William was knighted in 1876. 
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His eldest son succeeded the father in the family’s wine and spirit business in Grenfell Street, 

Adelaide, and, as a second generation South Australian, enjoyed the fruits of his father’s 

industry. His home, until his death in December 1905, was the subdued Gothic Revival 

Byethorne (fig. 108a) at Stirling in the Adelaide Hills. 776 His tomb monument reflects the 

same elegant style (fig, 108b). 777   

 
The Mount Barker Courier admiringly described Byethorne, built of locally quarried 

freestone with a lodge, elegant drive, porch, gables and dormers, as in the ‘English Domestic 

Gothic’ style.778 It suggests the stone for the arches was cut in Scotland and came out on the 

same ship to Australia as did the commissioned stone mason.779  Such a property ‘served a 

symbolic function, as a declaration of success and prestige’.780  

 
Figs. 108 a-b-c  
Byethorne at Stirling; William Milne’s tomb at North Park Cemetery, Nailsworth; Aviary at Byethorne  

                                                 

 
776

 Or Bythorne, either spelling is used in references. Address 22-30 Ayers Hill Road, Stirling.  
777

 I acknowledge Jan Polkinghorne’s knowledge and enthusiasm for the subject of Byethorne. The following 
details are derived from her research and publication: On 2 March 1882 Milne bought lot 19 from a package of 
land purchased by the speculator Thomas Magarey and was in excess of four acres. ‘Three weeks later Edward 
Charles Stirling bought lot 20 where he later built St Vigeans’, Stirling was the director of the South Australian 
Museum: Polkinghorne, Jan ‘Byethorne’ in Martin, Robert (ed.) Views from the Hills: Essays in the History of 
the Adelaide Hills Mount Lofty Districts Historical Society, Stirling, 2002  p. 190. 
778

 4 December 1885: Polkinghorne p. 191. 
779

 It was built by the local builders Messrs. Pullin and Torode of Stirling West under the supervision of the 
architect Mr J.G.Beaver; The cost of the house may have been £3,750.  There is a possibility of confusion with 
the cost of Eurilla being built at the same time by the same builder for Sir William Milne: Polkinghorne,  p.191. 
780

 Martin, Robert Under Mount Lofty: A History of the Stirling District in South Australia District Council of 
Stirling, Adelaide,  1987 p. 119. 
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The lace work on the verandahs and the lead lights of the house are quietly restrained, 

unlike the high Victorian style typical of many Australian homes of the period. Milne chose 

decorations more in accord with the principles of Aestheticism; his art collection reflected 

the same taste.  

 
Byethorne had extensive gardens as well as ‘an orchard, lawn tennis court, croquet green 

and mini golf course. A large fir tree, two storeys high, in front of the house was neatly 

trimmed to the shape of a wine bottle’ no doubt synonymous with Milne’s position as a 

wine merchant.781  

 
 In the lower section of the rambling gardens, planted with camellias and rhododendrons, 

was an aviary (fig 108c) which hints at the owner’s interest in exoticism. The surviving 

structure is remarkable for its rendition of a Southeast Asian, likely Burmese, roofing style. 

Nearby, was John Bagot’s house Forest Lodge where a pseudo-Japanese garden resplendent 

with a Japanese drum bridge and two Japanese-style pergolas, festooned with wisteria, was 

created. Bagot was inspired by gardens which he had visited in Japan in 1891-2 and shared 

with his neighbours the camellias and exotic species brought back on his steam yacht.782 

 
Mr and Mrs Milne had the financial means to exercise good taste. The Cyclopedia of South 

Australia 1907 stated that ‘it may fairly be said to the credit of Mr William Milne that in a 

few years the business of Milne & Co. took a front rank in the trade of South Australia. His 

untiring industry and courtesy, combined with frequent visits to the old world to establish 
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 Bagot, Tempe L. ‘Forest Lodge; a Garden in the Adelaide Hills’ part 2, in The Australian Garden Journal : 
Official Journal of the Australian Garden Historical Society vol. 6 no. 6, 1987 pp. 257-8.  
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business relations, placed his house on a sound basis’.783 Milne and Co. was listed amongst 

the promoters of the Adelaide Jubilee International Exhibition Official Catalogue of the 

Exhibits.784 William Milne died in 1905 and his wife Emily outlived him by nine years. 

 
As a couple, they typified the nexus between the aspirations for old British respectability 

and new Adelaide money.  They were drawn to British paintings of landscapes in their 

pursuit of ‘Englishness’ while favouring British Aestheticism for their interior objects.  They 

also collected continental paintings: mostly landscapes and Orientalist portrayals of the 

Middle East.  Many were lent to the National Gallery of South Australia for display while Mrs 

Milne was in Britain in the period 1912-1914. 785  Of the five oil paintings and thirteen 

watercolours lent by Mrs Milne, ten eventually entered the Gallery’s collection as part of 

the Bequest of Mr and Mrs William Milne 1914. The complete bequest consisted of ‘35 

paintings, 9 pieces of cloisonné, 4 bronzes, 1 marble bust, 1 Nurnberg [sic] copper ewer, 3 

ivories and 1 faience china plaque’.786         (See Appendix 15) 

 
The artists represented in the loan, and later included in the bequest, were a mix of British 

and European artists. Vicat Cole, E.W. Cooke, Peter Graham and Thomas Faed exhibited at 

the 1888 Melbourne Centennial Exhibition and were popularly collected artists in Australia 

at the time.787 Works by two artists, Raffaele Mainella (1858-1907) On the Nile (0.432) and 

Robert Talbot-Kelly’s The Sp  nx’ (0.430), are both dated 1910 in the Gallery’s records, five 
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 Burgess p. 604; In 1888 he retired from the business leaving it in the hands of his younger brother George 
Milne. George took over Byethorne when William died. 
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 William Milne Junior esq. was an exhibitor and a committee member of the Wine Committee.  
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 GRG 19/5 no.11795 from Executor Trustee and Agency Company of South Australia 22 Grenfell St. dated 19 
Oct 1912 & GRG19/5 no.11853 from Emily Milne dated 28 Oct 1912; GRG19/5  11853 Dated 28 Oct 1912 from 
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 Public Library, Museum and Art Gallery Annual Reports: 1912-3, p. 14; 1914-5 p. 13; Nuremberg 
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 Alfred Felton, benefactor of the NGV, owned paintings by these artists as well. See part 4.2. 
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years after William Milne’s death. This may indicate that Mrs Milne’s tastes played an equal 

if not dominant role in determining purchases for their collection.   

 
Two paintings particularly define the Milnes as collectors and local art connoisseurs.  A 1906 

watercolour by the South Australian artist and student of H.P. Gill, Helen Hambidge (1857-

1937), depicts William Milne on board ship, no doubt on his way to Britain (fig. 109). This 

portrait was commissioned and painted in the year following his death based on a 

photograph given to Helen Hambidge by Mrs Milne.788  

  

Fig. 109 
Helen Hambidge 
Portrait of William Milne 1906  
Bequest of Mr and Mrs William Milne 1914, 0.663 

 

The other work is Henry Ryland’s (1856-1924) watercolour Irises (fig. 110). Ryland was a 

British illustrator, woodcut artist and stained glass designer with links to the Arts and Crafts 

movement and British Aestheticism. The subject matter of the iris and its setting in classical 

Rome combines the neo-classical, pre-Raphaelite and Japoniste elements which had 

enthused medievalists like the architect William Burges.  
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 Gemmell, Nancy The Hambidge Sisters published by. Nancy Gemmell, Adelaide 1995 p. 42 
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Floral motifs linked Aestheticism to Japanese art and their representation is noticeable in 

the Milne’s decorative arts.  Bronze vase (fig. 111 AA283), for example, depicts a lily. The 

tips of the leaves of the lily are highlighted by the application of s a  d  gold-copper alloy.   

 

 

Fig. 110  Henry Ryland (1856-1924)   
                Irises c. 1900, 0.433 

                Fig. 111  Bronze vase (signed ) AA283 

 Bequest of Mr and Mrs William Milne 1914 

 
 

 
Fig. 112a-b 
Shōmi Eisuke, 1839–1900 
Lidded urn, with flowers, c. 1895 
Bequest of Mr and Mrs William Milne 1914, AA291 

Signature : Shōmi Eisuke 
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The Milne’s Lidded urn, with flowers (fig. 112a-b) is decorated with two types of 

chrysanthemums each patinated different colours using gold, silver and copper.789 The 

vessel, dated 1895-1900, is modelled on a traditional tea container chaire with a textured 

bronze ‘cloth’ cover and silk cord.  

 
The mark on Lidded urn, with flowers (fig. 112b) has only recently been identified to be that 

of Shōmi Eisuke (1839-1900) who was a manufacturer and dealer in the Teramachi district in 

Kyoto and an active participant in international exhibitions.790 Shōmi was a student of 

Kanaya Gorōsaburō of Kyoto, a ninth generation metal worker, who exhibited in the 1879 

Sydney Exhibition. A leaflet (fig. 113) found in the Lidded urn, with flowers in 2009 indicates 

that Shōmi also exhibited in Sydney, where Milne may have purchased the urn. As Shōmi is 

not named in the exhibition catalogues, we can assume his work was represented under his 

master’s name.  

 
 
The Certificate of the Decoration of the Green Ribbon was awarded by the Imperial Japanese 

Decoration Bureau (6th March 1895), acknowledging Shōmi’s inventiveness and diligence 

during the changes of the Meiji era. It also lists the international and domestic exhibitions 

where he won awards, including Sydney.  Shōmi created and commissioned works for the 

middle range and luxury markets and operated eighty one workshops which employed 

several hundred workers.791   
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 Mc Owan ‘Metalware’ Golden Journey p. 268. 
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 Murata, Masayuki & Kiyomizu Sannenzaka Bijutsukan  Ba  mats , Me j  no   ge  : Se a  o M ry  s  ta 

Nihon no Waza to Bi Tankōsha, Kyoto, 2006  pp. 50, 110. 
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Fig. 113 Certificate of the Decoration of the Green Ribbon 

 

Two cloisonné pieces on metal substrate, Tray (C725, fig. 114a) and Vase with pigeons and 

paulownia (C724, fig. 115) also depict flowers and birds. The plover illustrated on Tray 

stands amongst autumnal maple leaves.792  It is made by Namikawa Sōsuke (1847-1910) and 

signed (fig. 114b) with his sakigake seal on the reverse, which dates this piece post-1890.793  

Namikawa has used the m sen s  pp  (wireless enamel) technique which he invented in 

1879 to replicate the subtle shades of a painting in enamel. Because of its painterly qualities, 

Namikawa’s work was displayed in the 1910 Japan-British Exhibition within the Fine Art 

category while other cloisonné makers were categorised as craft.794 
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 The plover is probably the migratory Northern Lapwing (Vanellus vanellus). 
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 Schneider,  p. 34. 
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 Impey, Oliver & Seaman, Joyce Japanese Decorative Arts of the Meiji Period, Ashmolean Museum, Oxford 
2005, p.98 
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Fig. 114a        
Namikawa Sōsuke, 1847–1910 
Tray, c.1890, Tokyo 
Bequest of Mr and Mrs William Milne 1914, C725        

Fig. 114b   
Sakigake seal  Sōsuke, on reverse 

Namikawa was a ceramics merchant who, having experimented with enamel on porcelain, 

took over the Tokyo branch of S  pp  Kaisha in 1880 which was the year of the Melbourne 

International Exhibition which we know Milne attended. Namikawa was also appointed a 

Teishitsu Gigeiin (Imperial Household Artist) in 1896 along with his name-sake Namikawa 

Yasuyuki of Kyoto, to whom he was not related.795  Many of Namikawa Sōsuke’s designs 

were illustrated by the artist Watanabe Seitei (1851-1918) who generally signed the front of 

the cloisonné pieces though this example does not bear his signature.  Namikawa Sōsuke 

was so highly considered that he was commissioned to decorate the dining room of the 

Crown Prince Yoshihito’s Akasaka Detached Palace with thirty-two cloisonné panels.796 
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 Their surnames were written in different characters 並河 Namikawa (Yasuyuki) 涛川 Namikawa (Sōsuke) 
796

 Yoshihito became Emperor Taisho upon the death of his father Emperor Meiji in 1912. Earle, Joe Splendors 
of Imperial Japan: Arts of the Meiji Period in the Khalili Collection, Khalili Family Trust 2002 p. 423; Murata, & 
Kiyomizu Sannenzaka Bijutsukan,  pp. 50, 149. 



289 

 

  
Fig. 115 
attributed to Andō J bei Workshop, 
active late 19

th
- early 20th century 

Vase, with pigeons and paulownia , c.1880, Nagoya 
            Bequest of Mr and Mrs William Milne 1914, C724 

 

 

Vase with pigeons and paulownia (fig. 115) is not signed but can be attributed to the Andō 

Jubei workshop c. 1880.  The Namikawa Tray is of greater interest due to its signature and 

was valued by the Gallery at the time of the bequest at a modest £2-10-0 and the larger 

vase, £10.797 

 
Three ivories (fig. 116 a-b-c) in the Milne Bequest were the Gallery’s first acquisitions of 

okimono and netsuke. The two finely carved figures of Japanese women were typical 

depictions of the musume or compliant female popular in Europe at the time. 
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Fig. 116  a-b-c  
Okimono, Lady with firefly cage  AA190; Mother and child playing with a kitten AA184; netsuke,  Man sitting 
with scroll  AA234 
Bequest of Mr and Mrs William Milne 1914 

 

The Mr and Mrs Milne Bequest 1914 is important for the first Japanese items to be 

bequeathed to the Gallery as well as the first Japanese acquisitions since the 1904 ceramics 

purchases. The nature of the entire bequest however, supports a hypothesis of this thesis 

that local collectors differentiated unambiguously between Western paintings and works on 

paper as the fine arts, and  ‘Japanese ware’ as the decorative arts. This preference shaped 

the National Art Gallery of South Australia’s Japanese collection through private gifts and 

bequests. Two years after the Bequest of Mr and Mrs Milne 1914, it was further reinforced 

with the bequest of the second major benefactor, Sir Samuel Way (1836-1916). 

 

3.4.2 Sir Samuel Way: Global Citizen 

Bequest of Sir Samuel Way 1916       (See Appendix 16) 

 
 
The single greatest early donor of Japanese art to the National Gallery of South Australia 

was Sir Samuel Way, the Chief Justice and President of the Public Library, Museum and Art 

Gallery (1893-1908).  Sir George Murray, Chancellor of University Adelaide and Chief Justice 

of the South Australian Supreme Court, summarised Way’s life and contributions as ‘a life of 
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unparalleled usefulness in the history of the state’.798 His peers in the legal fraternity noted 

his commitment to the arts: 

Sir Samuel is a man of keen literary and artistic tastes and few men in the community 
have such a wide acquaintance with English literature, he has one of the finest 
private libraries in Australia. He is recognised as an art critic, and it is regarded as a 
compliment to be hung on his walls, whilst his garden at Montefiore is a very 
Elysium.799 
 

Way’s influence extended beyond South Australian borders. His diaries, written between 

1879 and 1914, reveal his breathtaking energy and extensive social networks. He cultivated 

people through constant letter writing, frequent interstate trips and overseas travel. His 

social and professional circles represent the who’s who of mid-late nineteenth century 

Australia. He attended the major international exhibitions held in Victoria and New South 

Wales and was a contributor to the constitutional deliberation on the Federation of the 

Australian colonies in 1901.  

 
Born on 11 April 1836 in Portsmouth England, Samuel was the eldest child of James Way, a 

Bible Christian minister.800 His upbringing was financially austere. Left in the care of a 

Unitarian minister in Chatham while his family settled in South Australia in 1850, he rejoined 

his family in 1852 in Adelaide. His biographer Albert J. Hannan writes that ‘he had never 

passed a competitive examination’ and that the five years of school instruction he received 

in England ‘was the only systematic education he ever received, but it was sufficient, and 

provided a sound foundation for his legal studies in South Australia’.801 His lack of formal 
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qualifications caused consternation amongst his detractors and was a source of sensitivity 

and a probable motivation for Way to publicly prove his credentials throughout his long 

career in South Australia.  

 
Way was admitted to the Bar on 23 March 1861.802 In 1863 he appeared in the House of 

Assembly for a claimant in a dispute over leases to the Moonta copper mines for which he 

was reportedly paid £2,000 and from that event his career catapulted.803  He was appointed 

Queen’s Counsel (Q.C) in September 1871. 

 
In 1875 he was elected to the House of Assembly, four months later becoming Attorney 

General and ‘nine months on, exercised the Attorney-General’s prerogative of appointing 

himself to the chief justiceship, left vacant by Sir Richard Hanson’s demise’.804 His 

appointment in 1876 at the age of forty as Chief Justice was criticised in some local quarters: 

his former legal partner Sir Josiah Symon and judges Edward Castres Gwynne and Randolph 

Stow resented Way not only because he was not a graduate in law, but also because of the 

precedent set by his appointment. ‘Way’s ability, his industry, and his tact and courtesy 

soon conciliated not only Stow, but also the few grumblers at the Bar.’805  

 
The desire to accumulate excessive wealth appears not to have motivated Way. Imbued 

with a devout Protestant ethos, he regarded social position as providing the means to give 

rather than to take. Hannan quotes a letter written by Way to a friend in 1877 in which he 
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reflects upon the net loss of income from the £6,000 he earned in private practice to the 

£2,000 position of Chief Justice:  

 I have not regretted it for one instant, as I find I can perform the duties of the office 
with ease and satisfaction, and money making is not the great aim of my existence. I 
find the work of the Court and my connection with philanthropy means of abundant 
outlet for the energies of a man of active temperament who has always been used to 
an active life.806  
 

 In 1874 Way became a foundation member of the Council of the University of Adelaide and 

continued his association with the University for forty years. He was Vice Chancellor from 

1876 for seven years and the Chancellor for thirty three years until his death in 1916.  Again 

his appointment to these positions was questioned, as he was not a university graduate and 

‘there were others whose claims to fill the honourable position of Vice-Chancellor are 

stronger than his.’807 

 
As a foundation member of the State Board of Education in 1874, he was instrumental in 

making primary schooling compulsory and state schooling secular. He was a contributing 

founder of the Adelaide Children’s Hospital and president of its Board for 38 years from 

1876-1915, in addition to being an active participant in fledgling organisations such as the   

Zoological Gardens, the Gardeners’ Society, Institution for the Blind, Deaf and Dumb, the 

Society of Artists, Geographical Society and Royal Society of South Australia.808    
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operandi.  
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Through his religious affiliations, he visited England in 1869, 1891 and 1897. On each trip to 

attend conferences of the Bible Christian denomination, he managed to visit museums and 

to expand his collections of art and books.809 

 
Like many other Adelaide and indeed, Australian luminaries of the time, Way was afforded 

opportunities in the colonies that would have been unachievable in the fixed social order of 

Britain. His tastes and values were British, and he aspired to create a corner of Britain in 

South Australia. He was disappointed upon his retirement due to illness, to realise that he 

would never return to Britain.  

 
Way’s civic achievements were immense. In 1890 he was appointed Lieutenant-Governor of 

the province of South Australia for life and in 1897 he was the first Australian to be 

appointed to the Judicial Committee of Privy Council. In 1899 he accepted the first 

baronetcy to be conferred on a South Australian. At the late age of 62, he married the 44 

year old widow, Mrs Katherine Blue who predeceased him by two years in 1914.810  Way 

died of cancer on 8 January 1916. After a state funeral, he was buried at the West Terrace 

Cemetery.  

 
Way’s estate and bequests were distributed across numerous public institutions with which 

he had been affiliated. £55,000 was bequeathed to educational and charitable organisations 

on which he had served as well as diverse religious organisations: the Church of England, the 

Roman Catholic Church, the Methodist Church and the Salvation Army. Way had amassed 
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an extraordinary personal library of 34,000 books: 16,000 books were passed to the 

University of Adelaide and became the kernel of the Barr Smith Library. The rest went to the 

Supreme Court Library. His art collection passed to the National Art Gallery of South 

Australia.  

 
 Way’s diaries (1879-1914) reveal little about his personal opinions or artistic tastes but they 

do provide details about his professional and social associates. He moved in influential local, 

intercolonial and international circles.  

 
Spheres of Influence  
 
He entertained or dined at the homes of South Australian Governors of the day and 

members of the Adelaide establishment many of whom supported the arts. These  included 

the pastoralist Peter Waite whose home Urrbrae House was decorated by Aldam Heaton of 

London, Joanna and Robert Barr Smith at Torrens Park who were major clients of William 

Morris, and the five-times Premier of South Australia, Sir Henry Ayers after whom Ayers 

Rock was named in 1873. He had working breakfasts with officials such as the newly 

appointed Master of Design, H.P. Gill.811 His diaries indicate that he dined with Sir William 

Milne on several occasions.812  Amongst the list of dinner guests at Sir William’s on Friday 27 

November 1885 was William Milne junior so one can only speculate whether their mutual 

interest in Japanese art was discussed.813 
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During the Adelaide Jubilee Exhibition on 22 June 1887 Way held a luncheon for the Chinese 

Commissioners Tsing, Lee, Chai, and Ho, who were travelling around Australia to investigate 

the frequent accounts of abuse and maltreatment of Chinese amidst rising anti-Chinese 

sentiments in the 1880s.814 This working lunch was also attended by appropriately 

concerned officials and politicians including F.J. Sanderson (Collector of Customs), John Cox 

Bray (Treasurer and Acting Premier) and the Honourable J.L. Parsons (later to be the 

Honorary Consul for Japan).815 

 
His diary entries record his intercolonial travels. In Melbourne, Way dined with 

philanthropists Sir William and Lady Clarke at their homes (Cliveden and Rupertswood), in 

Sydney he often dined with Sir Henry Parkes, Premier of New South Wales and ‘father of 

Federalism’. He also met Reverend Julian Tenison Woods, the Catholic priest and scientist, ‘a 

brilliant conversationalist’ who had returned from Japan nearly three years at the time of 

their meeting.816   

 

Way’s home, Montefiore in North Adelaide (fig. 117), was the location for entertaining on a 

large scale.817 His guests included many international visitors who mentioned him in their 

writings such as the social reformer Beatrice Webb (1858-1943).818  On 24 May 1887, Way’s 

diary records the arrival of another guest, Lord Brassey and more pertinently, his wife Lady 

Brassey, author of several travel books including her posthumously published Last Voyage, 

                                                 

 
814

 They toured Australia to report on the treatment of overseas Chinese: Walker, David R. Anxious Nation: 
Australia and the Rise of Asia 1850-1939 University of Queensland Press, St. Lucia, Queensland, 1999 p. 43. 
815

 SLSA PRG 30 series 1, box 2. 
816

 9-11 February 1888. Sir William John Clarke was a Vice president of the executive commissioners Centennial 
Exhibition 1888; Henry Parkes, 20 October 1888; Julian Tenison Woods, 3 February 1888: SLSA PRG 30 series 1 
vol. 10.  
817

 His residence, Montefiore became Aquinas College 30 years after his death. 
818

 Austin, A.G. (ed.)   e Webbs’ Australian Diary 1898, Sir Isaac Pitman and Sons Ltd., Melbourne, 1965 pp. 
97-98. 
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to India and Australia in the Sunbeam which mentions Way.819  A copy was in the collection 

of books bequeathed by Way to the Barr Smith Library. 

 

  

Fig. 117   Samuel Way and Lady Way at Montefiore c. 1900. State   Library of South Australia 
                                                                                 

 

 
The purpose of Lord Brassey’s visit to Adelaide was to attend the Adelaide Jubilee Exhibition 

of which he is listed as a promoter and guarantor.820 After departing from Adelaide, he 

attended the 1888-89 Melbourne Centennial Exhibition where as a Royal Commissioner for 

the British Empire, he lent many paintings from his own collection to be hung in the British 

Fine Art Section of the Exhibition.821 The Brassey’s London home was furnished with 

ethnographic objects collected from their travels on their yacht The Sunbeam and even a 

                                                 

 
819

 Lady Brassey died on Thursday Island on the return journey to Britain 14 September 1887; Brassey, Annie 
The Last Voyage to India and Australia in the Sunbeam by the late Lady Brassey Longmans, Green and Co. 
1889; The book was completed by her friend Lady M.A. Broome: Micklewright, Nancy A Victorian Traveler in 
the Middle East: the Photography and Travel Writing of Annie Lady Brassey Ashgate Publishing, UK 2003 p. 53; 
The son, Thomas Brassey also wrote a book, Sixteen Months Travel 1886-7. The frontispiece is signed with a 
facsimile signature: To Chief Justice Way, with the very best wishes of the author 1888.  
820

 Lord Thomas Brassey (1836-1918) was a sailing enthusiast, a member of the British Parliament and in the 
year prior to his visit to Australia he served as Civil Lord of the Admiralty. 
821

 Centennial International Exhibition (1888-1889: Melbourne, Vic.) The Official Catalogue of Exhibits, etc: 
Centennial International Exhibition, Melbourne, 1888-9. Mason, Firth & M'Cutcheon, Melbourne 1888 p. 86.  
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reproduction Indian Palace, Durbar Hall, taken from the Indian Court of the Colonial and 

Indian Exhibition in South Kensington 1886.822  

 

  
Fig. 118 
Naval officers from the Ry jō, North Adelaide 1887 
at the home of Mr F. Sanderson Collector of Customs & Marine Board      
State Library of South Australia  

 
 
The 1887 Adelaide Jubilee Exhibition, an international exhibition to celebrate Queen 

Victoria’s Golden Jubilee and the jubilee of the colony of South Australia, attracted many 

visitors including a visit by the Japanese navy corvette, the Ry j .823 Local Adelaide residents 

such as the Collector of Customs, Mr Sanderson, (fig. 118) as well as Samuel Way offered 

their hospitality to the crew.  

 
At Montefiore on Thursday 26 May, Way entertained ‘Brassey of the Sunbeam’, Captain 

Yoshijima from the Ry j  and the medical officer Ishikawa.824  Earlier in the day he travelled 

to Semaphore to visit the Japanese ship where on board he ‘drank Japanese tea, ate Jap. 

                                                 

 
822

 Durbar Hall was relocated to Hastings where Lord Brassey had been the Member of Parliament, later to be 
amalgamated with the Hastings Art Gallery and Museum where the family collection was to be housed. 
823

 One of the cadets, Yoshikuma Kawakami died of Tuberculosis and is buried at Cheltenham cemetery. 
824

 Way writes this account using Pitman’s short hand which is difficult in part to decipher. He also gives the 
seating order at dinner. Ishikawa was placed at head of table, Way sat next to Lady Brassey: SLSA PRG 30 series 
1 box 2. 
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sweetmeats … cup of Jap. wine’. This obviously marks Way’s first encounter with Japanese 

sake, green tea and possibly sweet y kan. The local newspapers reported that guests on 

board were entertained by ‘inspecting some pretty specimens of Japanese art’.825 The 

fascination with Japanese art was being used by the Navy as a tool for diplomacy. On May 

30, ‘Ryujo farewelled’ and Way continued to entertain the Brasseys on several occasions up 

to June 7 when they departed for Melbourne.826   

 
Lady Brassey provides the only known description of Way’s collection of exotic plants and 

his ample collection of Japanese art, which expanded after his travels to Japan some five 

years later. She wrote of Way and his house: 

zoology and botany are combined in a small space, for the semi-tropical garden in 
front of his home is lovely, while in the spacious grounds at the back much care is 

given to rare and curious pets. The interior of the house is a perfect museum of 
beautiful specimens of Japanese art and curios of all kinds.827

  

 

  
By 1887 Samuel Way had already amassed a noticeable collection. He may have visited the 

Japanese Village that was taking place during the Jubilee Exhibition and made purchases. 

We can see from his diaries that he was certainly present at significant auctions and 

exhibitions in Adelaide, Melbourne and Sydney where there were Japanese courts. His 

collection was further supplemented by travelling to Japan in 1891. 

 

 
 

                                                 

 
825

 ‘Arrival of the Japanese Corvette Ryujo’, The South Australian Advertiser, 9 May 1887, p. 7. 
826

 Lord Brassey returned to Australia as Governor of Victoria 1895-98. His art collection was catalogued in 
1895 by Joshua Lake, adviser to AGSA and AGWA: Vaughan, Gerard ‘Philanthropy Before Felton’ in Grimwade, 
Andrew & Vaughan, Gerard (ed.) Great Philanthropists on Trial: The Art of the Bequest The Miegunyah Press & 
National Gallery Victoria 2006, f.n. 27, p. 20. 
827

 Brassey, Annie The Last Voyage to India and Australia in the Sunbeam by the late Lady Brassey, Longmans, 
Green and Co., London, 1889, p.271. (in Sir Samuel Way’s book collection)  
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The Beginnings of Way’s Japanese Art Collection  
 
Way’s diaries and notebooks do not outline or detail his purchases of Japanese art to the 

extent of materials relating to  the New Zealand collector, Sir Joseph Kinsey (see Part 4), but 

there are enough references to enable us to determine where and when he made his 

purchases. Unfortunately, Way has left no personal accounts explaining the appeal of 

Japanese art for him, but by examining the contents of his bequest, we can discern his 

tastes and the context of his collecting.      

 
As a Commissioner for South Australia, Samuel Way attended the Sydney International 

Exhibition on a daily basis in the period 28 January-6 February 1880. He mentions in 

particular that he visited the Japanese, French and Tasmanian courts and that on Friday 6 

February he made a few purchases at the Moore Brothers porcelain stall (fig. 144b). 828 

 
There is no mention of purchasing other items at the Sydney exhibition. However, later that 

year in Adelaide, he wrote in his diary ‘went to see Japanese things for sale tomorrow’ at 

the local auction to be held at Maurice Salom and Co. at 11am on Friday 19 November 1880, 

at 63 Hindley Street.829 Twenty cases of ‘very superior Japanese curiosities’ were advertised 

in the South Australian Advertiser. On sale were  ‘handsomely painted porcelain tea services, 

embroidered silk dressing gowns, bed quilts, large variety of very old bronze vases, bowls 

and covers, flowerpots, shibatchi (incense burners)’ … ‘elegant large Satsuma and Kioto 

vases, Owari, Banko … vases’.830  

 

                                                 

 
828

 Thursday 29
 
January 1880: SLSA PRG 30 Series 1, box 1, vol. 2. 

829
 18 November 1880: SLSA PRG 30 Series 1, box 1, vol. 2. 

830
  ‘Maurice Salom and Co.’, The South Australian Advertiser, 13 November 1880, p. 8. 
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On a visit to the 1880 Melbourne International Exhibition, he writes that he was ‘engaged 

exhibition most of day’ and would certainly have visited the Japanese Court although he 

specifically mentioned only the Indian and Belgian Courts.831  

 
His renowned friend Sir George Verdon, Chairman of the Fine Arts Committee for the 1880 

Melbourne Exhibition and Royal Commissioner for the 1888 Melbourne Centennial 

International Exhibition, was also a collector of Japanese items that furnished his apartment 

in the now historic ANZ bank in Collins St., and his property at Mt. Macedon which Way  

visited several times. 832 It was from the auction of Verdon’s estate in 1896 that the South 

Australian, Lewis Jessop, made purchases listed as ‘exhibition’ pieces in the auction 

catalogue.833  (See Chapter 3.5 and Part 4)       

   

Way, once again a South Australian Commissioner, attended the 1888 Centennial 

International Exhibition in Melbourne.834 This was another opportunity to make purchases 

at the Japanese court set up by the Japanese trader, Numashima Jirobei and three European 

traders from Yokohama and Kobe.835  Unlike the Sydney 1879 and Melbourne 1880 

exhibitions, this Japanese Court was not officially sponsored by the Japanese government 

and occupied only 3,200 square feet, making it one of the smallest at the exhibition.  

 

                                                 

 
831

  SLSA PRG 30 Series 1, box 1, vol. 2. 
832

 Way met Verdon in Melbourne on 10 January 1886, 5 & 8 January 1887, 4 & 12 March 1888, 5 February 
1889: SLSA PRG 30 series 1, vols. 8-11. 
833

 Catalogue of the Priceless Art Treasures (ancient and modern) of the late Sir George Verdon Gemmell, 
Tuckett and co at the Athenaeum Hall Collins St Thursday Friday 12 / 13, Nov. 1896, State Library Victoria. 
834

 Other South Australian Commissioners included Sir Samuel Davenport, Sir Thomas Elder, Lewis Angelo 
Jessop esq., J.P., Hon David Murray, Josiah Symon: Official Record of the Centennial International Exhibition, 
Melbourne, 1888-1889, Sands and Mc Dougall, Melbourne 1890. pp. 30-31. 
835

 Doubleday, Ilsey & Co., Yokohama; Hunter E.H., Hiogo; Loxley, W.R., Yokohama: ibid p. 481. 
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It offered a range of goods which by then would have been familiar to visitors. The 

Catalogue of Exhibits reported a ‘splendid variety of vases, bronzed and lacquered work … 

cabinets inlaid with diverse materials, miniature jinrikisha, the mimic rockeries, trees, lakes, 

gardens, dwelling-houses, and temples; the paintings reminding one of pre-Raphaelite 

efforts’. All four exhibitors won awards for embroideries.836  Numashima’s address was 

given as a shop at 91 Elizabeth St., Melbourne which he occupied for nearly two years 

before selling his stock at auction and returning to Japan.  The greatest opportunity for 

Samuel Way to purchase Japanese wares came however, when he travelled to Japan in late 

1891. His shopping sprees were in the best traditions of nineteenth-century collectors.  

 
A Travel Diary to Japan 1891       

On New Year’s Day 1891 Way set off on the Austral on a thirteen month long trip around 

the world to receive the award of an honorary degree from Oxford University and to attend 

the Methodist Ecumenical Conference in Washington. Correspondence and his handwritten 

diaries document his overseas travels during 1891-2, during which he made numerous 

purchases in Japan. He spent a total 43 days from 2 December 1891-14 January 1892 in 

Japan.   

 
Way travelled to Europe via India making notes about Indian history and temples. In 

Calcutta, he was presented to the twenty-three year old Czarevitch Nicholas, the Russian 

Crown Prince who was en route to Japan where he would be injured in an assassination 

attempt.837 Way continued to the Holy Lands: Egypt, Palestine, Turkey and Lebanon where it 

                                                 

 
836

 Ibid,  pp. 137, 479, 755, 992. 
837

 Nicholas, who apparently read Pierre Loti’s Madame Chrysanthème, aspired to find a Japanese ‘wife’ while 
in Nagasaki. He got a tattoo and cavorted with Geisha in the red-light Maruyama district. In Kyoto he visited 
prostitutes. He spent more than 10,000 yen on art objects.  A Japanese policeman In Otsu attempted to 
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is most likely he bought the Indo-Persian damascene Helmet (863A166 ) and Shield  

(863A168)(fig. 119a,b).838  

 

Fig. 119a-b Indo-Persian damascene Helmet and Shield, Bequest of Sir Samuel Way 1916, 863A166, 863A168 
  

 
After Europe, Way travelled to the United States and visited the Fine Arts Museum Boston 

where one year previously Ernest Fenollosa had been appointed Curator of Oriental Art.839  

In Boston he also purchased books including Percival Lowell’s The Soul of the Far East. A 

newspaper cutting contained in his diary shows that he boarded the Canadian Pacific 

Railways Royal mail steamer Empress of Japan, embarking from Victoria, British Columbia at 

1.45 pm on 19 November and arriving in Yokohama 2 December 1891. In Adelaide, The 

Observer reported his travels and noted that his brother Dr Edward Way was in New 

Caledonia on the yacht Saidee owned by the railway magnate Mr C.G. Millar and that ‘the 

party will proceed to Japan to meet his brother, the Lieutenant Governor of South Australia, 

                                                                                                                                                        

 
assassinate the Czarevitch which caused the Japanese to fear an outbreak of war with Russia:  Keene, Donald 
Emperor of Japan Meiji and his World 1852-1912 Columbia University Press, New York 2002  pp. 445-455. 
838

 Way purchased a few Chinese and Islamic objects but these were greatly outnumbered by the Japanese 
purchases. 
839

 The proximity of Public Library, Art Gallery and Natural History Museum in Copley Square was inspired by 

the South Kensington model. 
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at Yokohama’. 840 This proved to be fortuitous for Way who became ill and needed medical 

attention.  

 
On his first day in Japan, Way set out early to take in the sights and recorded in his diary: 

Out early and had beautiful view of Fujiyama - glow of early sun on its snowy peak … 
as I dressed - quaint square white sails - came to anchor at 7.45 am ... went through 
customs sometime after 10 am and went to the bank ... luncheon with W 
Shaugnessy … took rickshaw ... and went to Kelly and Walsh’s … and then past 
teahouse, temple in the hills  … On arrival found S. Ito,  he had received telegram … 
that Yacht ‘Saidee’ will arrive on the 2n d .841  

 
Way explored the streets of Yokohama and found the English language booksellers and 

stationers Kelly and Walsh at 78 Main Street. There he purchased Basil Chamberlain’s 

Murrays Travel Guide to Japan which is hand-scribed ‘Way Dec. 91’.842 Way’s movements 

around Tokyo, Yokohama, Kyoto and Nagasaki can be traced visiting the curio shops 

recommended by Murrays. He was also guided by Eliza Scidmore’s Jinrikisha Days in Japan 

which was published the year of his travels and was presumably bought in the USA.843 As 

discussed in Chapter 1.4, books were an important and direct influence on Samuel Way’s 

travels and collecting.  

 
After an enthusiastic start, Way was unfortunately struck with a viral infection and remained 

in bed being treated by his brother Edward. On 5 December he managed to get a ‘lovely 

view from deck of yacht … best sight of Fuji I have had - no clouds’. From 6 December to 1 

January 1892 Way was very ill and confined to his bed. He ventured out with Edward ‘very ill 

                                                 

 
840

 ‘Dr E.W. Way’s Yachting Trip’, The Adelaide Observer, 31 October 1891, p.30 (cutting in Way’s Diary); C.G. 
Milllar owned timber mills for the supply of railway sleepers; he also owned gold mine leases in Western 
Australia. 
841

 SLSA PRG 30 Series 1, Box 3 vol. 14. 
842

 Chamberlain, Basil Hall A Handbook for Travellers in Japan (Murray’s handbook of Japan) John Murray, 
London 1891;  now held in the Special Books Collection of the Barr Smith Library, University of Adelaide. 
843

 Scidmore, Eliza Ruhamah, Jinrikisha Days in Japan  Harper and Brothers, New York 1891. 
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but went out for walk on Bund - when Edward came as well … temp 102’.  He was alarmed 

when on ‘24 Dec. Thursday - earthquake shock lasted 2 minutes - bed pitched and rocked’. 

By the end of December, Way had not ventured out of Yokohama.  

 
He missed the festivities of New Year’s Day 1892.844 Edward and Millar went to visit the 

temples and shrines of Kamakura and Tokyo while Way remained at the Grand Hotel.845 

Finally on 6 January he was well enough to catch the train with his brother to Tokyo where 

his diary records the first mention of a shopping spree for curios especially ivory okimono 

and netsuke, plants and silk. (fig. 120) 

 
Fig. 120   Diary entry 6 January 1892: PRG 30 series 1, box 3, vol. 14. State Library of South Australia 

 

                                                 

 
844

 By then scheduled to coincide with the Gregorian calendar which had been adopted in 1873 as part of the 
Meiji modernisation.   
845

 The best hotel in Yokohama overlooking the sea, it was built in the foreign style in 1873 and expanded the 
year prior to Way’s arrival. 
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Together they ‘met Mr Franklin Kendall P and O agent …  to Imperial Hotel … after tiffin 

drove to Imperial Palace enclosure  … British legation and called on Mr Fraser the British 

Minister to Japan …  then set out over the moat and streets to Curio shop … where I bought 

Ivory.’ 846  

 
‘Mr Fraser’ was Hugh Fraser (1837-1894) who had been appointed the fourth British 

Minister Plenipotentiary to Japan in 1889. He was responsible for negotiating the revised 

treaty between Britain and Japan, the Anglo-Japanese Treaty of Commerce and Navigation 

which he did not live to sign on July 16, 1894. 847  This replaced the 'unequal treaty' signed  

in 1858 and led to the abolition of extraterritoriality in Japan in 1899. As a British subject, 

Way would have been required to attend the British mission to gain permission to travel 

outside the treaty ports as he was planning to visit Kyoto and Osaka.  

 
Having stayed overnight at the Imperial Hotel, the next morning he visited Shiba Park (fig. 

121) by rickshaw  ‘went to temple tomb of second shogun  - train back to Yokohama …  in 

afternoon to Mr Saunder’s  gardens and selected plants  … Thence Shobi’s silk store’.848  

 

 
 
Fig.121     Shiba Park, photo taken from Way’s photographic album 
   Royal Geographical Society of South Australia   

                                                 

 
846

 The Imperial Hotel was built in wood in 1890 just prior to Way’s visit and was rebuilt by Frank Lloyd Wright 
in 1923. 
847

 Fraser’s American wife, Mary Crawford Fraser wrote A D plomat’s w fe  n Japan.     
848

 SLSA PRG 30 series 1, vol. 14. 
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Like Ueno Park, Shiba Park had belonged to the Tokugawa family and was opened to the 

public by the Meiji government. The Mausoleum held the ashes of the second Shogun 

Tokugawa Hidetada (1579-1632). Later in the day on their return to Yokohama, Way 

selected exotic plants to take home to his Montefiore garden. He bought silks from Shobi 

one of the shops ‘concealed by high wooden screens and walls’ recommended by Scidmore’s 

Jinrikisha Days in Japan.849  

 
Two days later, travelling with his brother Dr Edward Way and his cousin, the Reverend H.W. 

Horwill, Way left Yokohama on the P & O steamer Ancona for Kobe. There they stayed at 

the Oriental Hotel to be once more disturbed by an earthquake at 11.30 pm.850 The morning 

of 11 January the three left for Osaka arriving at 10.38 by train and briefly visited Osaka 

castle.  

 
They then proceeded to Kyoto where Way commented on the Lake Biwa Canal, one of the 

technological marvels of Meiji era Kyoto. It had only commenced operation shortly before 

their arrival.851 The Lake Biwa Canal was close to his hotel, the Yaami Hotel (fig. 122), which 

was the first Western hotel built in Kyoto. Way enthusiastically writes of the ‘most beautiful 

view over city and hills from balconies’ looking across Maruyama. 852    

 

                                                 

 
849

 Scidmore, p. 13. 
850

 Horwill was second cousin to Way and accompanied him on the Bible Christian conference. Way took him 
back to Australia as private secretary through US, Canada and  Japan. Horwill was employed as a teacher at 
Way College: Hannan, pp.  129-130. 
851

 Lake Biwa Canal was built to transport freight and passengers from Otsu on Lake Biwa through the 
mountains to Kyoto as well as providing hydro electricity to operate trams. As Kyoto had suffered a loss in 
population and status when Tokyo was declared the capital, this project helped to modernise Kyoto by 
providing electricity.  It took five years to complete and opened in 1891. Emperor Meiji personally contributed 
funds towards its construction supplementing municipal taxes.  
852

 Some of his diary notes concerning Yokohama are written on stationery paper Ya-Ami Hotel Kioto 
Maruyama, indicating that the entries were written 11 January, some weeks after the events he was recording, 
as he was too unwell. 
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Fig. 122  Yaami stationery paper taken from  PRG 30, series 1, vol. 14. State Library of South Australia 

 

Fig. 123 A potter at the Kinkōzan studio, Koyomizu Sannenzaka Museum, Kyoto 
 

 He spent the afternoon of his arrival visiting curio shops and craftsmen including the potter 

Kinkōzan (fig. 123) and the workshop of the cloisonné maker Namikawa Yasuyuki 
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commenting on its  pleasant work environment situated within a typical Japanese garden 

(fig. 124 a-b): 

tiffin first to Ikeda curio shop… cloisonné and damascene and lacquer.. on to 
Kinkouan Awata pottery… Namikawa –cloisonne- best in Japan I bought 2 pieces? for 
75 + 8= 83$  men … working in light open room … typical Japanese garden .853 

 

 

Fig. 124a  am  awa’s wor room and staff  Namikawa, standing back right.  
Fig 124b Garden view of Namikawa’s studio, now Namikawa Yasuyuki Museum 

 
Scidmore enthused about Namikawa and the romantic setting of his workshop: 

 
 Nammikawa, the first cloisonné artist of the world, has his home, his workshop, and 
his little garden in a quiet corner of the Awata district. Most visitors never pass 
beyond his ante-room, as Nammikawa holds his privacy dear, and that small alcove 
with the black table gives little hint of what lies beyond. The more fortunate visitor 
follows the master through a dark recess to a large room with two sides open to the 
garden, and a tiny balcony overhanging a lakelet. He claps his hands, and big golden 
carp rise to the surface and gobble the mocha thrown them. In that little paradise, 
barely sixty feet square, are hills, groves, thickets, islands, promontories, and bays, a 
bamboo-shaded well, and a shrine, while above the farthest screen of foliage rise the 
green slopes of Maruyama. In another garden, concealed by a bamboo hedge, is the 
tiny laboratory, and the one workroom where less than twenty people, all told, 
execute the master’s designs. 854 
 

                                                 

 
853

 Dated 11 January;  Kinkouan is Kinkōzan; names underlined as in Way’s diary entry: PRG 30 Series 1, Box 3, 
vol.14; This is the only reference to costs of objects on his travels to Japan.  
854

 Scidmore, pp. 285-291. 
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Way purchased pieces from Namikawa, though he does not indicate whether he bought 

anything from Kinkōzan who had exhibited in the 1879 Sydney Exhibition. Perhaps he was 

swayed by Scidmore’s ominous comments: 

 
Kinkozan’s specialty is the manufacture of the fine, cream-colored faience with a 
crackled glaze, which, when decorated in one way, is known as Kioto or Awata ware, 
and when covered with a blaze of color and gilding is the gaudily gorgeous, modern, 
or Kioto Satsuma, exported by ship-loads to America, where its crude hues and 
cheap effects are enjoyed. No cultivated Japanese, however, would ever give these 
monstrosities a place in his own home.855  

 
 
Kyoto is where Way appears to have done a lot of shopping despite the brevity of his visit of 

only two days. According to his diary entries, he shopped at the Ikeda and Hayashi ‘curio 

shops’ as well as Nishimura’s silk shop.  

 
The Ikeda and Hayashi ‘curio’ shops along with Nishimura’s and the Namikawa workshop 

were all in the vicinity of the Yaami Hotel within rickshaw distance. Ikeda was in the 

Shinmonzen district and Hayashi in the nearby Furumonzen district. Both sold lacquer, 

bronzes, crockery ‘old and new’ and shared an advertisement on the same page of Murray’s 

Handbook of Japan (fig. 125) which Way had bought on arrival in Yokohama.856 Ikeda’s was 

also endorsed by Scidmore where ‘at Ikeda’s which is really an art museum filled with 

precious things, the processes of damascening and lacquering may be watched’.857 
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 Scidmore, pp. 277-278. 
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 Chamberlain, Basil Hall A Handbook for Travellers  n Japan ( M rray’s  andboo  of Japan) John Murray, 
London 1891  p. 22 
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Fig. 125  Advertisements for Ikeda and Hayashi curio shops, M rray’s Handbook of Japan p.22 
 

 
It is most likely that Way bought the large damascened Plaque, with sea eagle and 

fisherman (AA331) by the Komai workshop at Ikeda’s (fig 132) in addition to an Ainu wood 

carving ‘ainos falcon’, and lacquered tables. Ikeda Seisuke was a broker who represented 

Komai at exhibitions and stocked their work in his Kyoto shop. At Hayashi’s, Way purchased 

‘earthenware’ and at Nishimura’s he bought silk kimono for his sister-in-law, embroideries 

and silk screens. Nishimura Sōzaemon advertised extensively in guide books and was 

represented in several international exhibitions including the 1879 Sydney Exhibition. Again 

Scidmore had given her seal of approval acknowledging Nishimura’s as the ‘largest silk shop 

in Kioto, a place to which every visitor is piloted forthwith’.858 

 
Departing from Kobe, Way passed through the Inland Sea commenting on the ‘fine scenery’. 

On 14 January his steamer put into Nagasaki where he headed off to:  

                                                 

 
858

 Scidmore, p 268; Nishimura still operates in Furumonzen, Kyoto 
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Sato’s curio shop …. £25 at Bank of Lloyds …. saw characteristic shops … lunch at 
Cook’s hotel  ... Bronze horse temple fine view from top of hill- terraced … saw 
bronze horse (at Suwa shrine) and pair of large Hirado vases - went to curio shop - 
this was about 4, bought some curios-sailed at 5. 859 
 

 
Way made up for lost time caused by his illness in December and used every spare minute 

for purchases prior to departure. On 15 January he departed on the Ancona heading for 

Australia via Hong Kong, Macao, Port Darwin, Brisbane, Sydney, and Melbourne and in late 

February 1892 returned to Adelaide after thirteen months travel. Judging from his diary 

notes, Japan was undoubtedly the scene of his greatest shopping expeditions.860   

 
 
Japanese Purchases: Issues of Authenticity and Connoisseurship     
 
There is no comprehensive list of Way’s many purchases in Japan. By piecing together 

comments from his diaries and correspondence with the Customs Department, we know 

that he bought ivory, pottery, cloisonné, silk textiles and screens, metalware, an Ainu wood 

carving, lacquer, several tables, plants and books. Trying to identify specific objects bought 

in Japan and eventually bequeathed to the Gallery is difficult but a dispute which arose 

between Samuel Way and F. Sanderson (fig. 118) of the Customs Department over the 

Japanese purchases sheds some light. It also highlights the ambiguity, current at the time, 

concerning the ‘fine’ and ‘applied’ arts.         

 
Way returned to Adelaide proud of his purchases which he regarded as antiques and works 

of art and therefore exempt from any customs excise.  The Customs Department however, 
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 SLSA PRG 30 Series 1, box 3 vol.14; Cook’s Hotel, where he lunched, was at number 14 Oura district 
where the South Australian Wilfred Hack once lived and worked in a mission for sailors: See Oura 

website http://www.nfs.nias.ac.jp/page017.html  
860

 He purchased statue ware in Munich and stone ware carving in British Columbia; He spent time at each port, 
in Sydney he met Sir Henry Parkes and in Melbourne he spent time with Sir George Verdon on 22, 23 February 
1892. 

http://www.nfs.nias.ac.jp/page017.html
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deemed most of the purchases to be ‘fancy goods’ and therefore subject to excise duty. As 

the Chair of the Fine Art Committee and soon to be President of the Public Library, Museum 

and Art Gallery, Way called upon the Honorary Curator H.P. Gill to intervene and point out 

the artistic merits of the goods to the Customs officials.861 Gill, under the letterhead of the 

Public Library, Museum and Art Gallery of South Australia, Art Department School of Design, 

Exhibition Building, listed and commented on each disputed object in a letter addressed to 

Mr Sanderson.862  Most pertinently Gill, to support his argument, duly quoted from 

Scidmore’s Jinrikisha days, Johann Justus Rein’s Japan: Travels and Researches 1888 and The 

Industries of Japan 1889. It is clear that Way, who possessed these books in his library, 

armed Gill with the authoritative texts to argue in his defence.863   

 
First on the list were ‘two small plaques and a bottle’ made of cloisonné by ‘Nammikawa of 

Kyoto’.  Gill, quoting directly from Scidmore described him as ‘the first cloisonné artist of the 

world’.864  Silk objects were also disputed.  In particular, the silk screen which Way 

purchased at Nishimura’s was dismissed by Customs as furniture.865  

 
Gill who viewed all the objects at Montefiore, a later issue of contention, justified the 

artistic qualities of the two-panelled screen which depicted the seasons of autumn and 

spring. His insightful comments argued on aesthetic grounds how the screen would have 

been displayed in a Japanese context: 

This is in form of screen mounted upon light black lacquer framework and is in reality 
two large ‘needle pictures’ - a branch of art in which the Chinese and Japanese have 

                                                 

 
861

 SLSA PRG 30 Series 14 no. 1; Way was President from 1893-1908. 
862

 Letter from H.P. Gill dated 20 June 1892: SLSA PRG 30 series 14, no. 4. 
863

 The publications by Rein are now held in the Barr Smith Library. 
864

 Scidmore,  p 285. 
865

 Diary entry dated 12 January, SLSA PRG 30 series 1 vol. 14; Letter Way to Customs SLSA PRG 30 Series 14, 
no. 1. 
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from the earliest times been proficient - one side represents ‘spring’ the other side 
‘autumn’ and are in my opinion as much ‘works of art’ as if represented in oil or 
watercolor. The suggestion that this comes in under the head of ‘furniture’ appears to 
be erroneous. It is a ‘work of art’ and to use it as a piece of furniture would in my 
opinion be gross vandalism - the tender beauty of its coloring and its fineness require 
that it should either be kept covered or glazed. I estimate the value of the framework at 
about 2 pounds such a work in Japan would on occasion be the only thing placed in a 
room and it would be used not as an item of furniture, but as an object of the highest art 
product of the people as we should use a statue or a Picture.866 

 

On the matter of tsuba sword guards and wood carvings of the ‘Aino (aboriginal Japanese)’ 

and a ‘serpent and toad’, Gill argued with authority and appealed to the fundamental 

principles of the Arts and Crafts Movement. They were handmade ‘original work of artists 

and are not reproduced by mechanical means’ and were ‘undeniably works of art’. He 

compared the artistry of the ‘serpent and toad’ to that of the Dutch born carver Grinling 

Gibbons (1648-1721) whose carvings decorated English palaces, country houses and 

churches.867 Gill quoted Way: ‘The Chief Justice informs me that they were purchased by 

him from very well known dealers in antiques and other works of art in Tokio and Nagasaka’ 

[sic].868   

 
Gill also explained that he envisaged using the Japanese objects as examples to inform 

student learning at the Art School. The linkage between the Art School, the Gallery and 

Japanese art is emphasised by Gill in his report: 

I have carefully gone through the whole of the goods enumerated above - I have 
stated my opinions against each. In my opinion each work has been purchased with 
the object of obtaining some artistic work of the various periods of Japanese art. 
Each in Japan would be a work of art. Each in S. Australia can serve no earthly other 
purpose. If the screen and other objects should be devoted by their owner to the 
certain injury of household usage such action will denote a state of mind on the part 
of the purchaser that should fit him for Dr Patterson’s attention. None of the goods 

                                                 

 
866

 SLSA PRG 30 Series 14 no. 4; Emphasis is Gill’s. 
867

 Way owned a mezzotint on paper portrait of Gibbons now in the AGSA collection, 165G311 
868

 SLSA PRG 30 series 2, vol. 14, no. 4. 
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could be produced here and no injury to any art product can result from their being 
admitted- rather the reverse - I do not hesitate to say and my experience tells me 
that if individuals be debarred from cultivating public taste by the importation of 
such works, the government will do much to negative [sic] the art teaching of their 
schools. 
 
Personally – our Art School work would be much assisted by the loan of the articles 
in question so that our students might be fired to high work by the contemplation of 
the highest of other countries.869 
 
 

True to Gill’s training, this last statement echoes the South Kensington manifesto as 

enunciated by Prince Albert following the 1851 Great Exhibition of the Industry of All 

Nations.870 Way further reiterated the use of Japanese art for design education while adding 

his legal weight to the dispute and citing Gill’s ‘expert’ pronouncements: 

… the articles in dispute are undoubtedly works of art purchased of dealers in such 
works, as such, and found to be works of art by the Expert who was called in to 
determine the dispute…I have also shewn [sic] you are in error … The views 
expressed in Mr Gill’s report are shared by numbers of other competent judges to 
whom I have shown the works in question. Indeed I have received an application to 
lend them to the Art School as examples of Japanese art for a lecture which is to be 
given to the students. 871 
 

The dispute broadened and it was argued the goods should not have been released and 

taken to Way’s house prior to Customs inspection, and Mr Gill should not have been 

brought into the matter.872 Replying sharply ‘I respectfully decline to comply with your 

request and submit I ought not to be further harassed in the matter. Yours truly S J Way’.873 

Way refused to pay the duty of £12-3-0. 

 

                                                 

 
869

 SLSA PRG 30 series 2, vol. 14, no. 4.  
870

 Albert, The Principal Speeches and Addresses of His Royal Highness The Prince Consort, pp. 181-182; See 
part 1. 
871

 Letter Way to Sanderson 4 August 1892, SLSA PRG 30, series 14, no. 19.   
872

 Minutes to Her Majesty’s Customs no. 393, 1 August 1892, SLSA PRG 30, Series 14, no. 17. 
873 SLSA PRG 30 Series 14, nos. 18, 19.   
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Once the bureaucratic issues of customs excise had been settled, at the heart of the matter 

was the ‘applied arts’ versus ‘high art’. The place of the ‘applied arts’ was being argued by 

William Morris in Britain and now by H.P. Gill in Adelaide.874 The semantics of the Customs 

Department’s ‘fancy goods’ and the School of Design and the Art Gallery’s ‘applied arts’ 

provided local impetus to the debate. Gill, as a protagonist for the Arts and Crafts 

movement, argued that the ‘hand-made’ product was far superior to the machine-made and 

was therefore the basis of its ‘art’. 

 
For foreign collectors like Samuel Way, swooping through the workshops and curio shops of 

Japan, the ability to judge the antiquity or artistic integrity of objects was elusive and 

haphazard. Way visited curio shops recommended by guide books. He believed that he was 

buying antiques when, for the most part, the objects were recently made. He believed that 

he was buying genuine works of art, a dilemma faced by many travellers and one not 

refuted by Japanese dealers keen to make a sale. So many objects, though hand decorated 

and handmade, were nonetheless mass-produced.  

 
Of the objects purchased in Japan and examined by the Customs Department, a few can still 

be identified in the Art Gallery of South Australia’s Sir Samuel Way Bequest 1916 such as the 

tsuba sword guards and the ‘carved serpent and toad’.  

 

                                                 

 
874

 Morris, William Hopes and Fears for Art: Lectures Delivered in Birmingham, London and Nottingham, 1878-
1881, Ellis and White, London 1882 
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The three tsuba described at the time as ‘fish’, ‘dragon’ and ‘flowers engraved and chased 

on steel’ are most likely Carp and waterweed (863A22), Dragon (863A17) and Foreign design 

of peony flowers and foliage (863A25). 875 (Fig. 126 a, b, c)  

 

   

Fig  
Fig. 126 a-b-c    Tsuba 
a    Carp and waterweed  signed Yasuyuki (863A22)  
b    Dragon (863A17)  
c     Foreign design of peony flowers and foliage  signed Yasuyuki (863A25) 
       Bequest of Sir Samuel Way 1916 
 

Two of the three tsuba are by the Yasuyuki School. Carp and waterweed c. 1850 (863A22) is 

a beautiful example of a finely detailed, sinuous carp swimming through delicate shakud  

waterweed; the earlier eighteenth-century etched Foreign design of peony flowers is a 

variation of the decorative karakusa scroll style which is seen on ceramics.  

 
The boxwood ‘carved serpent and toad’ (fig. 127) which was much admired by Gill and 

likened to a sculpture by Grinling Gibbons has been renamed Snake and toad (AA233). 

Other items identified from the Customs correspondence are the ivory Child and cat 

(AA218)(fig.128) while the ‘Lotus and partridges’ may be the delicately carved ivory okimono, 

Two quail in flowering shrub (AA195) (fig. 129). 
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 PRG 30 Series 14, no.4. 
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The ceramics listed are difficult to recognise but ‘2 vases with dragons in high relief’ may 

have been de-accessioned. (See Appendix 20) The ‘Hirado figure of Buddha’ may be the 

crudely modelled and glazed figurine of Hotei (C929), one of the Seven Gods of Good 

Fortune, and a small red lacquer box, ‘a specimen of ancient Chushan lacquer on heavy 

metal’, may be (AA59) which was probably purchased in Hong Kong. 

 

 

Fig. 127  
 Okimono, Snake and toad , c.1890 Kyoto 

Boxwood,AA233 

 

 

 

 

 

Fig. 128 Child and cat,  AA218 

Fig. 129 
Okimono, two quail in flowering 
shrub,  c.1890 ivory, AA195 
Bequest of Sir Samuel Way 1916 
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The Bequest of Sir Samuel Way 1916: Selected Works     (See Appendix 16) 

 
When Way died on 8 January 1916, the National Art Gallery of South Australia, under the 

leadership of Gustave Barnes (1877-1921), was given the opportunity to select whatever it 

pleased from his house and the rest was sent to auction.876  About 850 items (of which 250 

approximately were Japanese) entered the Gallery’s collection through this bequest.877  By 

1916 however, the Gallery had already outgrown the premises constructed in 1900 and 

Way’s large collection had to be stored in the crypt.878   

 
The Theodore Bruce auction catalogue lists a considerable number of pieces which were not 

included in the Gallery’s selection.879 In total 865 items were auctioned at Montefiore. 

Amongst the 35 Japanese items not selected by the Art Gallery, were a four-fold silk screen, 

cloisonné plaques, a ‘Wooden Buddha on heavily carved gilt base’, ceramics and bronze 

pieces. These may have not been selected due to their condition, as later documentation 

suggests some objects were damaged.880        

 
Samuel Way’s Japanese collection fell within the broad media categories of sculpture, 

armour, metalware, ceramics and ivories. Though we cannot be sure of the provenances of 

the contents in Way’s bequest, he probably acquired more objects in Japan than the 

Customs documentation records. Nonetheless a discussion of key works remaining from his 

                                                 

 
876

 Several items were passed on to the Museum and a photographic album has been located at the Royal 
Geographical Society; Barnes’ title was ‘Artist and Art Supervisor’. 
877

 Of the 850 total works, 615 remain in the collection, 165 were de-accessioned in 1943 and 88 in 1962; ‘over 
500’ is the total reported in the Public Library, Museum and Art Gallery Annual Report 1915-6.  
878

 Public Library, Museum and Art Gallery Annual Report 1915-6. 
879

 Auction Catalogue of Household Furniture at Montefiore Theodore Bruce (23 Old Exchange Pirie St) Tuesday 
May 23, Wed May 2, 1916, State Library South Australia, PRG 30-48. 
880

 See Appendix 20. 
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collection reveals his personal tastes and further contextualises the prevailing conditions in 

Meiji Japan which made art accessible to a colonial collector.   

 
Sculpture  

 
Way’s acquisition of the sculpture, J  c  men  annon (fig. 130) the ‘eleven-headed 

bodhisattva’, has proven to be exceptional. At first assumed to have been a contemporary 

nineteenth century piece, recent re-examination has concluded that it dates from the 

Kamakura period (1185-1333).  

 

Way would have purchased this in a curio shop possibly in Yokohama or Kyoto. It may well 

have been a casualty of the policies of haibutsu kishaku ‘destroy Buddhism’ and the Meiji 

era decree shinbutsu bunri separating Shintoism and Buddhism as discussed in Chapter 2.2.   

 

 

Fig. 130      J  c  men  annon 
Bequest of Sir Samuel Way 1916, AA460   
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Kannon is still adorned with his metal crown though ten of the heads usually found on the 

crown are missing. The quality of the modelling and detail makes this one of the most prized 

objects from Way’s collection and it sits in its original shrine case.881  Way brought home 

another religious sculptural piece not selected by the Art Gallery, Wooden Buddha on 

heavily carved gilt base which is listed in the Theodore Bruce auction catalogue of Way’s 

estate (lot 502).882  

 
These sculptures were not mentioned in the correspondence with the Customs Department 

probably because their status was not disputed. Sculpture by Western definitions of ‘Fine 

Art’ was not subject to excise.  

 
Armour 

 
Armour was a popular medium for nineteenth-century colonial collectors. On his travels 

though the Middle East for example, Way collected other pieces of armour (See fig.119a-b). 

His Japanese armour consisted of a helmet and face guard, two swords, and a lance head 

and case. Twenty four pieces of an oyoroi suit of armour in his bequest, mainly arm, leg and 

bodice shields, do not however, constitute one whole suit of armour. While Way collected 

and showed most interest in tsuba sword guards, this did not include other sword furniture 

such as fuchi and kashira which a more informed collector might have sought if truly 

interested in armour.  

 

                                                 

 
881

 See Bennett, James ‘J ichimen Kannon’ in Golden Journey  p. 34.  
882

 It is fair to assume this was bought in Japan despite the absence of documentation: Auction Catalogue of 
Household Furniture at Montefiore Theodore Bruce (23 Old Exchange Pirie St) Tuesday May 23, Wednesday 
May 24, 1916 SLSA PRG 30-48.  
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Way’s bequest contained twenty six tsuba, collected no doubt for their curiosity value, but 

also for their obvious artistic and design merits.  Three tsuba bought in Japan were referred 

to in Gill’s report to the Department of Customs and it is likely that the other twenty three 

may have come from the same source. The tsuba in Way’s collection date mainly from the 

early to mid-nineteenth century and are of the Edo period. 

 

Many of the tsuba depict a range of floral patterns, mythological characters and Buddhist 

themes. The marugata (round shape) Elephant bearing the wish-fulfilling jewel (863A4) 

(fig.131) for example, is a Buddhist subject and the jewel being carried on the elephant’s 

back is decorated in s a  d  (gold alloy). The functionality of the tsuba is not compromised 

by the delicacy of design.  

 

 

Fig. 131     Elephant bearing the wish-fulfilling jewel 
Bequest of Sir Samuel Way 1916, 863A4 
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Metalware 

 

 

Fig. 132 Plaque, Sea eagle and fisherman 
     Bequest of Sir Samuel Way 1916, AA331 
 

Plaque, Sea eagle and fisherman (AA331)(fig. 132) which, it would appear, Way bought at 

Ikeda’s curio shop in Kyoto, is signed by the Komai workshop which was founded in 1841 to 

produce sword furniture. When the wearing of swords by samurai was banned in 1876, 

Komai reinvented itself. Komai Ōtojirō (1842-1917), the founder’s grandson, adapted the 

workshop to create export wares using traditional techniques once applied to sword 

furniture. Komai exhibited internationally although it seldom did so under its own name. In 

the Meiji era the Komai Company was contracted to Ikeda Seisuke who not only had the 

shop in Shinmonzen but was also a broker.883  

                                                 

 
883

 Ikeda’s shop was originally in Shinmonzen, where Way bought the plaque, moving later to nearby 
Furumonzen:  Impey, Oliver & Seaman, Joyce Japanese Decorative Arts of the Meiji Period, Ashmolean 
Museum, Oxford 2005 p. 54. 
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Komai was a specialist in z gan damascene employing traditional techniques such as 

shakud  (copper-gold) and shibuichi (copper-silver) alloys which were very popular with 

foreign buyers. Plaque incorporates these techniques to highlight details such as the fine 

fishing net. The scene of an eagle with other birds, fish, waves, and Mount Fuji in the 

background, are subjects that appealed to foreign consumers. In addition to incorporating 

the government sponsored Onchizuroku designs, Komai created their own design pattern 

books.884 

 

 

 

Fig. 133a Lidded box and cover inlaid with gold and silver AA68 

                  Bequest of Sir Samuel Way 1916                     
Fig. 133b Vase, with s a  d , AA320   

 
Several other metal wares in Way’s collection further illustrate the transfer of technical skills 

from the medium of sword furniture that occurred during the Meiji era. Lidded box 

(AA68)(fig. 133a) is z gan damascene ware signed  倍楽京都 bairaku  (double pleasure) 

Kyoto.885  Both the exterior and interior of the box employ stamping and a cross-hatch 

pattern previously found on sword furniture. Vase (AA320) (fig. 133b) is finely decorated 

with s a  d  in the florid ‘whiplash’ or calligraphic design reminiscent of the Art Nouveau 
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 These are held in the Komai family archives in Kyoto. 
885

 AA68 has only recently been credited to the Way Bequest. 
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style. Its naturalism and technical prowess catered to Western tastes so making its appeal to 

collectors like Samuel Way understandable. 

 
Two jizai okimono (articulated objects with moving parts), Crab (AA270)(fig. 134a)  and 

Lobster (AA272), are also Meiji era adaptations of the skills and techniques previously 

applied to armour and military accoutrements. Jizai, popular from the mid-Edo period, 

became more imaginative to amuse Westerners.886  

  

Fig. 134 a-b 
Articulated Crab                                                                  Louis Gonse, L’Art Japona s, A. Quantin, Paris, 1883, vol. 1 
 Bequest of Sir Samuel Way 1916, AA270                                                

 

 

The method of articulation of the moving parts derived from the technology employed by 

helmet makers.887  An articulated crab was illustrated in Louis Gonse’s L’Art Japona s (fig. 

134b) and belonged to the prolific French collector Henri Cernuschi. Its placement alongside 

a tsuba tacitly implied historical authenticity when in fact it was a contemporary Meiji era 

hybrid object, replicated in large numbers.888 There is a similar crab in the Powerhouse 
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 See Appendix 16 for image of lobster AA272. 
887

 Los Angeles County Museum of Art (LACMA) Japan goes to t e World’s  a rs Japanese Art at the Great 
Expositions in Europe and the United States 1867-1904 p. 070. 
888

 Gonse, Louis L’Art Japonais, A. Quantin, Paris 1883  vol.1, p.106. 
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Museum’s Tenison-Woods collection (A78) (See Appendix 6). Way’s crab was listed for de-

accession by the Gallery in 1943 for being ‘modern’ but was subsequently reprieved.889  

 

 

 

Fig. 135 a-b Vase, c.1890 C947,C948;  Inter or of Way’s  ome Montefiore, c. 1900, featuring C947,C982  

                                                                      Photo, State Library of South Australia   
 

Ceramics 

 In an interior photograph of Way’s house (fig. 135b), there are many Japanese ceramic 

plates and vases which were eventually bequeathed to the Art Gallery. To the right side of 

the fire place was a saikumono-style large vase with high relief appliqué figures. Above it 

and on the wall to the right is a single circular Satsuma earthenware plate depicting rakan 

with mythological creatures (C987) or (C982) (fig.136a-b).  On the shelf above the door, is a 

variety of Japanese vases and plaques including on the left, a pair of lidded vases 

(C947,C948) (fig. 135a) still in the Gallery collection.  

                                                 

 
889

 National Gallery of South Australia Board Minutes, 9 November 1943. 
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Fig. 136 a-b   Plates depicting rakan and mythological creatures 
         Bequest of Sir Samuel Way 1916, C982, C987  
 

Way’s Japanese ceramics were of mixed quality and it was this medium which was 

subsequently most heavily de-accessioned by the Gallery. In total 70 Japanese cloisonné and 

earthen wares were culled from his bequest in de-accessions in 1943 and 1962.890 The 

surviving pieces include two vases (C962 & C949)(fig.137a-b) with raised modelling, 

restrained versions of the exaggerated ‘grotesque’ style which was popular at the 

exhibitions. They are similar in nautical theme to the vase decorated by Matsumoto Hōen 

(fig.57) donated by the Japanese Commissioners to the Art Gallery of New South Wales.  

     

Fig. 137a Vase, with sea creatures, c.1890, C962  
Fig. 137b Vase, with musical octopuses, C949, Bequest of Sir Samuel Way 1916 
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 See Chapter 3.5 & Appendix 20. 
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Fig. 138 Platter, Arita ware, C1006 fig 139 Vase, with heart and fan designs and floral 
decorations, blue and white glazed porcelain, cloisonné 
C945 
Bequest of Sir Samuel Way 1916 

 

The very large Platter (C1006)(fig. 138) is a good example of Meiji era Arita ware. Vase 

(C945) (fig. 139) with an upper band of glazed ‘blue and white’ and a central band of 

cloisonné, is unsigned but the heart-shaped cloisonné panel is strikingly similar to the Jar 

(AGNSW 2462)(fig. 75) signed by Suzuki Seiichirō which was a Japanese Commissioners’ gift 

from S  pp   a s a. Way may have purchased this locally at an Australian exhibition rather 

than in Japan.  

 
There is also a Dish with blue peonies and butterflies on matt brown background (C989) (fig. 

140a,b) which is marked   rans a, raising the question whether this too was purchased by 

Way in Sydney at the 1879 exhibition where Kōransha exhibited. 891  

 
 Very little of Way’s cloisonné remains in the Gallery’s collection though there is a large 

Platter with foliage (C986) which is very similar to one exhibited in Philadelphia in 1876. 892 
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 The same pattern as C989 is illustrated in Schiffer, p. 109. 
892

 Cloisonné dish with design of chrysanthemums: Tokyo National Museum (ed.) Bankoku Hakurankai no 
Bijutsu  (Arts of East and West from World Expositions) Nihon Keizai Shinbunsha, Tokyo 2004  p. 035. 
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Unfortunately none of the purchases made by Samuel Way on his visit to Namikawa 

Yasuyuki’s studio in Kyoto have survived. Many were de-accessioned after the fashion and 

appeal for cloisonné waned and when curatorial expertise in this area was lacking.  It is 

tempting to speculate that a pair of unmarked cloisonné vases decorated with dragons (C 

971,972) might be early works by Namikawa Yasuyuki due to their Chinese theme and 

simulated ancient border of lappets. 893 

  

  

 

 

Fig. 140a    Dish with blue peonies and butterflies, on 
matt brown background  C989 
Bequest of Sir Samuel Way 1916 

Fig. 140 b   rans a mark on base 

 

Ivories   

Way’s initial shopping expedition in Tokyo was to purchase ‘ivories’ a generic nineteenth- 

century term used to describe netsuke and okimono. Many carvers or sculptors of netsuke 

and okimono had been trained in the traditional Buddhist crafts. Made redundant due to 

the anti-Buddhist policies in the early years of the Meiji Restoration, they turned to carving 

these popular and commercial objects.  
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 See Appendix 16 for images of cloisonné C986, C971, C972. 
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Netsuke, as miniature sculptures, covered a range of Japanese subjects: animals, plants, 

gods, menial workers and domestic scenes. They conveyed the grotesque, the cute, the 

exotic and even the humorous and erotic.  Carved out of ivory, boxwood, cherry wood, stag 

horn, whale bone, tusks as well as modern bakelite, they had to be tactilely and visually 

pleasing.   

 
 

Fig. 141a-b-c Netsuke     
a     Tiger and cub c. 1750 ivory, AA214   
b     Frog sage, Gama sennin  c. 1750, ivory, AA219  
c     Kappa with clam shell c. 1750, wood, AA202 
       Bequest of Sir Samuel Way 1916 

Fig. 142 Okimono, Entertainer with performing rats, 
ivory,  AA193 

 

   

Prior to the Edo period, ivory was used for functional not decorative purposes. Ivory for 

carving seals or netsuke became available from the mid-eighteenth century and was limited 

to depicting scholarly Chinese-inspired subjects.894 In the Meiji era, intricate ivory carvings 

of mundane subjects like men engaged in occupations peculiar to Japan such as Entertainer 

with  performing rats (AA193)(fig. 142), beautiful women, mythological and historical 

subjects (fig. 141a-b-c) were created in profusion. Way’s collection of netsuke and okimono 

reflects the nineteenth century taste for exotica. 
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 Smith, Lawrence & Harris, Victor  Japanese Decorative Arts from the 17
th

 to the 19
th

 Centuries British 

Museum Publications, London 1982  pp. 69,75. 
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Curios  

Way’s collection also contained several curiosities which a traveller to Japan might come 

across such as a Japanese clock shaku dokei (M184) and a photo album. The  ‘bound book of 

Japanese Views (colored photographics ) for which I paid 3 pounds’ was bequeathed to the 

Royal Geographical Society and contained typical tourist views and costumes of ‘old Japan’ 

(fig. 143 a-b) .895  

 
It was produced by von Stillfried and Anderson who in 1877 had purchased the studio and 

stock of the foreign photographic pioneer in Japan, Felice Beato (1832-1909). The 

photographic album of 101 hand-tinted photos was a memento of places on the tourist 

itinerary, beginning with scenes of the usual port of entry, Yokohama, and finishing as Way 

did in Nagasaki, the port of departure.896     

  
Fig. 143 a-b   
Felice Beato , ‘Bettoes or grooms’, hand colored print.      
Front cover of album Views and Costumes of Japan 
Royal Geographical Society of South Australia 

 
 
                                                 

 
895

 Letter dated 4 August 1892, Way to Sanderson: SLSA PRG 30 Series 14 no. 20. The price suggests it was 
bought in Australia. 
896

 Lacoste, Anne Felice Beato: A Photographer on the Eastern Road  The J. Paul Getty Museum, Los Angeles 
2010 pp. 18-21  
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Samuel Way the Collector: An Overview 
 
A survey of Samuel Way’s bequest shows that in addition to collecting Japanese objects, he 

created his own encyclopaedic ceramic collection with large numbers of contemporary 

British and European ceramics: Doulton, Copeland, Minton, Wedgewood, Royal Copenhagen, 

Worcester, Coalport, Dresden, Meissen and Moore Brothers (fig. 144b).897 Many pieces 

reflect the fashion for Aestheticism. For example, the style and subject matter of the cameo 

glass Vase, Iris and Convulvulus (fig.144a) by Thomas Webb and Sons, echo the fusion of 

Aestheticism and Japonisme seen in Mr and Mrs William Milne’s collection.   

 
Like Mr and Mrs Milne, Way formed a large and mainly British collection of paintings and 

works on paper. Amongst his prints were five each by Japonistes Felix Bracquemond and 

James Mc Neill Whistler. There were however, many by Australian artists including Hans 

Heysen, Louis Buvelot, Theresa Walker and Ellis Rowan. Way was involved with Australian 

artists through his associations with the Art Gallery and the Royal Society of Arts.  

  

Fig. 144 a-b    Vase, Iris and Convulvulus, Thomas Webb & Sons, C7 ; Pair of vases, Moore Brothers,  C 780,781 
            Bequest of Sir Samuel Way 1916 
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 We know he bought the Moore Brothers at the 1879 Sydney International Exhibition, many of the listed 
ceramics companies also exhibited in Sydney and Melbourne and so may have been purchased there. 
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The basis of his Japanese collection, apart from the  Buddhist sculpture J  c  men  annon, 

was the ‘applied arts’ of ivories, tsuba, bronzes, armour, ceramics and cloisonné.  Like the 

Milne bequest, Way’s bequest did not contain any Japanese prints, paintings or painted 

screens. His interests were firmly focused on Japanese decorative arts. His book collection 

also reflected this interest and although he owned a copy of William Anderson’s Pictorial 

Arts of Japan, he owned no publications on wood-block prints. This medium does not seem 

to have aroused his curiosity. 

 
Way was a collector who sought a sense of place in the world beyond the provincial. His far 

reaching political and Methodist social conscience transcended awkwardly into his life as a 

collector. He derived much pleasure and satisfaction from his house, garden, farming 

properties and collections of art and books. It could be argued that he chose objects on the 

recommendation of books possibly being influenced by their technical attributes rather than 

through an aesthetic understanding, and in this respect he differs from Mr and Mrs William 

Milne.  

 
Way’s biographer, Albert Hannan, in the late 1960s commented on Way’s tastes and hints at 
 
 a lack of aesthetic discretion:  
 

Way was a collector of many things, particularly of china and bronzes with cabinets 
and pedestals for displaying them, and some specimens of the more ornate periods 
of furniture. His collection might not be considered first class or even genuine by the 
connoisseur of today, but it was undoubtedly interesting at that time. It may truly be 
said that he was discerning enough to avoid many, if not all, of the florid 
exuberances then all too common.898  

 

                                                 

 
898

 Hannan p.177 
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It would appear that Sir Samuel Way’s collecting activity was most intense between 1880 

and 1892. He made acquisitions at local auctions and exhibitions in Adelaide, Melbourne 

and Sydney. The collection that impressed Lady Brassey on her visit to his house in 1887 was 

most likely purchased within Australia.899 His many purchases in Japan early in 1892 added 

to the collection considerably despite his illness.  

 

Collecting Japanese art was an expression of his global citizenship. It marked him as an 

educated man, a man of social standing and one who looked beyond the insularity of 

nineteenth-century colonial Adelaide. For Way, the anglophile, it was a signifier of being 

‘British’ and cosmopolitan. Even though Australia was moving towards Federation, Way 

always envisaged Federation in a form closely linked to the British Empire and through it, 

the world. 

 
For Sir Samuel Way, like his seventeenth century predecessors, the appeal of the Japanese 

decorative arts lay in their unsurpassed technology and natural designs. Japanese cloisonné, 

ceramics, ivories and metal wares sat comfortably within domestic colonial interiors and 

complemented the European prints and paintings on the walls.  

 
The third major South Australian donor discussed in this thesis, John Daniel Custance 

(c.1842-1923), was not a collector in the manner of Mr and Mrs Milne or Sir Samuel Way. 

He presents a different perspective of nineteenth-century collecting. His collection, 

                                                 

 
899

 He had however travelled to Britain in 1869, too early for his Diaries held at the State Library of South 
Australia. 
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purchased by the Art Gallery using funds from the David Murray Bequest Fund,  supplied a 

missing link: Japanese prints and paintings.900 

 

3.4.3 John Daniel Custance: Moderniser  

The David Murray Bequest Fund 1940, 1942     (See Appendix 17) 

 
  
John Daniel Custance provides another direct link to bunmei kaika having acquired his 

collection of prints and scrolls while he was serving in Japan as an oyatoi gaikokujin from 

1876-1880.901  

 
Prior to his appointment in Japan, Custance was the Assistant-Professor of Agriculture at the 

Royal Agricultural College in Cirencester England and rose to the position of Resident 

Professor of Agriculture before being invited to ‘a lucrative appointment by the Imperial 

Government of Japan’.902  Along with four other Britons, he was recruited to teach at the 

Imperial College of Agriculture, Komaba on a salary of £1,000.903 The college had been 

founded in 1874 by the Department of Home Affairs  a m s   and named in 1877 as 

 omaba   ga   , the Komaba School of Agriculture.  

 

                                                 

 
900 David Murray (1829-1907) a Presbyterian draper who arrived in Adelaide in 1852 from Scotland is known to 

have travelled back to Britain twelve times before retiring in Britain in 1900. He bequeathed a collection of 
over 2,000 prints to the Art Gallery of South Australia.  
901

  Fortunately the works were easily stored and portable as Custance travelled from Japan to England, South 
Australia and England again before returning to Adelaide in 1906. They entered the Art Gallery collection in 
1940 & 1942. 
902

 Loyau, George E.  The Representative Men of South Australia Webb, Vardon and Pritchard, Gresham St, 
Adelaide (first published 1883)  pp. 84-85 
903

 Iinuma, Jirō  Me j  Zen   no   gy   y     Kyoto Daigaku Jinbungaku Kenky jo, Kyoto 1969 pp. 6-7; The 
Australian Dictionary of Biography (http://adbonline.anu.edu.au/biogs/A030479b.htm) gives his year of birth 
1842 which differs from Iinuma’s 1844. 

http://adbonline.anu.edu.au/biogs/A030479b.htm
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His employer was the Kaitakushi which was responsible for the colonisation of the northern 

island of Hokkaido or Ezo. Agricultural development was an important aspect of Japan’s 

modernisation. Several letters exist in English between Custance and his Japanese superiors 

at the Kaitakushi, arranging meetings to discuss his research on wheat and the preservation 

of hams.904 Custance’s role at the Komaba School of Agriculture was to teach as well as to 

advise on the introduction of experimental plants and machinery into Japanese agricultural 

practices.905  In 1879, while Custance was still an employee, the Kaitakushi displayed its 

achievements at the Sydney International Exhibition. It also donated seeds and samples to 

the Botanic Gardens of South Australia.  

 

 Custance’s personal experiences in Japan are vague but records kept by the Kaitakushi, 

document his research and teaching schedule at Komaba.906 He married a Japanese woman 

who died in child-birth in 1879. Custance’s daughter, Ellen (1879-1955), was by the terms of 

the Treaty Port agreements, a British citizen despite her Japanese birth and parentage. At 

the conclusion of his contract, Ellen was taken to England where she is listed in the 1881 

England census as living with her father and grandparents at number 6 Kyme Rd, 

Hornchurch, Essex.  It would appear that Ellen remained in Essex while her father departed 

for South Australia and would not see him again until 1888.  

 

                                                 

 
904

 Letter dated 5 April 1878 from Sadanori Yasuda of the Kaitakushi Dept, Shiba, Tokyo: AGSA ‘Kodama Teiryu’ 
file AC 2/ 2215.Thanks to Dick Richards and Satomi Igarashi for retrieving these in 2000.  
905

 Loyau gives an outline of Custance’s career in England and Japan ‘given as supplied by him to the author’ in 
1883: Loyau, pp. 84-85. 
906

 Iinuma, pp. 6-7, 12, 14-17. 
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Fig. 145   John Daniel Custance, Roseworthy Campus Heritage Collection, University of Adelaide 

 

Custance arrived in Adelaide in March 1881 to become the first professor of Roseworthy 

Agricultural College (fig.145). For a pragmatic yatoi who contributed to Japan’s bunmei kaika 

through agricultural reforms, South Australia provided a similar challenge in the sparsely 

populated setting of Roseworthy fifty kilometres north of Adelaide.  

 
As early as 1875 the South Australian Commission of Agricultural Education had 

recommended that a Department of Agriculture with model farms be set up to improve 

agricultural practices. This new structure would have a Professor of Agriculture at the helm 

and would focus on teaching farming practices and land management with a view to 

addressing declining wheat yields. Custance, on a salary of £800, was appointed to the 

position and was responsible for selecting its current site where he took up residence in 

March 1882.  

 

At Roseworthy, Custance advocated the need for training farmers to operate more 

effectively and profitably. 907 He introduced the trialling of agricultural plants including 

                                                 

 
907

 The First Annual Progress Report 1882: Daniels, Jeff (ed.) Roseworthy Agricultural College: A Century of 
Service Roseworthy Agricultural College, Roseworthy, 1983 p.3. 
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twenty seven different wheat varieties in 1882 and another thirty five varieties from as far 

afield as England, India and South Africa. By 1884 he included barley and oats in trials.908 

 
Custance was an agricultural pioneer fired with the evangelical zeal typical of his generation. 

His dealings with the South Australian Department of Agriculture were stormy and he 

persevered with limited resources. His criticism of existing farming methods was not taken 

kindly by farmers struggling in the drought and there were calls for his dismissal. He 

returned to Britain in 1888 on the grounds of ill health.  

 
 
In 1883 at the age of forty one, he married Edith Mary Fowler a local girl born c. 1867, a 

mere sixteen years old. In Australia two sons were born, John Leslie (1884-1943) and Francis 

Harold (b. 1887). Another three children were born after his return to England in 1888. 909  

The entire family including Custance’s daughter Ellen, born to a Japanese mother, is listed 

amongst passengers returning to Australia via Albany, Western Australia in April 1906 on 

the Persic.910 Custance died in Adelaide in 1923. 

 

In 1940 following the death of his mother, Mrs Edith Custance, the second eldest son, 

Francis Harold Custance, offered his father’s much travelled ‘curios’ from Japan to the 

National Gallery of South Australia. The Fine Art Committee meeting on 30 January 1940 

                                                 

 
908

 Loyau adds in summary that Custance ‘has received many honours, and the highest encomiums the Press 
can bestow. He is a Fellow of the Chemical Society, life member of the Royal Agricultural Society of England, 
member of the Mineralogical Society of Great Britain and Ireland, member of the College of Preceptors, 
London and at present is the Government Professor of Agriculture  and Superintendant of the Experimental 
Farm at Roseworthy’:  Loyau,  pp. 84-85. 
909

 A son and 2 daughters were born: Frederick Cyril b. 1890, Edith Evans and Dorothy Roesler or Rossi: Thomas, 
Jan, Church of Jesus Christ of Latter-Day Saints and South Australian Genealogy and Heraldry Society South 
Australian Births, Index of Registrations 1842 to 1906, South Australian Genealogy & Heraldry Society, 
Adelaide, S. Aust, 1997. 
910

 The shipping list gives their ages as Ellen 20, John 55, Edith 38, Leslie 22, Frank 18, Frederick 16, Daisy 9, 
Dorothy 6. Ellen would have been 27: SLSA Ancestry library. 
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approved the purchase of a ‘Collection of 7 Japanese prints and Japanese painting for £5 

from Mr F. H. Custance of Prospect’.  

 
In fact, the purchase was larger than that the 7 prints indicated in the Fine Art Committee 

minutes. There were twelve triptychs and twelve single  ban prints.911    (See Appendix 17A) 

 
This acquisition from the Custance collection is significant for several reasons. First was its 

timing in 1940, nearly two years prior to the Pacific War when distrust of Japan by 

Australians was mounting and when the acquisition of Japanese art may have been 

unpopular and possibly rejected.  Secondly, this was the first active purchase of Japanese art 

since 1904 and, more remarkably, the nature of the private collection offered for sale 

steered the Gallery’s Japanese collection away from the ‘applied arts’ to works on paper.  

 

The shift to collecting Japanese prints and paintings may well have been due to the 

influence of the Director of the National Gallery, Louis McCubbin (1890-1952).  A trained 

painter and son of the eminent Heidelberg school artist Frederick McCubbin, Louis, like so 

many other Australian artists, would have recognised the importance of Japanese prints to 

their art practice. 912 The purchases in 1940 (and again in 1942) marked a turning-point from 

the dominance of Japanese applied arts to an overdue acknowledgement of Japanese ‘fine’ 

art. 

 
When the prints were placed on display in June the same year, an article ‘Some Japanese 

Prints’ was included in the National Gallery of South Australia Bulletin.  The article was 

                                                 

 
911

 There was also ‘an etc  ng ‘L me   ln Cottage’ by Harold B. Herbert for £3-3-0’: 30 /1/40, GRG 19/361 Fine 
Arts Committee Minutes vol. 12 
912

 Louis McCubbin was Director from 1936 to 1950; See Chapter 4.2, Blamire Young’s newspaper account of 
the NGV acquisitions of prints, 30 years earlier. 
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written by Norman B. Tindale (1900-1993), anthropologist and entomologist from the South 

Australian Museum who had lived in Tokyo from 1907-1915. 913  It featured the image of 

Hiroshige’s Dyer’s street  anda (fig. 146), one of five Hiroshige prints included in the 

purchase, and mentioned ‘Foreign views’ by ‘Ichikawa’ Yoshikazu (fig. 147a, b) as well as 

noting prints by Kuniyoshi and ‘Kunikane’.914 This would appear to be the first evidence of 

curatorial expertise in the field of Japanese art in South Australia since 1892 when H.P. Gill 

argued on behalf of Sir Samuel Way’s collection against the Department of Customs.915 

  

Fig. 146 Hiroshige Dyer’s street,  anda  
  The David Murray Bequest Fund 1940, 401G4 

   
Two years later in 1942, a further 50 woodblock prints, all by Hiroshige, were offered to the 

Art Gallery by the local Adelaide dealer George Holman. The Board approved the purchase 

at the cost of £5.916 A month later the Director, Louis McCubbin, indicated in his report that 

                                                 

 
913 His father was an accountant with the Salvation Army mission in Japan. See Philip Jones:  

http://www.anu.edu.au/linguistics/nash/aust/nbt/obituary.html.   Accessed 30 September 2011. 
914

 Both names, Ichikawa and Kunikane, were incorrectly transliterated. 
915

  See Chapter 3.4.2. 
916

 ‘Consideration of the purchase of 50 prints by Hiroshige, offered on sale by Mr G.E. Holman (£5) The prints 
were inspected and it was decided to purchase the whole collection at £5.’: 9 June 1942, AGSA  Board Minutes 
vol. 2. 

http://www.anu.edu.au/linguistics/nash/aust/nbt/obituary.html
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some of the prints purchased in 1940 were on public display and, more importantly, that the 

second lot of prints offered by Holman in June 1942 also came from the Custance estate:   

 
I recommend the purchase of the above. They are portion of a gift to the late 
Professor Custance 60 years ago. The other portion of the gift was purchased from 
Mr F.H. Custance by the old Board of Governors at its meeting January, 1940, and a 
number of the prints are at present on view in Gallery X11. The prints are all by 
Hiroshige, and are in fairly good condition.917  

 

Information provided for the minutes from Francis Custance confirms that John Daniel 

Custance’s entire collection of prints and scrolls dates exclusively from the time of his 

employment in Japan.  Due to Professor Custance’s fortuitous appointments in Meiji Japan 

and South Australia, by 1942 AGSA had a small collection of over 70 Japanese prints and two 

painted kakemono and emakimono scrolls. 918          (See Appendix 17B) 

 

Prints              

The twelve triptychs, purchased in 1940, were of the musha-e genre depicting tales of 

heroism and battle scenes. The artists belonged to the dominant contemporary Utagawa 

School of artists.  Two single  ban prints were by Kuniyoshi (1798-1861) master of musha-e 

and teacher of artists in Custance’s collection: Yoshitora (active 1830s-1880s), Yoshimori 

(1830-1884), Yoshiiku (1833-1904), Yoshikazu (active 1848-70) and Yoshitsuya (1822-66). 

 

                                                 

 
917

 Report from the Director, Louis McCubbin, 14 July 1942 AGSA Board Minutes vol. 2; On 11 August 1942, it is 
minuted that the prints have been purchased. ‘They have now been pressed, cleaned, and mounted ready for 
exhibition when required’: AGSA Board Minutes vol. 2. 
918

 The very first Japanese print acquired by the Gallery had been donated eleven years earlier as a ‘Gift of Miss 
A. Symon 1929’. It was a contemporary print Queen of the night (298G69) by Yoshijiro Urushibara (1888-1953) 
who had exhibited and attended the 1910 Japan-Britain Exhibition.  
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The Utagawa School was also the main producers of Yokohama-e prints depicting the 

presence of foreigners and their technology in the treaty port of Yokohama. Custance 

possessed five prints of this genre by Yoshikazu, dated 1861, in which foreigners are 

imagined abroad whether in rainy England (401G7)(fig. 147a) or as  Americans touring on 

horseback (401G12) (fig. 147b), Russia (401G6), North America (401G5) and Holland (401G2). 

Images from publications such as the London Illustrated News were often the basis of such 

imaginings. 

   

Fig. 147 a-b   Utagawa Yoshikazu:  England  (401G7) & Americans touring (401G12)  
        The David Murray Bequest Fund 1940 

 

Prints by Hiroshige (1797-1858) formed the majority of the prints acquired from Custance in 

1940 and 1942. Of the fifty-four Hiroshige prints most belonged to the series One Hundred 

Famous Views of Edo. Whether these were a gift or were deliberately collected by Custance, 

it would seem plausible that they served as ‘curios’ or souvenirs of his stay in Komaba 

located in Tokyo. Most were later impressions contemporary to Custance’s stay in Japan.919  

 

                                                 

 
919

 48 out of 54 prints by Hiroshige belonged to this series; Comments on impressions are based on Report on 
AGSA Prints, 2011 by Amy Reigle Newland. 
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Scrolls and Paintings  

 
The importance of the emakimono horizontal scroll Scenes of the Ezo fishing grounds (Ezo 

 o   gyoba f zo  ) (AGSA 0.1480)(fig. 148) was only fully recognised in 2000.920  Painted 

and signed by Kodama Teiryō (active 1751-64) (fig. 148b) an exponent of the genre Ainu-e 

(Ainu pictures), this scroll is one of ten known works by him.  It depicts the omusha 

ceremony (fig. 148a) in which the Ainu confirm their submission to the Matsumae clan who 

monopolised the trading of salmon using Ainu labour in the Edo period (1615-1868). 

 

 

 

Fig 148 a-b  
Kodama Teiryō (active 1751-64) Scenes of the Ezo fishing grounds  (details)  
The David Murray Bequest Fund 1940, 0.1480 

 

                                                 

 
920

 A digital copy of the scroll is on display at the National History Museum of Japan, Sakura. It was identified in 
2000 by several Japanese experts. For full description of the work see Igarashi, Satomi in Golden Journey pp. 
138-147. 
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By the Meiji era, the Ainu were socially marginalised and their existence generally unknown 

to foreigners. As was mentioned in Chapter 1.5 of this thesis, Alexander Marks, the 

Australian living in Hakodate in 1861 surmised they were a tribe of ‘lost Jews’ while learned 

scholars like the Reverend John Bachelor and Basil Chamberlain collected and preserved 

anthropological artefacts of the ‘dying race’. Japanese authorities justified their neglect and 

rejection of the ‘uncivilised’ Ainu based on the prevailing theories of Eugenics and Social 

Darwinism. The scroll therefore would not have been highly valued at a time when the 

Japanese were preoccupied with bunmei kaika.  

 
It seems very likely that this eight metres wide scroll was given to Custance in late 1879 as a 

farewell gift by his employer, the Kaitakushi (Hokkaido Colonial Office), which was 

responsible for the administration of Hokkaido (formerly Ezo) for the years that Custance 

was in Japan.  Apart from one purchase of a carved wooden ‘Aino falcon’ by Samuel Way in 

1891, the ethnology of the Ainu, or indeed the Okinawans of Ry ky , is another field of 

collecting which did not create any interest in the Australian colonies.921 

 
The other scroll acquired from Custance in 1940, Boys’ fest val banners (AA485) (fig. 149), a 

kakemono vertical hanging scroll was by Hashimoto Sadahide (1807-1873). Sadahide was a 

student of the Ukiyo-e print maker Utagawa Kunisada and lived in Yokohama where he 

created many Yokohama-e depicting the presence of foreigners and the impact of 

modernisation on the landscape. He was also a mapmaker producing panoramic views of 

cities.  

                                                 

 
921

 It should be noted however, that in 1941 the South Australian Museum acquired 26 Ainu objects from the 
estate of Mr R.M. Hawker which had been collected in 1905: Letter HM Hale to Mrs Levinge, 4 July 1941, South 
Australian Museum Archives. 
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Fig 149       Sadahide  Boys’ fest val banners  
    The David Murray Bequest Fund 1940, AA485 
 

The Boys’ fest val banners celebrating the annual Boy’s Day on 5 May depicts folkloric 

heroes Shōki, Kintarō and Momotarō, all of whom defeated monsters. Sadahide was a 

painter-print maker who was a chronicler of Japan’s modernisation, but in this work has 

turned to a traditional theme. A triptych by Sadahide was also included in the Custance 

prints. Like the painted scroll, it depicts a traditional historic theme Kato Kiyomasa valiantly 

binds his enemy with a belt rope, from the story of Taiheiki (401G14).  

 
If the Art Gallery Board minutes are correct, McCubbin, apparently citing Custance’s son 

Francis Harold, implies that Custance’s entire collection was ‘a gift to the late Professor 

Custance 60 years ago’.922 The link in subject matter between the scroll, Scenes of the Ezo 

fishing grounds, and the interests of his employer the Kaitakushi makes this assertion very 

likely. The prints and the hanging scroll, Boys’ fest val banners by Sadahide share a 

masculinity and interest in Japanese history and legend which Custance himself may have 

held and so personally selected the works. Regardless of whether the collection reflects his 

                                                 

 
922

 Report from the Director, Louis McCubbin, 14 July 1942 AGSA Board Minutes vol. 2 
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tastes, it was none-the-less formed at a time and under circumstances which places it at the 

centre of Japan’s bunmei kaika and Custance’s contribution as a ‘moderniser’.  

 

3.4.4 Women of Means        (See Appendix 18)  

 

 

The extent to which Japanese wares permeated South Australian homes is reflected in the 

final group of women donors who contributed to the formation of the Japanese collection at 

the Art Gallery of South Australia. It is a sign of their times and gender that the lack of 

biographical details makes it difficult to create a picture of them as individuals, or the full 

extent of their collecting. Most were ‘women of means’ through inheritance or marriage 

from whom the Gallery mainly acquired ‘ivories’ and lacquered furniture.   

 
 
An exception, however, was the acquisition in 1940, the year of the Custance print and 

scroll acquisitions, of a pair of    masks following the death of Mrs Ethel Alec-Tweedie of 

London. An artist, traveller and socialite, her bequest was divided amongst galleries around 

Australia and New Zealand although she does not appear to have had any particular 

association with Adelaide or the other galleries. Ten items received in the bequest included 

a pair of ‘oriental masks’.923 Both masks date from the Edo period and represent the faces of 

a vengeful god Was  bana a  j  and ghost   g   (fig. 150a-b).  

                                                 

 
923

 National Gallery of South Australia Board Minutes 1940-41, 8 October 1940, vol. 1.  
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Fig. 150 a-b  
Was  bana a  j  &   g   
Cypress wood, lacquer, gilt, copper alloy 
Bequest of Mrs Alec Tweedie 1940, AA494 & AA493 

 

Collectively however, the women donors had a penchant for ivory okimono and netsuke.  

Compact and light, they were popular with Westerners and filled China cabinets in the 

parlours of Adelaide homes. Following the bequests of ‘ivories’ to the National Gallery of 

South Australia by Mr and Mrs Milne in 1914 and Sir Samuel Way in 1916, subsequent 

donations came entirely from women: Miss Amy Lea in 1923, Miss Sarah Crabb in1925 and 

Lady Verco in 1934.924  

 

Amy Mary Lea lived in the Hermitage in the coastal town of Robe in the southeast of South 

Australia. When she died in 1923 she left an estate of £78,000.925 Having inherited wealth 

through her family connection to the British condiment company ‘Lea and Perrins’, she had 

been able to afford to travel. Her obituary made comment on how ‘artistic and widely read’ 

                                                 

 
924

 For complete lists of Japanese items from these three donors, see Appendix 18A (Lea Bequest), Appendix 
18B (Crabb Bequest), Appendix 18C (Verco Gift)  
925

 ‘Personal’, The Barrier Miner, 22 December 1923 p. 2 
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she was, and the beautiful things she purchased on her travels to Japan.926 The Gallery 

received eight okimono, netsuke and  nr  from her bequest. 

 

Miss Sarah Crabb of Strangways Terrace, North Adelaide, bequeathed in 1925 in excess of 

two hundred decorative art objects ‘in accordance with the will of my late brother William 

Stephens Crabb’ which suggests he may have been involved in collecting.927  Amongst items 

accepted by the Gallery, were nearly forty Japanese ivories and ceramics, mainly Satsuma 

ware. In 1934, more netsuke and okimono were donated by Lady Verco who lived in a town 

house at 50 North Terrace across the road from the Art Gallery.928   

 

‘Ivories’ could be purchased locally in Adelaide. In 1910, for example, James Robert Tyrrell, 

the founder in 1905 of Tyrrells Bookshop in Sydney, moved to Adelaide and opened a shop 

at 128 Gawler Place where he was an art-dealer as well as book seller. Amongst the curios 

on sale were Japanese carvings. 929   

 
Here follows a brief overview of the types and themes of okimono and netsuke donated by 

women collectors. 

 

 

                                                 

 
926

 Her father died in 1869 when she was a small child: ‘Obituary’, The Register, 15 December 1922 p. 8. 
927

 Extract from will of Sarah Crabb, note 184 and copy of Crabb bequest A list (to be retained) and B list 
(articles for return): GRG 19/361 Fine Arts Committee Minutes  1925, p. 184. 
928

 Lady Verco, nee Mary Isabella Mills married Dr Joseph Cooke Verco in 1911. Their house is where the 
current David Jones (formerly John Martins) Department store now stands. Lady Verco sold it in 1933, the year 
prior to the AGSA gift, for £5,000.  Information provided by Dr Joseph Verco. 
929

 In 1926 AGSA purchased Chinese silk prints from Tyrrells; The Adelaide dealer George Holman (see de-
accession 1943) also purchased from Tyrrells. Information provided by Ned (Edward) Roberts, long term 
Adelaide dealer in Asian art who worked for George Holman. 



349 

 

Okimono and Netsuke      (See Appendix 18A-B-C) 

 

 

Fig. 151a  Tonkotsu and sashi-netsuke,   AA466 
Fig. 151b  Okimono, Man calling birds and standing figure of child, AA235  

                            Bequest of Miss Amy Mary Lea 1923 
 

 

The only tonkotsu or tobacco box with a long sashi-netsuke in the Gallery’s collection came 

from Amy Lea (AA466) (fig. 151a). The tonkotsu is carved in kiri paulownia and the attached 

sashi-netsuke of a long legged man ashinaga is carved from boxwood. The tonkotsu in the 

shape of Daruma, with sceptre and alms bowl inlaid in ivory, is of simple rustic construction 

probably dating from the early Meiji era. The Daruma has a concave base enabling it to rock 

from side to side when standing. The legless Daruma who prayed so long his legs fell off, is 

paired with a sashi-netsuke of the long-legged, yawning Ashinaga with his arms in the air 

thereby providing a convenient point of attachment for the cord connecting the two pieces. 

The tonkotsu, like the conventional inr , was a container. Tobacco was placed inside 

through the moveable face of Daruma. The tonkotsu hung suspended from a belt held in 

place by the sashi netsuke. Holding the two securely is an ivory ojime ‘cord fastener’ in the 

form of J r jin one of the Seven Gods of Good Fortune.   
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Other okimono from the Bequest of Miss Amy Mary Lea 1923 depict everyday scenes in ‘old 

Japan’ such as the monkey trainer (AA237), the armourer or maker of samurai helmets 

(AA236) and Man calling birds and standing figure of child (AA235)(fig. 151b).930  

 

 

 

Fig. 152 
Okimono, Ashinaga tenaga Long legs, long arms            
Boxwood,  AA264 
Bequest of Miss Sarah Crabb 1925 
 

 

Fig. 153 
Netsuke, Sennin with long beard  
ivory,  AA241 
Bequest of Miss Sarah Crabb 1925 
 

  

Sarah Crabb bequeathed twenty-two netsuke and okimono. In her bequest there was also a 

boxwood okimono, Ashinaga tenaga ‘Long legs, long arms’ (AA264)( fig.152). Two men with 

complementary talents collaborate to pick up an octopus. The strangeness of the long- 

legged, long-armed characters appealed to foreigners who may not have perceived the 

underlying message of mutual assistance.931  

 

Sarah Crabb’s collection contains exemplary pieces of international quality. Several netsuke 

were created in the Edo period and pre-date the export production of the Meiji era 

commonly found in many collections. Sennin with long beard (aa241)(fig. 153), Sparrow 

                                                 

 
930

 For images of AA237 & AA236, see Appendix 18A. 
931

 Sir Samuel Way also owned an ivory netsuke ashinaga (AA206).   
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(AA251)(fig. 154a) signed by Masanao, Horse grazing (AA250)(fig 154b) and Hare eating a 

leaf (AA243) (fig. 154c), as examples, are of the quality found in international collections and 

are documented in scholarly publications.932   

 

 

 

Figs 154 a-b-c      
Netsuke: Sparrow (AA251); Horse grazing (AA250); Hare eating a leaf (AA243)   
Bequest of Miss Sarah Crabb 1925 
 

 
 
Lacquered Furniture 
 
Lacquer, adapted for use in Western homes and applied to furniture such as tables, étagères 

and large cabinets, was displayed at exhibitions or imported by shopping emporiums. 

Rather like the earliest lacquer introduced into seventeenth-century Europe, expensive 

pieces found their way into the ‘princely’ homes of South Australians like Mrs Agnes Rasp of 

Willyama in Medindie and Mrs John Tennant (Dorothy Elizabeth) Mortlock of Martindale 

Hall in Clare. 

 
Agnes Rasp was the wife of Charles Rasp (1846-1907), the mining magnate who founded the 

Broken Hill Proprietary Company. The sumptuous Shibayama cabinet (F29)(fig. 156a,b,c) sat 

                                                 

 
932

 Jirka-Schmitz, Patrizia and Museum Kunst Palast (D sseldorf, Germany) The world of netsuke : t e 
Werdelmann Collec on at t e M se m   nst  alast, D sseldorf, Arnoldsche, Stuttgart, 2005.  
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in pride of place in Mrs Rasp’s parlour where it is recorded in a photo (fig. 155). The Rasps, 

who settled into Willyama in 1887, travelled extensively including to Japan where this may 

have been purchased or it may have come from the 1888 Melbourne Centennial Exhibition 

where private dealers from Japan displayed lacquer.933 

 
Shibayama cabinet  is a wonderful example of Meiji era hybridisation in its Chinese 

iconography, Western functionality and Japanese traditional lacquer techniques. The 

opulent gold lacquer, so named Shibayama after its inventor Shibayama Senzo (dates 

unknown), relied on earlier pre-Meiji techniques of hiramakie, takamakie as well as 

embellishments with mother of pearl, ivory and aogai (abalone shell).934 The motifs include 

Taoist immortal cranes in flight, auspicious objects and scenes from the Chinese tale, 

Romance of the Three Kingdoms (fig. 156b, c) . This iconography probably did not have much 

significance for the purchaser, Mrs Rasp whose tastes for exotica and splendour caused 

gossip in Adelaide society.935  

                                                 

 
933

  ‘Mrs C. Rasp’s Story’, The Barrier Miner Saturday 16 August 1924 p. 6 
934

 For more details on both cabinets see Yamamori, Yumiko in Golden Journey, pp. 230-238. 
935

 After Charles Rasp died leaving her a very wealthy widow, she married a German Baron then a Bohemian 
Count, both of whom she outlived: ‘Mrs C. Rasp’s Story’, The Barrier Miner, Sat. 16 August 1924 p. 6  
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Fig. 155 
Mrs Rasp in front of her Shibayama cabinet 
at Willyama, Medindie c. 1905    
State Library of South Australia 

Fig. 156a 
Shibayama cabinet c. 1887 
Inlaid wood, lacquer, ivory, mother of pearl, 
gilt bronze 
Gift of the beneficiaries of Agnes M.C. Rasp 
1936, F29 

 

 

Fig. 156b  Details Fig. 156c   Details 

 

In contrast with the opulence of Shibayama cabinet, is the more restrained Dragon cabinet 

(F111)(fig.157). It came from Martindale Hall in the Clare Valley where a photo shows that it 

stood in the masculine surroundings of the smoking room (fig. 158) amidst a collection of 

spears, shields, masks and opium pipes: oriental exotica and souvenirs gathered during John 
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Mortlock’s travels on his yacht Martindale.936 Next to Dragon cabinet was a Japanese suit of 

armour (fig. 159).937   

   

Fig. 157     Fig. 158 
Dragon cabinet c. 1880    Martindale Hall, Mintaro, interior, 1936 
Wood, lacquer, gilt bronze    Dragon cabinet and Suit of armour can be seen 
Gift of Mrs J T Mortlock 1965, F111    against the back wall  
      State Library of South Australia 
 

 

The structure of Dragon cabinet allowed for the open display of okimono and travel 

souvenirs and incorporated traditional Japanese motifs and architectural features. The 

shodana shelf-style of cabinet has gold lacquered panels depicting aerial views of rural 

thatched cottages. An organic branch linking the open shelves is asymmetrically placed in 

the structure. This is reminiscent of the pillar found in the traditional tokonoma where Tea 

equipment and scrolls would be displayed.  

 

                                                 

 
936

 Rare footage of films he took on his travels to India, Indonesia and Ceylon is held in the Mortlock Library, so 
named after this benefactor of the State Library. 
937

 The suit of armour stands to the right of the cabinet in the photo. 
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The lacquered Dragon cabinet is purported to have ‘once been the property of Lord 

Kitchener’. 938 Lord Kitchener visited Adelaide in January 1910 as part of a national tour of 

Australia and New Zealand.  En route from Britain his ship visited Japan where he met the 

Emperor Meiji and, as an avid collector of Oriental art, he made many purchases. There is no 

mention in local newspaper reports of Kitchener’s visit to Adelaide that he visited 

Martindale Hall or had the time to socialise with the Mortlocks. It is possible however, that 

John Mortlock acquired it from Kitchener’s estate in Britain after Kitchener died in 1916. 

 
Dragon cabinet from the Mortlock family and Mrs Rasp’s Shibayama cabinet provide  

further evidence of private tastes shaping the Gallery’s collection during its formative 

decades of the early to mid-twentieth century. Both cabinets are excellent examples of 

Meiji export wares and demonstrate the hybridisation of the two traditional and 

complementary strands of Japanese art: the exuberant Chinese karamono and the refined 

Japanese yamato style.  

 
There were however, many important Japanese objects which did not make their way to the 

Art Gallery. The Mortlock family, for instance, donated to other public collections, while 

some private collections, ignored by Gallery administrators, were dispersed at public 

auctions. 939  More disconcerting was that having entered the Gallery collection, objects 

were subsequently de-accessioned.  It is salutary to conclude by considering these missed 

opportunities. 

 

 

                                                 

 
938

 South Australian Homes and Gardens March 1932, pp. 31-34. 
939

 Mrs Mortlock also donated to the Ayers House Museum, National Trust of South Australia, the State Library 
and St Marks College and the University of Adelaide.  
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3.5 Missed Opportunities    
 
Issues of connoisseurship and curatorial expertise that challenged international Japanese art 

collections were also evident at the National Art Gallery of South Australia during the period 

of the formation of its Japanese collection 1904-1940, the focus of this thesis. These can be 

demonstrated by considering three separate circumstances: the retrieval of Japanese 

objects from the Mortlock Collection, the auction of the Lewis Jessop collection, and AGSA 

de-accessions.   

 
The Dispersal of the Mortlock Collection  
 
The Mortlocks were the second generation of owners of Martindale Hall which, from the 

time it was built by the Bowman family in 1880, had been decorated with Japanese 

objects.940 The Mortlock collection yielded only one Japanese piece to the AGSA collection 

with others dispersed elsewhere. The retrieval of archival materials in preparation for The 

Golden Journey Exhibition identified and in some instances, reunited surviving pieces.941  

 

Martindale Hall was purchased in 1892 for £33,000 by William Tennant Mortlock (1858-

1913) who refurnished the grand house.942 His second son John (1894-1950), who at age 26 

inherited a sheep and cattle empire, had spent eight years in England where he attended 

Cambridge University. It is highly likely that John brought home Japanese decorative pieces 

from Britain. A feature article on the furniture and contents of Martindale Hall published in 

                                                 

 
940

 ‘Mr E. Bowman’s Mansion at Martindale’, The Adelaide Observer, 25 December 1880, p. 1080. 
941

 Documentation consulted is held by Ayers House Museum and Martindale Hall, Clare; The Golden Journey: 
Japanese Art from Australian Collections, AGSA 2009.  
942

 The adjoining property Kadlunga was owned by Sir Samuel Way. 
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the South Australian Homes and Gardens of March 1932 suggests that both William and 

John were jointly responsible for acquiring Japanese pieces at Martindale.943 

Some of the house’s contents remain intact despite changes in ownership.944 Photographs 

provide important evidence of what was once in the house. A photograph of the smoking 

room (fig. 157b), the décor of which is today still largely intact, shows the Dragon cabinet 

now in the collection of the Art Gallery of South Australia and a samurai Suit of armour (fig. 

159) which is still held in Martindale Hall. A very good example of its kind, it dates from the 

late Edo period (1615-1868) and features a helmet kabuto and black face mask complete 

with bristling moustache. 

 

 
Fig. 159 
Suit of armour 18

th
- early 19

th
 century 

Iron, shakud , gold, lacquer, leather and silk cord 
Martindale Hall, Mintaro South Australia 
 

 

Other photographs show that in the entrance hallway, pairs of spectacularly large cloisonné 

vases were located on either side of the base of the staircase as well as inside the main 

                                                 

 
943

 South Australian Homes and Gardens, pp. 31-34. 
944

 Bequeathed to the University of Adelaide, it is now administered by the Department of Environment and 
Natural Resources.  
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entrance doors.945 The unsigned Pair of vases, with wisteria and chrysanthemums (fig. 160b) 

near the staircase was donated to the Ayers House Museum. Decorated with wisteria, 

chrysanthemums and peonies they are very similar in style and technique to those produced 

by Gotō Shōzaburō (active 1860-1910) of Yokohama, who exhibited in the 1879 Sydney and 

1881 Adelaide Exhibitions. The other pair of vases cannot be located. 

 

A large bronze Elephant carrying an urn and rakan (fig. 160a) was also once in Martindale. 

Signed Norimitsu, it was photographed in the main entrance hall. The decorations on the 

elephant and the ornate textile covering the urn are damascened with s a  d , gold and 

copper alloy. A publication on Martindale Hall produced by the Pioneers’ Association in 

collaboration with John Mortlock, suggests that the bronze is more than two hundred years 

old. In fact this eclectic Buddhist-inspired subject, exemplified in Way’s eighteenth century 

tsuba Elephant bearing the wish-fulfilling jewel (863A4 (fig.131), continued to be a popular 

theme amongst Meiji era artisans.946 

 

                                                 

 
945

 The South Australian Home and Gardens refers to ‘tapestry and Japanese’ screens in the entrance hall, the 
whereabouts of the Japanese screens is unknown. For a more detailed history of the family and the house see 
Harris, Jennifer ‘A Golden Era: Japanese arts from Martindale Hall Reunited’ World of Antiques and Art, 
February-August 2009, pp. 10-14. 
946

 Mortlock, John Tennant, Milne, Frank Kenneth &  Pioneers' Association of South Australia Pioneers' visit to 
Martindale Hall, 2nd October, 1948, Pioneers' Association of S.A, Adelaide, 1948.  
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Fig. 160a 
Norimitsu, active late 19

th
 century 

Elephant carrying urn and rakan, c. 1890 
Bronze, s a  d  
Ayers House Museum, National Trust of South 
Australia  

Fig. 160b 
attributed to Gotō Shozaburō 
Pair of vases, with wisteria and chrysanthemums 

 

The vases and urn were donated to the Ayers House Museum, formerly the house of Sir 

Henry Ayers who was a contemporary of Sir Samuel Way, now administered by the National 

Trust. Mrs Mortlock generously donated funds and objects across numerous South 

Australian institutions but in so doing dispersed the collection. While many objects can still 

be accounted for, in hindsight placing the surviving (as well as missing) pieces together in 

the care of one public institution might have better conserved their history.947  The private 

collection of Lewis Jessop, however, was dispersed at auction without any consideration of 

passing on to a public institution, much less the Art Gallery against which he may have 

harboured negative feelings. 

                                                 

 
947

 There were also embroidered screens which can no longer be accounted for.  
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The Lewis A. Jessop (1843-1922) Collection    (See Appendix 19) 
 

As has already been mentioned in Chapters 3.1 & 3.2, Lewis Jessop was very active in the 

arts of South Australia. He was chairman of the Jubilee Fine Art Committee and a well 

known collector.948 It is perplexing why he was not a member of the Fine Art Committee of 

the National Gallery of South Australia or why his collection was dispersed at public auction.  

 
 

Jessop travelled from Britain to Melbourne in 1863 and then to Adelaide in 1867. He 

established himself as an insurance agent with fire and marine insurance companies, often 

advertising in the local papers. He was President of the Chamber of Commerce in 1895-8 

and a member of the boards of several prominent companies. He is described in his obituary 

as having ‘deep thinking, great reading, keenly discriminatory powers, wonderfully retentive 

memory … and his trenchant criticisms of the Kingston administration are well remembered.’ 

He was ‘a very cultured gentleman. He possessed a very fine collection of Japanese ware- 

probably one of the finest in the State’. 949 His house Waverley at 162 Barton Terrace West, 

North Adelaide (now demolished) contained: 

many artistic treasures, including some good pictures. At one time it was his custom to 
buy a whole log of mahogany or other rare wood and have it worked up into art 
furniture by a skilful carpenter under his own direction. He also specialised in Japanese 
vases, before other Australians had thought much of them, and was of the opinion that 
his ‘finds’ were of superior quality to those of which export from Japan was afterward 
forbidden. It was a standing marvel to those who know him well that the Adelaide Art 
Gallery did not avail itself of his services as a member of the board.950 
 

 

                                                 

 
948

 Jessop’s presence at the Jubilee exhibition was mentioned by Lady Brassey in The Last Voyage to India and 
Australia in the Sunbeam Longmans, Green and Co. 1889, p. 269. 
949

 ‘Death of Mr L.A. Jessop’ , The Register October 17, 1922 p. 7 
950

 Ibid. 
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This last sentence may hold the key to why the Gallery was bypassed.951  Following his death 

in 1922, a total of 1500 lots of paintings, furniture and Japanese decorative arts were 

auctioned in a four-day sale conducted in a marquee set up in the grounds of Waverley.  In 

the first two days some 300 Japanese items were offered for sale. 952     

 
Fortunately an extant Theodore Bruce & Co, auction catalogue The Jessop Collection dated 

18th, 19th, 20th, and 21st June 1923 contains descriptions of ‘Art Treasures, both antique and 

modern, accumulated  ... during the last fifty years’.953  The catalogue provides an excellent 

archival record of his collection.  It also demonstrates the range and extent of Japanese 

items available to collectors in Australia from the mid-late 1870s and traces some of the 

objects back to their source of acquisition. Despite the invitation in the foreword to 

‘Directors of Public Museums in the Colonies’, no works from the Jessop collection entered 

the National Art Gallery of South Australia’s collection.954  

 
The catalogue offers further proof that collectors, as we have seen with Mr and Mrs William 

Milne and Sir Samuel Way, were focused on Japanese applied arts while they reserved ‘high’ 

art for mainly British and continental artists. Jessop’s paintings were by the South Australian 

artist H.J. Johnstone, an Italian landscape by J. Both, ‘valuable old engravings’ by Holben 

[sic] and Bartolozzi.955  He also owned a bronze bust of Sir Frederick Leighton, President of 

                                                 

 
951

 Jessop is mentioned as delivering a public lecture at the Art Gallery in 1914-5: Public Library, Museum and 
Art Gallery Annual Report 1914-5.  
952

 The Jessop Collection Auction Catalogue Theodore Bruce and Co.18,19, 20 & 21 June 1923 at Waverley 
Barton Terrace West, North Adelaide S.A. 
953

 I thank Anthony Hurl for pointing out the importance of this auction and the AGSA library for preserving a 
copy of the catalogue: The Jessop Collection Auction catalogue Theodore Bruce and Co.18,19,20 & 21 June 
1923 at Waverley, Barton Terrace West, North Adelaide S.A. 
954

 Even though the catalogue dates from 1923, there is still use of the term ‘colonies’ 
955

  Probably Hans Holbein 1497-1543. Johnstone’s ‘Scene at Echunga’, ‘Murray Flats, South Australia’, ‘Yarra 
Track to Woods Point’ sold for £35, £29, £31 respectively; The Both sold for £100 (hand written in catalogue). 
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the Royal Academy and adviser to the Art Gallery of South Australia. Two water colours 

‘River Scenes’ by H.P. Gill brought £4-10-0 each.  

 
Amongst the applied arts were several Egyptian plates and an Egyptian brass water bottle 

‘exhibited at the first Adelaide Exhibition’ presumably the 1881 exhibition, and many 

Persian and Turkish rugs.  The bulk was Japanese and English Arts and Crafts, including 

several Liberty ceramic and metal wares, curtains and a rug.   

 
The descriptions and taxonomic classifications used in the catalogue reveal the level of 

awareness of Japanese terminologies by the early twentieth century in South Australian art 

circles. Stylistic terms such as Satsuma, Kutani, Imari and Netsuke were well recognised, as 

were the media of cloisonné, bronze and damascene. Many cloisonné and Satsuma pieces 

are described as; ‘rare old’, ‘genuine’, and ‘one of the very few examples of the earliest 

period of Satsuma in Australia’.  
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Significantly, several pieces of ceramics and a sword 

are mentioned as having come from the George 

Verdon collection which was auctioned in Melbourne 

in 1896. Verdon, a friend of Samuel Way, was a 

prolific collector and commissioner of the 1880 and 

1888 Melbourne International exhibitions which 

Jessop attended. By cross-referencing the Verdon 

catalogue, three ceramics in the Jessop Collection 

(lots 34, 36 & 98) can be identified as having been 

bought from the Verdon collection 

 (lots 141,163,146).956   

 
 

 Lot 34 ‘Rare old 12 in. Kutani vase’ is described in the Verdon catalogue as ‘Kaga 
ware’, the terminology commonly used in Exhibition catalogues. Jessop bought this 
piece for 20 shillings. 957         (fig. 161a) 

 

 Lot 36   ‘Very old Japanese porcelain vase’ with gilt ‘crab’ handles; sold for 20 
shillings to Jessop. 958 

 

 Lot 98   ‘Rare old Japanese porcelain vase’ with black borders and crackled glaze and 
described in the Verdon catalogue as ‘a very rare and old example’; sold to Jessop for 
12 shillings. 959 

 
 
 In order to impress the provenance of objects (lots 89, 92, 93 and 95), the catalogue uses 

the descriptor ‘Exhibition piece’. This may simply mean that they were bought at exhibitions 

                                                 

 
956

 Catalogue of the Priceless Art Treasures (Ancient and Modern) of the late Sir George Verdon Gemmell, 
Tuckett and co. at the Athenaeum Hall Collins St Thursday Friday 12 / 13, Nov 1896, (State Library Victoria). 
957

 lot 141 Verdon catalogue. 
958

 Lot 163  Verdon catalogue.  
959

 Lot 146 Verdon catalogue; Jessop also bought from Verdon, VERY OLD JAPANESE SWORD ‘formerly in 
possession of Makazusu, of the Mikado’s court’: Lot 37 Verdon catalogue, lot 154 Jessop catalogue. 

 

Fig. 161a  
Lot 34  ‘Rare old 12 in. kutani vase’ 
Jessop Collection auction catalogue p. 23 
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or that the descriptor was an indicator of connoisseurship and authenticity. 960  One item 

(lot 79) (fig. 161b) (front left), was believed to have been ‘purchased prior to being sold to 

the Melbourne Museum’. The importance of exhibitions as a source of acquisitions or as 

validation for connoisseurship is affirmed by catalogue entries.  

 
Fig. 161b   Ceramics, Jessop Collection  

 
 
Catalogue images exist for several ceramics, metal wares and a ‘gilded wood Buddha’ (lot 

158). All, except the sculpture, are of the Meiji era, despite the auctioneer’s claims and 

would today be considered highly desirable for a museum collection as Meiji era objects. 

The ceramics were typically Meiji period with exuberant colours, gilding and dense patterns.  

 

Catalogue descriptions liberally connected objects to the ‘tycoon’ in order to attribute age 

and authenticity. Lot 60 (fig. 161b) is referred to as the ‘very old Satsuma six-sided teapot 

once the property of one of the old nobility of Japan – one of the best pieces of Satsuma in 

                                                 

 
960

 The Jessop Collection auction catalogue p. 13. 
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the collection’.  Similarly the use of the adjective ‘grotesque’ had become an auctioneer’s 

stock-in-trade description for Japanese wares.  

 
There were many bronzes with two illustrated (lots 168 & 204) (figs. 163a-b), both 

extravagant and desirable pieces.  The ivories (fig.162) were less dramatic with the most 

interesting being (lot 435) Carved wood and ivory street musician, a depiction popularly 

repeated in other previously discussed collections and (lot 436) Ivory carving of skull, a 

theme popular in the Edo period and which may have come from the Verdon collection 

(possibly lot 77 of Verdon catalogue).  

 

Fig. 162    Ivories   Jessop Collection auction catalogue  
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Fig. 163 a-b      Bronzes  Jessop Collection auction catalogue  

 

 

The one Buddhist piece (lot 158) Gilded wooden 

Buddha,(fig.164)  standing 12 in. high may have come from 

a domestic shrine, though the catalogue states that it was 

‘a genuine piece, direct from one of the Japanese Temples, 

and one will observe the discoloration due to the burning of 

incense’. Like the J ichimen Kannon in the Samuel Way 

bequest, this Am da  y rai may also have been a victim of 

the destructive period of the early Meiji era.   

 
 Overall in the Jessop Collection there were at least 100 

ceramics and cloisonné, 87 netsuke, approximately 30 small carvings, 40 bronze vases, 

 

Fig 164 Gilded wooden Buddha 



367 

 

plaques and statuettes. While Japanese ceramics, bronzes and ivory carvings were the 

mainstay of Jessop’s Japanese collection, there were also 8 swords and 15 ‘quaint old’ 

sword guards, a large embroidered picture of ‘vase, floral and bird decoration’ and a 

‘threefold screen hand-worked in silk’, wood carvings, a  silver tea set, cigarette case and a 

‘small inlaid chest’. The collection was similar to Way’s, having been formed at around the 

same time. Of the nearly ninety books offered for sale, many were well known publications 

on Japan and Japanese Arts and Crafts, and included the definitive six volumes of Siegfried  

Bing’s Artistic Japan.961 

 
Jessop’s collection rivalled that of Sir Samuel Way and to have it dispersed at auction in 

1923 was truly a missed opportunity for the Gallery.  On the other hand, the Gallery due to 

various difficulties de-accessioned a large number of donated or bequeathed objects. Many 

Japanese items were amongst those culled.  

 
De-accession       (See Appendix 20)  
 
Despite the normal practice to vet bequests from benefactors, there were two occasions in 

1943 and 1962, when Japanese acquisitions from bequests and gifts were reconsidered and 

sent to public auctions. 962  Their de-accession is, in part, an indicator of the changes in taste 

and connoisseurship that had occurred since they were acquired in the late nineteenth 

century.  

As was pointed out in Part 1 of this thesis, there was an international shortage of curatorial 

expertise in collections of Japanese art especially in the decades of the 1870s to the 1890s. 

                                                 

 
961

 Sir Samuel Way and Sir Joseph Kinsey both had copies in their libraries. 
962

 Correspondences to executors of estates customarily included lists of selected and non-selected objects. 
This was the case for the collections of William Milne, Amy Lea, Sara Crabb and Samuel Way. 
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However, some seventy years later McCubbin, Director of the National Gallery of South 

Australia, expressed frustration at the continued lack of expertise in the applied arts in 

Australian museums. He complained that it ‘handicaps the directors of Australian Galleries 

… There are no large authenticated collections with experienced Curators, of either 

European or Oriental pottery to study, or for reference’.963   

 
In his report to the Board he mentioned that he had some years earlier proposed that other 

Australian galleries join together to request funding from the Carnegie Corporation of New 

York ‘to finance the sending to Australia of an expert from either the British Museum or the 

Metropolitan Museum of New York, to report on our collections’.964 The Carnegie 

Corporation had agreed to fund an expert, but the plan was thwarted by the outbreak of the 

Second World War.  

 
By 1943, the Gallery’s Ceramic collection numbered 1,500 items of which 500 had been 

acquired in 1904 through the services of S. Kepple. McCubbin argued the importance to the 

institution that ‘all works exhibited should be authentic’.965 The Gallery Board endorsed the 

Director’s suggestion to engage the Adelaide dealer and ‘expert’ George Holman, described 

as an ‘enthusiast … more than just a dealer’.966 For a fee of ‘two or three guineas’, he would 

examine the Ceramic and Furniture Collections ‘with a view to reporting on their 

authenticity’.967  
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 National Gallery of South Australia Board Minutes, 11 May 1943.  
964

 ibid 
965

 ibid 
966

 Ibid 
967

 ibid 
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A list of objects of suspect authenticity was drawn up by Holman and the Director and it was 

decided they would be de-accessioned by auction. The Board furthermore agreed that all 

the objects would be sold in one sale under the name of the National Gallery of South 

Australia.968 The sale was conducted by Theodore Bruce & Co. on 25 October 1943 and 

realised £760. 969       (See Appendix 20A) 

 
The Gallery’s Board was reprimanded by Ben Chifley, the Federal Treasurer who deemed 

‘this Board in holding an auction was taking an action prejudicial to the War Loan’.970 The 

Board responded to the accusation by writing a letter to the press explaining that they had 

decided to ‘dispose of duplicates and other items not suitable for a National Collection’ and 

that these were not of ‘especial rarity’.971 The decision had been further exacerbated by lack 

of storage space and insurance costs particularly as there had been a major relocation of art 

works to tunnels at Lindsay Park, Angaston, for protection during the war.   

 
 The 1943 list totalled four hundred and seventy two objects of which sixty eight were 

Japanese ceramics and cloisonné, and five metal wares.972 The Way Bequest was most 

heavily targeted with 40 Japanese objects. On the list were objects which appear to have 

been mentioned in the correspondence between Way, Gill and the Customs Department: a 

‘carved wood figure, man with long beard’ (AA21) possibly the Ainu carving, four vases 

decorated with ‘dragon in full relief’ (C921, 922,943,944), a ‘pearl and ivory’ screen (F18) 

and cloisonné plaques which may have been purchased from Namikawa Yasuyuki. Three 

                                                 

 
968

 Ibid, 12 October 1943. 
969

 £760 was realised and invested in War Loan and set aside for purchases for the Applied Art section: The 
Annual Report of the Art Gallery Board of South Australia, 12 September 1944.  
970

 Letter dated October 22; National Gallery of South Australia Board Minutes, 9 November 1943. The sum of 
£870 was mentioned in the minutes as the amount raised. 
971

 National Gallery of South Australia Board Minutes, 9 November 1943. 
972

 These numbers are based on descriptions provided by the de-accession lists where objects have been 
identified as Japanese. There may be many more concealed within the list. 
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ivories, netsuke, Man with water bottle (sake flask) (AA188)(fig. 169a), okimono, Three 

monkeys playing go (AA200) (fig. 169b) and netsuke, Sennin or  ‘standing figure, man with 

broom’ (AA231) as well as one bronze ornament Crab (AA270) (fig. 134a)  were reprieved 

and withdrawn from the list.973  

     

Fig. 165a-b    
Netsuke, Man with water bottle (sake flask), AA188   Okimono, Three monkeys playing go, AA200 
Bequest of Sir Samuel Way 1916 
 

 

Other Japanese objects were selected for de-accession from the 1904 ceramics purchase 

including a cloisonné vase (C316) which had been bought from the Melbourne dealer Frank 

Godden of Collins Street for £4-10-0. Ceramics were sold from the Lea and Crabb bequests 

as well as five pieces of cloisonné ware and a ‘metal vase’ from the Milne bequest.   

 

As has been demonstrated in Chapter 3.3, the best pieces purchased in 1904 had come not 

through the British dealers Kepple and Franck but locally from Frank Godden from whom 

one cloisonné (C316) was sold. Five pieces of cloisonné were sold from the Bequest of Mr 

and Mrs William Milne.  Vase (C720), pigeon on tree trunk with foliage and flowers in purple 

                                                 

 
973

 There is no indication why: National Gallery of South Australia Board Minutes, 9 November 1943. 
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greys on a rich blue black ground,  Height  15 ½ ins, £3 sold 9-11-43 sounds very similar to 

the existing AGSA vase (C 724) (fig.115) recently attributed to the Andō J bei workshop.974 

 
Politically this de-accession caused controversy at the time. Given the Director’s minuted 

reference to the lack of curatorial expertise in ceramics, including Japanese applied arts, it is 

all the more concerning that many objects left the collection guided by ignorance.  In the 

circumstance of Japanese objects in particular, such de-accession raises the spectre of 

whether the Pacific War precipitated the disproportionate demise of Japanese objects in the 

collection. The purchases in 1940 and 1942 of the prints and scrolls from the Custance 

collection would however obviate that assertion. It would appear that in 1943 there was 

wide-scale de-accessioning in Australian museums. 

 

Mc Cubbin justified the de-accessioning in Adelaide due to storage overcrowding and a 

reassessment of the ‘authenticity’ of objects. Daryl Lindsay, Director of  the National Gallery 

of Victoria de-accessioned over seven hundred  sculptural and decorative art works 

including Japanese and Chinese objects, on the grounds of their ‘universal or world-

accepted standard’.975 In Melbourne and Adelaide the auction sales were advertised under 

the names of the two respective galleries, a marketing ploy which served to heighten public 

controversy and unease. 

 

In 1962 there was another de-accession of the ceramic collection at the National Gallery of 

South Australia.  This time the selection was left to the Assistant Director and Keeper of 

                                                 

 
974

 Description taken from the AGSA Ceramic Accession Register: See Appendix 14. 
975

  Thomas, Benjamin Keir Daryl Lindsay:  A Vision for Australian Art Ph.D. thesis, University of Melbourne 
2008 p. 295 
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Prints, Mr R.G. Appleyard and Sir Edward Morgan, a Board Member with a particular 

interest in the applied arts.976 The auction, held on 13 December 1962, realised £871 nett, 

and unlike the earlier auction of 1943, the Board decided against auctioning the 354 objects 

under the name of the Gallery and disposed of them more discreetly.977 (Appendix 20 B-C) 

 
Of the 1904 Japanese ceramic purchased from S.M. Franck, another five were de-

accessioned in 1962. Three were identified in the Ceramics Accession Record as produced in 

Ki-seto, Hizen and Kaga. Sir Samuel Way’s Bequest was further pruned of thirty-four 

Japanese objects: a four-fold screen (F2), fourteen ‘Japanese plaques’ which again may have 

included cloisonné purchased at Namikawa Yasuyuki’s and Arita ware, the rest were mainly 

porcelain vases some of which were described as ‘chipped’ or ‘broken’.978              

 
In mid-1963 there was another miscellaneous de-accession in which ten Japanese objects 

mainly metal ware and three ‘wall panels’ from the Way bequest, as well as a bronze vase 

from the Milne bequest, left the collection.979   

 

Conclusion 

In these first six decades of the National Art Gallery of South Australia’s collection, there 

were no acquisitions of the Japanese ‘fine’ arts of painted screens, calligraphy or sculpture 

apart from Samuels Way’s J  c  men Kannon. 980  

 

                                                 

 
976

 National Gallery of South Australia Board Minutes, Monday 29 October 1962. 
977

 Ibid, 19 November 1962. 
978

 Ibid, 12 October 1943. 
979

 Ibid, 20 May 1963. 
980

 AGSA acquired its first calligraphy in 2003. 
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Private collectors and museum curators predictably selected ceramics, metalware and 

objets d’art decorated naturalistically with flowers, landscapes, animals and ‘beautiful 

women’.  Japanese technology and virtuosity were highly prized but subject to the fickleness 

of fashion.  Cloisonné, which had captured public attention in the nineteenth-century print 

media and at exhibitions, fell victim to de-accession in 1943 and 1962, presumably because 

it had gone out of fashion.  

 
Despite the plethora of authoritative publications on the applied arts, as evidenced by 

private libraries such as Samuel Way’s, rigorous study or understanding of Japanese 

aesthetics was generally lacking. This may well have been the enduring legacy of Rutherford 

Alcock’s well publicised views promoting the excellence of the ‘mechanical arts’ while 

decrying Japanese painting with its figurative forms ‘dancing in mid-air without ground to 

rest on’.981  

 

In the period following 1904, the Gallery relied wholly on the generosity of the citizens of 

South Australia to give momentum to a Japanese art collection which by 1940-42 numbered 

approximately 400 objects and prints.  All were overwhelmingly of the Meiji era, produced 

as part of Japan’s concerted efforts to prove their bunmei kaika. South Australian collectors 

were eager recipients and promoters of the art products of Japan’s modernisation despite 

limited understanding about the authenticity of the objects.  This was not, however, so 

different from the circumstances of other colonial and international collectors.  

 

                                                 

 
981

 Alcock, The Capital of the Tycoon, vol.1 p. 224; The only text on Japan in the South Australian Institute’s 
meagre library in 1879 was Alcock’s Art and Art Industries in Japan in which he expressed similar views: ‘While 
the Japanese are dead to any sense of beauty in the human form—they idealise nothing human and depict all 
life in its grotesque, humorous deformed aspects’ p. 262; Young, Appendix 8, p. 514. 
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The final section of this thesis will survey collections created elsewhere in Australia and New 

Zealand to gauge the extent to which the South Australian pattern of collecting was being 

replicated, or whether other private citizens or museum curators valued and defined 

Japanese art differently.  
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Part 4 Australia & New Zealand:  A Survey of Collections  
 

The circumstances of the formation of the South Australian Japanese art collection provide 

the basis for a comparison with the development of other colonial collections and collectors 

in Australia and New Zealand. Such an historical survey of acquisitions considers curatorial 

expertise, methods of acquisition and the idiosyncratic interests and tastes of collectors 

within other colonial artistic environments.  

 

Ron Radford in documenting the generous Thomas Elder Bequest in 1897, and its impact on 

the development of the AGSA collection, commented:  ‘Great public collections are most 

often the result of a great private benefaction combined with astute curatorial advice’. 982 

As late nineteenth-century colonial South Australia was turning the corner to Federation, 

the National Art Gallery of South Australia enjoyed both private benefaction and an 

enlightened curator in the form of Harry Pelling Gill who, upon receipt of the Elder Bequest 

of £25,000, was at the helm of the richest gallery in Australia.983 The ‘windfall’, reported in 

Britain in The Studio magazine, was supplemented by the Morgan Thomas Bequest in 

1903.984 

 

Gill further enjoyed the benefits of working in conjunction with a Fine Arts Committee 

whose members played a role in locating and organising acquisitions for the gallery. George 

                                                           
982

 Ron Radford, Director of the Art Gallery of SA 1991-2004; Radford, R.  Story of the Elder Bequest, Art Gallery 
of South Australia, Adelaide, 2000  p. 8. 
983

 Sir Thomas Elder died 6 March 1897. In 1874 Elder endowed the University of Adelaide with £20,000, his 
subsequent endowments totalled £100,000 pounds.   
984

 The article was initialled J.L., probably Joshua Lake: Lake, Joshua ‘Studio-Talk’ , The Studio, vol.14-15, 
October 15 1898, pp. 49, 50; The Morgan Thomas Bequest of £65,000 was divided equally between the Public 
Library, Museum and Art Gallery. 
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Brookman facilitated the ceramic purchases in 1904 and Sir Samuel Way as President of the 

Public Library, Museum, and Art Gallery Board supported Gill in his endeavours to create 

Australian and international collections. The climate of philanthropy and civic engagement 

that prevailed in South Australia together with Gill’s training and practice of the South 

Kensington teaching principles made Gill, according to Angus Trumble, ‘the most able and 

successful curator of a public art museum in the Australasian  colonies during the decades at 

either side of federation …  Gill’s progressive ideas about the collecting and display of works 

of art were sufficiently unusual to make him the most forward-looking curator in Australasia, 

and the Art Gallery of South Australia the most progressive of her fledgling British colonial 

art institutions’.985   

 

Considering that Gill’s contemporaries and fellow directors in the larger and more powerful 

colonies of New South Wales and Victoria were respectively Eliezer Montefiore (1895-1905) 

and Lindsay Bernard Hall (1891-1935), these are strong words of praise.  In the case of 

Japanese art acquisitions, however, the National Galleries of New South Wales and Victoria 

had already acquired Japanese objects well before Gill’s 1904 acquisitions.  

 

They had done so without the benefaction of a private citizen. Although curatorial 

leadership and benefaction are pivotal factors in the development of collections of any kind, 

so too are extraneous opportunities which serendipitously present themselves such as the 

Japanese Commissioners’ gift to New South Wales in 1880. 

 

                                                           
985

 Trumble, Angus The Story of the Elder Bequest  p. 44. 
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This section specifically surveys and contrasts the formation of other Australian and New 

Zealand collections and collectors of Japanese art under the rubric of three factors: 

curatorial leadership, benefaction and fortuitous external factors.   The collection surveys do 

not set out to be as comprehensive as that of the Art Gallery of South Australia, the 

principal focus of this thesis, but rather to determine patterns of tastes elsewhere in the 

colonies. In some instances, the collections in whole or part have not been catalogued and 

hence their appraisal is cursory.986 

 

Gill and the Fine Arts Committee of the Public Library, Museum and Art Gallery of South 

Australia looked eastwards to the collections of the larger rival colonies. In terms of 

Japanese art acquisitions, however, Western Australia preceded South Australia. The 

leadership of Bernard Woodward (1846-1916) at the Western Australian Museum and Art 

Gallery provides a contrast to Gill’s curatorship.  

 

4.1 Curatorial Leadership:  Western Australia    
 

Like South Australia, colonial Western Australia was envisaged to be ‘convict free’ but had 

been forced by circumstances to import convicts from Van Diemen’s Land due to the paucity 

of workers. Its first viable colony, the Swan River Colony around Perth and Fremantle, was 

formally inhabited by colonists in 1829, some seven years earlier than South Australia. 987  

The Swan River Colony was established under the leadership of Western Australia’s 

                                                           
986

 Access to the objects has been limited. I have relied on archival materials which indicate more research and 
contact with objects in some collections should be carried out.  
987

 Though settled earlier than South Australia, Western Australia was not self-governing until 1890. 
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founding Lieutenant Governor James Stirling (1791-1865) who was responsible for officially 

renaming the colony Western Australia in 1832, and was its Governor from 1832-39.  

 

Stirling provides a topical link between Western Australia and Japan. Subsequent to his 

governorship, he served in Japan where, in Nagasaki and on his own initiative, he negotiated 

the first Anglo-Japan Treaty in 1854 with the Tokugawa Bakufu. This event was reported in 

the local Perth Gazette.988 Specific awareness of Japan was probably first kindled in the 

Western Australian colony in November 1874 when a Japanese acrobatic troupe arrived 

some six years after the Tycoon and Dragon troupes had performed in South Australia. The 

Kyoto troupe performed in Perth and regional centres, having arrived not on tour from the 

other Australian colonies but direct from Batavia (Jakarta).  It does not appear to have 

travelled elsewhere in Australia.989 

 

The first display of Japanese art objects in Western Australia was in the 1881 Perth 

International Exhibition organised as a private venture by Jules Joubert and Richard Ernest 

Nowell Twopeny.990 F.A. Singleton, who set up the Japanese Court at the 1881 Adelaide 

Exhibition of the Arts and Industries of All Nations, also displayed at the Perth Exhibition. 

The West Australian reviewing the Japanese Court reiterated the universal praise of the 

Japanese applied arts in which ‘nothing comes amiss to their skilful fingers’ especially inlaid 

wood and ‘enamel wares’.991  

                                                           
988

 ‘Japan’, Perth Gazette and Independent Journal of Politics and News, 29 December 1854, p.3 
989

 Jones, Noreen Number 2 Home: A Story of Japanese Pioneers in Australia, Fremantle Arts Centre Press, 
Western Australia, 2002,   p. 24.   
990

 Joubert and Twopeny organised the Adelaide Exhibition (July- September) 1881 and the Perth Exhibition (21 
November 1881 - 3 January 1882).  
991

 ‘The Japanese Court’, The West Australian, 22 November 1881,  p. 5.  
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Western Australia attracted a comparatively large number of Japanese immigrants, mainly 

pearl divers from Wakayama prefecture, who began to arrive in Broome from the 1880s.992 

By 1901 there were small communities of Japanese living in the pearling and mining centres 

of Broome, Derby, Marble Bar, Roeburne, Cossack, Cue, Kalgoorlie and Geraldton.993 By the 

1901 census, 209 women of Japanese descent were living in Western Australia, many of 

them Karayuki or prostitutes from Nagasaki or Kumamoto.994 The presence of Japanese in 

Western Australia seems to have had no direct impact on the awareness or appreciation of 

things Japanese amongst the colonial population, let alone Japanese art.  

 

Compared to the other Australian colonies to its east, Western Australia was slow to 

respond to the public display of art in general. It has been suggested that this may have 

been symptomatic of cultural malaise stemming from its delayed self-government until 

1890, due to its small population and poor economic circumstances.995 The combined 

Western Australian Museum and Art Gallery opened in 1895.996  

 

 

 

 

                                                           
992

 It is problematic to ascertain the year of the first Japanese arrival in Western Australia but Jones suggests it 
may have been as early as 1879:  Jones,  p. 24; Some sources, confusing Chinese and Japanese, suggest the 
1850s which as we have seen in Part 2 was impossible. 
993

 Eighty percent of Japanese in Australia at that time were working in Queensland, Thursday Island or 
Western Australia. 
994

 Jones. pp 52-55; Karayuki means ‘bound for overseas’. 
995

 It was not pro-active in colonial or international exhibitions either: See Summers, Lise ‘Hidden Treasure 
Exhibiting Western Australia 1860-90’  in Darian-Smith, Kate & Monash University ePress Seize the Day: 
Exhibitions, Australia and the World,  Monash University ePress, Clayton, Victoria 2008, pp. 05.1-05.15. 
996

 They did not become separate entities until 1959 when the art gallery became the Art Gallery of Western 
Australia. 
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The Western Australian Museum and Art Gallery   (See Appendix 21) 

The inaugural curator, Bernard Woodward (1847-1916), was a geologist who had been 

appointed curator of the Geological Museum in 1889.997 In 1895 his duties expanded to 

include the arts for which he had no formal training but was enthusiastic to learn. His 

appreciation of the arts was, typically for the times, directed towards classical Greek and 

Roman sculpture. He was responsible for acquiring the plaster casts of the Parthenon frieze 

which still adorn the upper gallery of the Beaufort Street museum.  

 

Like his South Australian counterpart, H.P. Gill, Woodward was influenced by the British Arts 

and Crafts movement. This was due, no doubt, to the calibre of the South Kensington-

trained advisers who were guiding the Art Gallery’s acquisitions. They were the British art 

experts George Clausen (1852-1944), Edward Poynter (1836-1919), Joshua Lake (1848-1908), 

the American artist and dealer Joseph Pennell (1857-1926), James Reeve (1833-1920) 

curator of the Norwich Castle Museum and the Pre-Raphaelite painter Sir James D. Linton 

(1840-1916).  

 

Several were also advising the National Art Gallery of South Australia. It was Poynter who, as 

has been previously noted in Chapter 3.2, recommended Gill’s appointment in South 

Australia. Joshua Lake acted as an agent and adviser to the National Art Gallery of South 

                                                           
997

 The Museum did not open to the public till 1891; Woodward’s father worked in the geology department of 
the British Museum; his uncle was Librarian and Keeper of Prints and Drawings of Queens Collection Windsor 
Castle: Kolenberg , Hendrik The First Fifteen Years Acquisitions to 1911, The Art Gallery of Western Australia, 
1979, p. 3. 
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Australia and was appointed General Superintendant of Fine Arts for Victoria for the 1888 

Melbourne International Centennial Exhibition.998 

 

In 1899 through Joseph Pennell, an associate of the artists Whistler, Menpes, Beardsley, 

Crane and William Morris, Aesthetic and Japoniste works on paper entered the Western 

Australian Art Gallery collection. These included pen and Ink drawings by Aubrey Beardsley, 

A Japanese Stall by Robert Frederick Blum and two etchings by Whistler. 999  The National Art 

Gallery of South Australia also bought works from Pennell in 1901. 

 

However, it is James Walter Linton (1869-1947), the son of the adviser and painter Sir James 

Linton, who is integral to the early history of the Art Gallery of Western Australia. An 

apprenticed architect in London, he moved to Western Australia in 1896, where he worked 

on the goldfields until sometime in 1898. Once in Perth, Linton joined the West Australian 

Society of Arts, of which Woodward was a member, and founded his own art school 

specialising in the Arts and Crafts. Later he became a teacher at the Perth Technical School 

where the applied arts continued to be a focus of his teaching, even though he was not 

specifically trained in metal-work and woodwork.1000  Linton lived near Bernard Woodward 

and became a close friend completing a portrait of him in 1899 (fig. 166).  

                                                           
998

 Lake also catalogued Lord Brassey’s art collection: See Chapter 3.4. 
999

 Blum, an American, spent 1890-93 in Japan. 
1000

 Linton became a part-time teacher in 1902. 



382 
 

  
Fig. 166  
James Walter R. Linton 
Portrait of Bernard Woodward, 1899 
Art Gallery of Western Australia 
 
 

Woodward, by then appointed the Director of the Western Australian Museum and Art 

Gallery, was strongly swayed by the arts and crafts movement with Linton as its local 

spokesperson.1001 As with other colonial and international museums, the nexus between 

Japanese art and the arts and crafts movement in its various national and international 

guises prevailed in Western Australia. This motivated Woodward to investigate the 

acquisition of a ‘small representative set of specimens illustrative of the Arts and Crafts of 

Japan’.1002            (See Appendix 21A) 

 

Archival papers obtained from the Tokyo National Museum by AGWA in 1997 serve to 

illustrate the processes undertaken by Woodward to make purchases and exchanges. 1003  

With the support of the Japanese Consul Secretary in Sydney, Aiba Tsuneji and the Consul-

General Eitaki Hisakichi, Woodward made contact with the Tokyo Imperial Museum to 

                                                           
1001

 Woodward was appointed Director in 1897: Crawford, Ian M. 'Woodward, Bernard Henry (1846–1916)', 
Australian Dictionary of Biography, National Centre of Biography, Australian National University, 
http://adb.anu.edu.au/biography/woodward-bernard-henry-9182/text16215     Accessed 12 July 2011. 
1002

 Letter from Woodward to Japanese Consulate, Sydney: Tokyo Imperial Museum Archival Papers no. 2-6. 
1003

 Bell, Ila  Interpreting Japan in Australia 1870s-1970s: Architecture and Design, p. 105. 
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negotiate acquisitions.1004 In a letter dated 19 September 1901, he suggested that Aiba 

place an offer to the Japanese government of ‘specimens of marsupials, birds and reptiles’...  

‘in exchange for specimens of Japanese metal-work, porcelain, wood-carving, paintings 

etc’.1005  

 

Exchange was an accepted method of gaining acquisitions in Natural History Museums 

which was Woodward’s familiar working environment. Frederick Waterhouse, Curator at 

the Museum of South Australia from 1860-1882 had, for example, arranged exchanges with 

German and Japanese museums as well as donated objects to host countries after 

international exhibitions.1006  Woodward clearly preferred the mechanisms of exchange but 

ends the letter proposing to purchase if exchange was not possible. 

 

 In fact, Woodward paid for all the objects received except for two ceramics, a Kutani dish 

‘with plum flowers, birds, bamboo’ and a Satsuma bowl with ‘chrysanthemums, plum 

flowers’, which the Tokyo Imperial Museum donated.1007 Correspondence indicates that 

while the Director of the Tokyo Imperial Museum, Mr Kubota played a role in organising the 

acquisitions, the Director of the Kyoto Imperial Museum, Mr Morimoto, was also 

involved.1008 
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 Eitaki was Consul General from 1898-1903. From Sydney, Aiba Tsuneji was posted to U.S.A. where he was 
involved with the 1904 Lewis and Clark Centennial Exposition in Portland, Oregon as Japanese Vice-Consul: 
Rydell, Robert W. All the World's a Fair: Visions of Empire at American International Expositions, 1876-1916. 
University of Chicago Press, Chicago 1984,  p. 284. 
1005

 Tokyo Imperial Museum Archival Papers, no. 2-6:  See Appendix 21A. 
1006

 Hale, Herbert M. The First Hundred Years of the South Australian Museum 1856-1956, South Australian 
Museum, Adelaide, 1956,  pp. 17-18, 21. 
1007
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  Tokyo Imperial Museum Archival Papers, no. 2-50 (Japanese). 



384 
 

 

There were two deliveries from Japan, the first in 1902 and again in 1903.1009 The earlier 

delivery comprised of ten ivory okimono, mainly figures depicting Japanese carrying out 

daily routines like gardening or woodcutting. Exceptionally, for any Australian collection at 

that time, there were thirty one wood-cut prints as well as four paintings by Hokusai, and 

the Kanō and Tosa schools.1010   

 

The painting of chrysanthemums by Hokusai is described as ‘round shaped’. This may be the 

design for an unmounted fan.  The other three paintings are hanging scrolls kakemono of a 

landscape by the eighteenth century artist Kanō Rinkei, Maple trees by the early nineteenth 

century artist Yokoyama Kiyodera and ‘The God, Aridoshi Myojin demanding that the Heian 

period poet Ki no Tsurayuki compose a poem’ by Tosa Mitsutada.1011 The paintings date from 

between the early eighteenth century to the first half of the nineteenth century.1012  

 

The thirty-one prints were by the mid-nineteenth century Utagawa School of artists: 

Toyokuni 2 (also known as Kunisada) (19), Kuniteru (1), Yoshiiku (1), Sadahide (2), Kunichika 

(1), Kuniyoshi (5), Yoshikazu (1) and Hōgyoku (1).1013 Many were the same early Meiji era 

artists acquired by John Daniel Custance in the late 1870s in Japan, and purchased by the 

National Gallery of South Australia in 1940. Unlike Custance’s preference for musha-e battle 

scenes and Yokohama-e depictions of foreigners, the subject matter of the Western 
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 Not all papers in the Tokyo Imperial Museum Archival Papers provide dates so I rely on AGWA catalogued 
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Australian prints was mainly bijin, beautiful women in domestic settings playing games, or 

engaged in cultural pursuits such as attending the theatre or the cultivation of silk-worms.  

 

Chosen specifically for a Western museum, the prints offer an interesting comment on the 

selection criteria exercised by Japanese personnel presumably aiming to satisfy Western 

tastes. Works by artists like Kuniyoshi famous for his warrior prints, or by Sadahide or 

Kunichika who were creating images of modern Japan, were ignored in favour of 

representations of nostalgic and feminine Japan as in Kunisada’s The Poetess - Ono no 

Komachi (fig. 167).  

 

                                  

Fig. 167                  Fig. 168 
Utagawa Kunisada 1786-1864                Inrō with 5 compartments, lacquered wood with 
The Poetess - Ono no Komachi                 takamakie decoration  
Purchased from the Imperial Museum Tokyo 1902                  Purchased from the Imperial Museum Tokyo 1903                     
Art Gallery of Western Australia             
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In June 1903 the shipping firm Nippon Yusen Kaisha delivered to the Consul General in 

Sydney two cases containing 15 ceramics, 3 cloisonné, 6 bronze works, a gong (which 

Woodward had specifically requested), a gold lacquered tray by Akatsuka Jitoku (1871-1936) 

who much later in 1930 was admitted to the ranks of Teishitsu Gigeiin, and tsuba by Yokoya 

Somin (1733-1792) and Iwamoto Konkan (1800-1858).1014 Two lacquered inrō (fig. 168) and 

six ivory and wood netsuke may have also been included in this shipment.1015      

 

Apart from the four paintings and the two signed tsuba, most objects dispatched by the 

Tokyo Imperial Museum were contemporary to the Meiji era. The ceramics reflected the 

main production centres of Kyoto, Seto, Arita, Kutani and Satsuma while the cloisonné 

pieces came from Shippō-chō, Nagoya. All were invariably decorated with flowers which by 

1903 were stereotypically associated with Japan: peony, wisteria, maple leaves, cherry 

blossoms, plum and bamboo. One vase with cherry flowers and stand (no. 7) was from Seto 

and cost 12 yen (fig. 169). There were also dishes, incense containers koro (nos. 8, 14), a 

figurine of a Japanese woman (no. 12) as well as a sencha tea set with pot, water container 

and five cups(no.6).       (See Appendix 21B) 
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 The collection has not been sighted; Woodward acknowledged receipt in a letter dated 5 August 1903: 
Tokyo Imperial Museum Archival Papers, 2-121; The 2 cases took up 16 cubic feet and were shipped on the 
Kumano Maru: no. 2-107. 
1015

 These do not appear in the Imperial Museum archival papers but are listed as acquired in 1903 in 
Kolenberg, The First Fifteen Years Acquisitions to 1911, p. 27. 
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Fig. 169 
Seto vase, porcelain with underglaze painting and partial tenmoku glaze 
Purchased from the Imperial Museum Tokyo 1903 
Art Gallery of Western Australia 
 
 

In addition to brief descriptions of items and locations of production, the Tokyo Imperial 

Museum Archival Papers contain details of prices. Not all final costs can be accounted for 

but all the ceramics cost 58 yen 10 sen; paintings, lacquer and sword guards 193 yen 91 sen; 

bronzes 163 yen 10 sen and cloisonné 35 yen: total 449 yen approximately (£46).1016 The 

prints and ivories were selected with a cost budgeted by the Imperial Museum at 100 yen 

and 70 yen respectively (£15 total approximately).1017 It is impossible to make comparisons, 

but for its diverse collection of decorative arts, prints and paintings, Western Australia 

expended a total of £61. Two years later in 1904, the South Australian Gallery’s purchase in 

Britain of 35 Japanese and 70 Chinese ceramics cost £272. 
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  There were 100 sen to a yen; In the early 1900s, the value of I yen was 49.2 US cents; $4.87US = £1 
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The role played by the Tokyo Imperial Museum in the Western Australian purchases is 

exceptional to the formation of collections in Australian art museums. As was outlined in 

Part 2, under the umbrella of the Industrial Bureau Kangyōryō, the Tokyo Imperial Museum 

was aligned to the production and supply of arts and crafts for Exhibitions. Acting as the 

intermediary for international museums that wished to acquire Japanese items was not new 

or strange. As early as 1875, museum personnel selected a specimen collection of ceramics 

for the South Kensington Museum which was displayed at the 1876 Philadelphia Exhibition.  

 

 It would appear that the Tokyo Imperial Museum outsourced all or part of the procurement 

of objects. A receipt amongst the Tokyo Imperial Museum archival papers indicates that 

some pieces were arranged through the services of an agent, Nishimoto Masajirō of the 

Teramachi district, Kyoto.1018   

 

The items selected for the Western Australia Gallery display an aesthetic uniformity which 

would have been guided by the Imperial Museum.  The prevalence of images of ‘beautiful 

women’, Nature, and the ‘queer and quaint’, conform to Japanese stereotypes of Western 

tastes. In effect, the same formula which shaped Japan’s attendance and displays at 

international exhibitions, shaped the early Western Australian collection.  

 

The Japanese acquisitions by the Western Australian Art Gallery were part of Woodward’s 

clear intent to gather specimens of international arts and crafts to inform the teaching of 

local arts and crafts, yet curiously and ‘disappointingly, no Australian craft or design works 
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were acquired in this early period’.1019 As the AGWA Curator Robert Bell noted, not even 

decorative work by Linton was purchased at the time.  

 

In the early 1900s Woodward was collecting examples of arts and crafts from Britain and 

Europe as well as Ceylonese and Indian metal wares (1897), a Burmese bracelet (1900), and 

between 1902 and 1910, an assortment of Persian, Thai and Tibetan metal wares.1020 The 

inclusion of Japanese prints and paintings amongst the 1902-03 purchases lifted the scope 

of the Western Australian collection beyond other Australasian museum collections at that 

time. 

 

In 1904 Woodward communicated again with the Director of the Tokyo Imperial Museum 

formally and informally. In an informal hand written note he congratulated Japan, engaged 

in war with Russia, on its success ‘in this terrible war forced upon you by Russian greed’.1021 

Formally, he thanked the Director for the trouble taken to send ‘the beautiful collection of 

Japanese arts and crafts’ suggesting that he would request more once ‘additional galleries 

are added to this Museum’. In gratitude Woodward sent to the Imperial Museum a pair of 

Ant-eaters, a pair of Honey-eaters as well as a pair of Wren. He further offered  ‘foetal 

marsupials’ as ‘I see that your countrymen are now leading the way in Embryological 

research as well as in all the chief arts of civilisation’.1022 Woodward, perhaps unknowingly, 

captured in this closing statement the measure of success of Japan’s bunmei kaika in far-

flung Western Australia. 
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The range of items received from Japan in 1902-03, as well as other donations and 

purchases until 1907, made the AGWA collection one of the largest and most 

comprehensive of all the early twentieth century Australian museum collections of Japanese 

objects. It was larger than the ceramics, metal-ware and assorted goods donated to the Art 

Gallery of New South Wales and the Technology (Powerhouse) Museum from the 1879 

exhibition and certainly exceeded the 35 Japanese ceramics purchased on behalf of the 

National Gallery of South Australia in 1904. Between 1902-1907 over 100 Japanese objects 

and colour woodcut prints were acquired by the Art Gallery of Western Australia. This active 

period of collecting was, however, followed by a long period of inactivity from the end of 

Woodward’s directorship in 1915, when the Art Gallery was subsumed by the Public Library, 

through to the 1970s.1023  

 

Under Woodward’s directorship (1897-1915), AGWA enjoyed entrepreneurial leadership 

and a vision to connect with the world under the aegis of the Arts and Crafts Movement.1024 

What AGWA lacked however, was sustained government funding or major private 

benefaction. The power of the latter to shape public collections can be illustrated by 

considering several private collectors in New Zealand and the munificence of the Felton 

Bequest in Victoria.  
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4.2 Benefaction:  New Zealand and Victoria     
 

It is an observable feature of nascent nineteenth-century collections in Australia and New 

Zealand that benefaction by private citizens proved to be a far greater stimulus to the 

growth of public collections than curatorial leadership alone. Private benefaction accounts 

for the idiosyncratic nature of collections and irregular growth spurts as can be seen in the 

development of the South Australian collection of Japanese art.  

 

As was noted amongst international collections in Part 1, collectors or benefactors who 

passed their collections onto public institutions substantially preserved their collecting 

legacy unless they were extraordinarily wealthy, and could afford their own museums. 

Private collections reflected the tastes and proclivities of the times of their formation. In 

South Australia, Sir Samuel Way was a nineteenth-century collector in the broadest sense 

amassing books, art, plants and exotic birds. Another collector of Way’s ilk and ‘Man of 

Empire’ was New Zealand’s Governor, Sir George Grey (1812-98). 

   

Grey had been Governor of South Australia (1841-45) prior to Way’s arrival in Adelaide. He 

was also Governor of Cape Colony in South Africa (1854-1861) and of New Zealand for two 

terms (1845-53 and 1861-68).  As Way’s book collections formed the substantial beginnings 

of the Barr Smith Library at the University of Adelaide, so too Grey left the legacies of his 

book collections to the British Museum and libraries in Cape Town and Auckland.  

 



392 
 

Grey was interested in art and is known to have collected European paintings and drawings 

and Chinese ceramics, but his real passions lay in philology and natural history.1025 In 1887 

he donated over 14,000 books and manuscripts to the city of Auckland. Included in his gift 

and of interest to Japanese art, was a collection of fifty ukiyo-e printed books which Grey 

received in 1881. This small collection of Meiji era publications merits further study.1026   

 

His gift of Japanese books is significant because the book, as a Japanese art form, was 

missing from collections being created in Australia at this time.1027 The books in his 

collection depict a range of genres from representations of Japan’s modernity, traditional 

stories and art manuals.1028  The identified book illustrators in Grey’s collection are well 

known print artists: Kunisada (1786-1865), Kunisada II (1823-1880), Chikanobu (1838-1912), 

Sadahide (1807-1878), Hiroshige III (1842-1894) and Hokusai (1760-1849).  

 

Grey, fascinated with languages and the international print media, received most of these 

books from San Francisco in 1881. The sender of thirty books was Robert James Creighton 

(1835-1893) who had been a politician and newspaper editor in Auckland and who had 

moved to San Francisco as an agent for the New Zealand government.1029 The other twenty 

books were obtained through ‘Mr Hunt, a merchant of Japan’.1030  

 

                                                           
1025

 He documented the Maori languages and donated 57 art works to the Auckland Art Gallery.   
1026

 It is uncatalogued in the Auckland City Library. 
1027

 There was a brief mention of books offered for sale at the Smedley auction in 1877: Chapter 1.5. 
1028

 These descriptions reflect cursory first hand observations. The collection requires further formal research.  
1029

 The Cyclopedia of New Zealand  Auckland Provincial District,  published 1902: 
http://www.nzetc.org/tm/scholarly/tei-Cyc02Cycl-t1-body1-d1-d10-d24.html  Accessed 6 September 2010. 
1030

 Bell, David ‘Ukiyoe in New Zealand’,  New Zealand Journal of Asian Studies vol. 10, issue 1, 2008, pp. 28-53,  
citing Kerr, Donald Jackson, Amassing Treasures for All Times: Sir George Grey, Colonial Bookman and Collector 
New Castle, Delaware: Oak Knoll Press, Dunedin, New Zealand: Otago University Press 2006 p. 245. 

http://www.nzetc.org/tm/scholarly/tei-Cyc02Cycl-t1-body1-d1-d10-d24.html
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The contents of the collection present an intriguing mix of instructions on social etiquette 

and filial piety, traditional stories, illustrations of Meiji industries and drawing manuals. 

There are six sets of triptych books.1031 One set is illustrated by Yōshū Chikanobu (1838-

1912) (fig. 170a). Another set is signed Baidō Kunimasa (1823-1880) also known as 

Kunimasa III or Kunisada II (fig.170b) and published by Yorozuya Magobei of Tokyo.1032 

Kunimasa’s triptych books are dated Meiji 13 (1880) February 2, just a year prior to Grey 

receiving them. Another set dated Meiji 11(1878) is illustrated by Morikawa Chikashige who 

was active 1869-82.1033  

 

Typical of Meiji era publishing, the colours are bright aniline inks. The format of the triptych 

books is chūhon size (8 x 10 inches approximately). They are bound in the fukuro-toji 

‘bound-pocket book’ style which would intrigue book collectors like Governor Grey. 

 

                                                           
1031

 It has been difficult to classify these books; they may be yomihon or gōkan. Thanks to Mayumi Shinozaki  at 
the National Library of Australia for information. 
1032

 This publisher’s shop in Nihonbashi was named Kin’eidō, he was also publisher to Kunisada: Newland, Amy 
Reigle & Davis, Julie Nelson, ed. The Hotei Encyclopedia of Japanese Woodblock Prints Hotei Publishing, 
Amsterdam 2005, p. 509. 
1033

 Ibid p. 497. 
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Fig. 170a   Yōshū Chikanobu (1838-1912) 
Fig. 170b   Baidō Kunimasa (1823-1880) 
                    Auckland City Library 
 
 

The book, Images of Great Japanese industries (fig.171a-b) by Hiroshige III, a chronicler of 

Meiji modernisation, celebrates the achievements of bunmei kaika. It illustrates for example, 

the traditional whaling industry and the new industry in Hokkaido of cutting blocks of ice to 

be exported to Yokohama and Tokyo for refrigeration. As a sign of progress, the workers are 

well dressed in Western clothing.  
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Fig. 171 a-b  
Hiroshige III (1842-1894) 
Images of Great Japanese industries: whaling and ice cutting 
Auckland City Library 
 
 

There are three volumes of etehon art manuals by Sadahide (fig.172) as well as one volume 

(volume 5) of Hokusai’s books of sketches manga (fig.173a-b). Hokusai’s 15 volumes of 

manga were a source of inspiration for Japonistes, and this may have motivated Grey to 

obtain a copy. 

 

Fig. 172 Hashimoto Sadahide, 1807-1873, images from etehon art manuals  
Auckland City Library 
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Fig. 173a-b   
Katsushika Hokusai 1760-1849  
Manga vol. 5, cover and image 
Auckland City Library 

 

Whilst discussing the nature of collections in New Zealand it should be noted that another 

genre of printed materials, shunga erotic prints, was bequeathed to Otago University by Dr 

Thomas Moorland Hocken (1836-1910), who visited Japan twice between 1901 and 

1904.1034 As discussed in Chapter 1.1, the earliest known Shunga had been taken to England 

in 1613 by Captain John Saris of the English East India Company, and were confiscated and 

burned for their pornographic depictions.  A similar fate befell the Hocken collection in 

Dunedin. It was decided to burn the prints to preserve public morality and the good name of 

the University.1035 Shunga are now prized for their rarity due, no doubt, to these attitudes as 

well as their artistic qualities. There are no recorded accounts of shunga in early Australian 

private or public collections.  

                                                           
1034

 Hocken also bequeathed a library of books to Otago University which contained many volumes on Japan: 
Bell, ‘Ukiyoe in New Zealand’ New Zealand Journal of Asian Studies pp.36-37;  Japanese objects held at 
Olveston, the Theomin family home in Dunedin, attest to the fashion for things Japanese in New Zealand. 
1035

 Bell, pp. 32-33; I am indebted to David Bell for making this known to me. He makes the point that in Meiji 
era Japan shunga  were viewed as pornographic and uncivilised;  Shunga have only recently (2009) been 
allowed to be placed on public view in Japan.  
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In New Zealand, unlike Hocken’s prints in Dunedin, Otago, other collections entered public 

museums without controversy.  In addition to the aforementioned Governor Grey’s 

donation to the Auckland Library, Auckland Museum attracted donations of Japanese ivories 

and cloisonné from James Tannock Mackelvie (1824-1885) whose contributions merit 

further study.  For the purposes of this thesis, however, it is the Christchurch benefactor Sir 

Joseph Kinsey (1852-1936) who is of the greatest interest, and who provides a particular 

contrast to the Adelaide benefactor Sir Samuel Way. 

 

Sir Joseph Kinsey       

Kinsey’s largely unexplored collection at the Canterbury Museum Christchurch overlapped 

and exceeded Sir Samuel Way’s collection in Adelaide by some twenty years. It provides 

parallels in tastes and, more importantly, reveals a higher level of connoisseurship 

benefiting from the professional advice of international dealers. It is all the more satisfying 

to include Kinsey in this study as, like Way’s diaries and papers, papers in the Kinsey 

Collection document his Japanese art collecting over a fifteen year period.  

 

The name, Sir Joseph Kinsey, once loomed large in New Zealand and is now obscure.1036  

References to him are usually couched in his exploits as a shipping magnate, amateur 

photographer and as an associate of Antarctic explorers Scott, Mawson and 

Shackleworth.1037 His significance as a collector of Japanese art is little known. In 1944 his 

daughter May, passed his collection and manuscripts to the Canterbury Museum, 

                                                           
1036

  Kinsey is not even included in the New Zealand Biographical Dictionary. 
1037

  Kinsey Correspondence, letters from Douglas Mawson at University of Adelaide to and from Kinsey 9 June 
1911, 26 July 1911, 28 May 1923, 17 September 1930, 7 October 1930, 12 December 1932. 
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Christchurch. 1038 The manuscripts contain detailed descriptions of the objects bought, the 

British and local dealers and the prices paid at the height of his collecting in the period from 

1905 to 1920.  

 

Like Way, Kinsey was an eclectic collector with Persian, Turkish and Chinese objects included 

amongst his purchases. However, his collecting focus was Japanese art.  Like most collectors 

in the early twentieth-century, this was mainly the ‘applied arts’ but Kinsey also indulged in 

the more erudite ‘high’ arts of Japan, probably as a consequence of being influenced and 

informed by dealers.  

 

Kinsey was born in Britain and graduated from the Royal Naval College Greenwich where he 

was a teaching master at Dulwich College for nine years. During his formative years in the 

1850s and 60s, Kinsey would have been aware of the impact of the ‘opening’ of Japan and 

Britain’s strong naval and diplomatic presence in Japan. Having migrated to New Zealand at 

the age of twenty eight in 1880, he became a successful shipping agent. He was a 

Canterbury Commissioner for the South Seas Exhibition in Dunedin 1889-90, Consul for 

Belgium in 1898, and agent  to two of Scott’s and one of Shackleton’s polar expeditions. In 

1917 he was knighted for services to Antarctic exploration.1039  

 

                                                           
1038

 His daughter, a co-collaborator and collector of decorative arts subsequently bequeathed her collection to 
the museum as well. Kinsey’s granddaughter Victoria died in childhood in 1910.  Without heirs, the collections 
remained intact and were bequeathed to the Canterbury museum: Woodward, Joan ‘Sir Joseph Kinsey 1852-
1936’ in Art New Zealand  no. 53, 1989-90, pp. 92-95. 
1039

 Sir Joseph was attorney in Christchurch during Sir Ernest Shackleton’s Nimrod expedition. He was agent for 
several expeditions and had power of attorney for Robert Falcon Scott on whose body in the South Pole was 
found a letter addressed to Kinsey asking him to make sure Scott’s wife and son would be cared for: ‘Clifton’s 
links with the Antarctic’, The Press, 15 November 1975, p. 13.   
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By all accounts, Kinsey was a gregarious person who entertained many guests at his homes. 

His town house Warrimoo at 66 Papanui Road was visited by writers Mark Twain, George 

Bernard Shaw and Sir Arthur Conan Doyle.1040 Kinsey also entertained Herbert Ponting 

(1870-1935), the photographer accompanying Scott’s Antarctic Expedition in 1910.1041  

 

Ponting was a newspaper correspondent who was decorated by the Japanese government 

for his reports on the Russo-Japanese War 1904-05 in Manchuria. After extensive travel 

throughout Japan, he wrote In Lotus Land Japan published the year he was Kinsey’s guest in 

Christchurch. 1042 A chapter on The Artist-Craftsmen of Kyoto reveals his personal 

encounters including photographs, with the great artisans of the Meiji era: Namikawa 

Yasuyuki (fig 124a), Kinkōzan, Jōmi (Shomi Eisuke) and the embroiderers at Nishimura’s. 

One can imagine the conversations about their shared interests in photography and 

Japanese arts. 

 
 
 Extant photos in the Canterbury Museum records show Kinsey’s cosmopolitan life style 

entertaining Antarctic explorers at his beach house Te Hau o te Atua at 14 Kinsey Terrace, 

Sumner (fig. 174).1043  The pavings were laid with kentye lava brought back as ballast from 

Mt Erebus after Scott’s Terra Nova expedition. Unfortunately no photos have emerged 

showing interior views of his houses. 

                                                           
1040

 Photos of Kinsey with George Bernard Shaw at Warrimoo, 66 Papanui Rd 8/4/34; photo of book 
frontispiece ‘The White Company’ personally signed by Arthur Conan Doyle ‘for happy afternoon at 
Warrimoo’:  Kinsey photo collection. 
1041

 He was a member of the shore party 1910-11. 
1042

 Ponting, Herbert In Lotus-Land Japan Macmillan, London, 1910.  
1043

 Regrettably his Sumner house was bulldozed despite protests in 2005. His town house has been replaced 
by a motel. 
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Fig. 174  
Te Hau o te Atua, Clifton, Sumner, c. 1903-1913     
 J J Kinsey collection, Canterbury Museum 

 
 

His library contained thirty nine reference books relating to Japan, many with the same 

titles held in Samuel Way’s library. These were the most important references available to 

collectors and Japanologists in the late nineteenth and early twentieth century.                   

            

 His books were written by previously mentioned eminent art historians such as Siegfried 

Bing, Louis Gonse, Christopher Dresser, William Anderson, James Lord Bowes and George 

Audsley. The subject matter ranged from the fine arts of Japanese painting to the ‘applied 

arts’ and included publications about ukiyo-e prints as well as Hokusai’s manga. Of 

particular note is the inclusion of The Japan Spirit by Okakura Yoshisaburō published in 1905. 

Yoshisaburō, the younger brother of the scholar and art historian, Okakura Kakuzō (Tenshin) 

shared an interest in, and wrote about, the Japanese aesthetic.   (See Appendix 4) 

 

Kinsey possessed a catalogue of the Bowes Museum in Liverpool as well as the Illustrated 

Catalogue of Japan: Old Fine Arts Displayed at the Japan-British Exhibition 1910 published 



401 
 

by the Imperial Japanese Government Commission.1044  As has been pointed out in Chapter 

2.6, this exhibition was important for the display of privately owned works of fine art from 

leading Japanese collectors as well as from the Tokyo Imperial Museum. The exhibition 

catalogue contained 262 illustrations of works previously unseen in the West.  Its inclusion 

in Kinsey’s library is indicative of his pursuit of connoisseurship, a feature which 

distinguishes his collection from other Australasian collections.  

 

Kinsey’s Collection          (See Appendix 22)  

Sir Joseph Kinsey’s purchases of Japanese art appear to have occurred in New Zealand, 

Australia and Britain. His first recorded purchases are dated 5 December 1905 when he 

bought eight pieces of bronze, cloisonné, and Satsuma from Charles Clark, Auctioneer, Land, 

Estate and General Agent in Hereford St., Christchurch.  Other receipts show that he 

continued to buy Japanese ivory and netsuke locally, from Ballantyne’s department store in 

Christchurch and from Tyrrell’s Bookstore in Castlereigh Street, Sydney.1045   

 

Kinsey’s most valuable acquisitions were made on his extended trip to Britain in 1914 where 

he energetically sought out dealers in London, Bristol, Bath, Cambridge, Liverpool and 

Harrogate in Yorkshire. It is from one particular Japanese dealer, F. K. Miura, 7 Montpellier 

Parade Harrogate, Yorkshire, ‘Dealers in works of art & Oriental Curios, Tokio and London’, 

                                                           
1044

 Office of the Imperial Japanese Government Commission to the Japan-British Exhibition, An Illustrated 
Catalogue of Japanese Old Fine Arts Displayed at The Japan-British Exhibition London 1910, The Shimbi Shoin, 
Tokyo 1910. 
1045

 Tyrrell’s also had a shop in Gawler Place Adelaide which sold ivories. See part 3; Receipts show Kinsey 
visited Tyrrell’s at 99 Castlereigh St. Sydney 7 September 1920, and Ballantynes 29 September 1920. 
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from whom he bought the most and the best. Judging by the dates of receipts, Kinsey was 

buying on a daily basis. 1046           (See Appendix 22A) 

 

Miura was a lesser known dealer amongst international dealers like Hayashi Tadamasa in 

Paris or Yamanaka & Company in New York.1047 He cultivated Kinsey and provided him with 

written documentation of every purchase, including deciphering signatures. All of these 

details were transferred into Kinsey’s book of notes thereby compiling a wonderful record 

of an early twentieth century collection. Kinsey’s Note Book dedicates thirty pages to listing 

all of his purchases in Britain.1048  

 

The handwritten receipt for purchases from Miura, dated 22 December 1914, is a good 

example of the range and quality of the objects being acquired, as well as the level of 

information provided by Miura to the client. It is noticeable however that very few dates or 

indicators of age are included in the descriptions.  A superb writing case (fig. 175), which is 

probably Edo period, is described as:  

Writing case suzuri bako- Fine black lacquer writing case decorated in takamakiye 

(raised lacquer) with the group puppies and cherry tree in bloom on the black lacquer 

ground inside pink flower in raised gold lacquer on nashiji ground, a chased brass water 

ewer (mizuire) and ink stone  £ 4. 1049  

 

                                                           
1046

 Objects were delivered to the Cairn Hydra Hotel, Harrogate from Miura and another dealer E & E K Preston, 
‘Dealers of Works of Art’ at 28 Montpellier Parade.  
1047

 Miura is briefly mentioned as Miura Kageo of Harrogate, Yorkshire: Itoh, Keiko The Japanese Community in 
pre-war Britain: from integration to disintegration, Curzon, Richmond, Surrey, 2001 p. 77. 
1048

  Catalogue and Correspondence of J J Kinsey Collection, Kinsey Note Book pp. 11-14, 19-43. Canterbury 
Museum Records. 
1049

 J J Kinsey Collection, receipt dated 22 December 1914. See Appendix 22A. 



403 
 

 

Fig. 175   
Writing box, suzuri bako depicting puppies and cherry tree, lacquer  
J. J. Kinsey Collection, Canterbury Museum 

 

Miura sold Kinsey numerous lacquer boxes and inrō and provided authoritative descriptions 

in an effort to tutor his client. He liberally interspersed Japanese technical terms within 

descriptions. This may well have been at Kinsey’s request as he was in the habit of rewriting 

Miura’s copious notes on techniques, signatures and cultural references from receipts into 

his note books. Kinsey further researched his collection using the services of Mr Goro 

Naganuma whose business card indicates that he too was in the shipping business.1050 The 

Kinsey ‘Note Book’ contains in excess of seventy pages of detailed notes and signatures on 

tsuba, fuchi and swords prepared by Naganuma.  

 
 
‘Joseph James Kinsey’ is written in katakana script on the inside front cover of the 

Notebook. Kinsey collected, but also wanted to engage with Japanese culture and art 

                                                           
1050

 Mr G. Naganuma International Shipping Co. 318 Akashi-cho, Kobe. 
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history. Oddly however, for a person working in the shipping industry, there appears to be 

no indication that Kinsey ever visited Japan. 

 
In addition to a considerable number of applied arts objects, one of the most distinctive 

aspects of Kinsey’s collection bequeathed to the Canterbury Museum was the inclusion of 

painted hanging scrolls kakemono.1051 These were purchased periodically throughout his 18 

month stay in Britain from January 1914 to mid 1915. A receipt, incorrectly dated January 

1914 (should be 1915), shows that seven scrolls were bought for £11-0-0.1052 

 
These included two paintings by Hokusai (1760-1849) described by Miura as Ferryboat-

monkey, farmer, Buddhist pilgrims, rare piece and Fishermen with net which cost £2-10-0 

each. A third scroll by Hokusai and bought separately was a painting of fish subject katsuo 

(bonita) [sic], seal means (hundred) Hokusai which cost 25 shillings (fig. 176). 1053 The smiling 

fish presents an eccentric contrast to Hokusai’s better known landscape prints.1054  

                                                           
1051

 Not all works have been photographed or catalogued. I thank Dr Richard Bullen, University of Canterbury 
for photos of fig. 178a-b.   
1052

 The total falls short by £1-10-0. This may be the joint price of ‘Oiran’ and ‘Wild geese. See Appendix 22A.  
1053

 Purchased 11 Feb 1915 Kinsey from Miura; bonita should be bonito. 
1054

 Kinsey owned at least 1 Hokusai print  ‘Mt Fuji from a Cave’ : See Bullen, Richard, Bell, David, Lummis, 
Geraldine & Payne, Rachel Pleasure and Play in Edo Japan Canterbury Museum & University of Canterbury, 
Christchurch, 2009, pp. 60-61. 
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Fig. 176      Fig. 177 
Hokusai  1760-1849    Hishikawa Moronobu 1618-1694 
Katsuo (bonita) kakemono                   Genroku Beauty  
J J Kinsey Collection, Canterbury Museum, Christchurch 
 

 

Amongst the seven scrolls were Ukiyo-e paintings Genroku beauty by Hishikawa Moronobu 

(1618-1694) purchased for £1-0-0 (fig. 177) and Oiran geisha ‘in an elaborate holiday 

costume, a very brilliant painting on silk by Hosoda Yeishi’ (Eishi) (1756-1829) (fig.178a-

b).1055  

 

                                                           
1055

 The titles of these works are as they are recorded in Kinsey’s notes. The exhibition catalogue  Pleasure and 

Play in Edo Japan has changed titles.  

 



406 
 

   

Fig. 178a    Fig. 178b 
Hosoda Eishi  1756-1829 
Oiran Geisha, and signature Chōbunsai Eishi 
Photo supplied by Dr. Richard Bullen, University of Canterbury, NZ 
 
 

Two other scrolls were Buddhist works. One, Daruma Rakayo and the other listed by Miura 

as ‘Kong Rikki - Buddhist subject, very old piece and has been kept in one of old temple, 

Kyoto (artist unknown)’.1056  For a New Zealand collector to possess such diversity of works 

from Buddhist paintings to those by renowned artists, Hokusai, Eishi and Moronobu is 

exceptional by international standards and echoes the connoisseurship of collectors  like 

Charles Freer or William Anderson.  

                                                           
1056

 Price 15 shillings: Catalogue and Correspondence of J J Kinsey Collection Series no 4 / 1 Box no. 7, 
Canterbury Museum Records. 
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For a total of £26, Kinsey acquired 7 scrolls mentioned above as well as ‘1 makimono, 6 old 

prints, 2 gold lacquer boxes and 1 cabinet’.1057 The makimono ‘hand scroll’ was described as 

‘Flowers and birds of 12 months painted in colours by famous artist Tsune-Kobu and stamp 

1718-1750’.  The ‘old’ prints were by Hokusai and Hiroshige. The explicit distinction 

between ‘new’ and ‘old’ may reflect the heightened concern by dealers and collectors about 

the devaluing of Japanese prints through reproductions from the last decades of the 

nineteenth century. 

On examination, Kinsey’s ‘fine’ art works were no more expensive than his ‘applied’ art 

purchases, indeed rather like the South Kensington Museum’s acquisitions, his most 

expensive purchase was a contemporary ‘transparent cloisonné vase and stand made by 

Hayashi of Nagoya’ for which  he paid £33.1058 One can only conclude that affordability was 

therefore not a barrier to South Australian collectors such as William Milne or Samuel Way. 

It was more a matter of perception, that according to British notions of art transplanted into 

the colonies, fine art was Western and the decorative arts accommodated Japan. Kinsey, 

collecting several decades later and with the advice of a Japanese dealer, was able to pass 

beyond those fixed attitudes.  

Kinsey kept in contact with Miura for at least fifteen years. One of the last correspondences 

was a letter from Miura in 1929 lamenting the damage done to collections in Japan by the 

Kanto earth quake in 1923 and the subsequent paucity of good works.1059 He confirms a 

                                                           
1057

 ‘Gold lacquer Letter box –fan with plum blossoms and feathers on back ground, signature of owner Tamura 
noble family in Kyoto’ and ‘Stationery cabinet – 7 views of lake Biwa in togidashi and hira-makie finish on 
mirror black foundation and silver fittings’:  4 January 1915, Canterbury Museum Records.  
1058

  See Chapter 1.7 & Appendix 22. 
1059

 Date is difficult to read: 19
th

 day/ month/ 1929. 
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trend which began in the late Meiji era that ‘Native Collectors’ were buying back from 

collections outside Japan.1060  

it is about 14 years since you were here … Those rare pieces you purchased are 
getting very scarce even in Japan and very difficult to secure genuine good old 
pieces.  
Since the Great War, many good collections have gone out of Japan to private 
collectors and state museums in America. 
Terrible earthquake destroyed good collections in Tokyo and elsewhere in Japan. 
Now owing heavy losses country treasures many Native Collectors are endeavouring 
to try to form their collections in European markets.1061 
 
 

In 1935 Sir Joseph Kinsey, together with a collector of oriental art from Auckland, Captain 

Humphrey, lent his collection to an Oriental Art Exhibition held from May 28-June 8 at 

Durham Street Gallery, Christchurch, to raise funds for the Young Womens Christian 

Association. A typed catalogue held in the Kinsey Collection lists Sir Joseph’s Japanese 

bronzes, ivories, paintings, coloured prints, large number of swords and  ‘body less 

cloisonné vases’. 1062 (Fig. 179c-d-e-f)        (See Appendix 22B) 

 

Objects listed under armour and sword furniture included 114 fuchi and kashira, 137 tsuba, 

34 kozuka, 8 Japanese swords and 1 suit of armour.  Amongst the applied arts were 75 

netsuke, 35 inrō, 22 lacquer, 6 Satsuma, 5 cloisonné and 1 bronze crab. Yet again we see the 

ubiquitous ‘bronze crab’ which appears in the Samuel Way, Tenison Woods and Cernuschi 

collections. Kinsey also displayed 61 woodcut prints in the 1935 Christchurch exhibition. 

 

                                                           
1060

 This is discussed in Chapter 2.6. See Guth, Christine Art, Tea, and Industry: Masuda Takashi and the Mitsui 
Circle Princeton University Press, Princeton, N.J., 1993. 
1061

 Catalogue and Correspondence of J J Kinsey Collection, Canterbury Museum Records.  
1062

 An article about the exhibition appeared in the journal Art in New Zealand, September 1935. 
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Across collections of the late nineteenth-early twentieth century, there are discernible 

similarities and many objects were replicated. The articulated jizai ‘crab’ is the most 

noticeable. Imari and Satsuma porcelain pieces (fig. 179a,b) could be found in all collections. 

Other specific examples in Kinsey’s collection include one small white lacquered box 

decorated with raised gold takamaki-e cranes which Samuel Way also possessed (AA410) 

(See Appendix 16) and Sarah Crabb’s netsuke ‘grazing horse’ (fig. 179e).   

 

   

  



410 
 

  

Fig.179  a-b-c-d-e-f  Imari, Satsuma, Kettles (kama), cloisonné, netsuke and inrō (and tonkotsu) from the J.J. 
Kinsey Collection, Canterbury Museum. Photo J Harris 2009. 
 

  

 

In 1944 Kinsey’s daughter divided his collection by donating the decorative arts objects, 

paintings and 250 prints to the Canterbury Museum while  the Alexander Turnbull Library, 

Wellington received Kinsey’s extensive book collection, eight bound volumes of Hokusai and 

Ikkei Shōsai  prints (active early 1870s) and 15 prints depicting the Russo-Japanese War 

1904-05.1063  

 

For the most part Kinsey continued his collection as he began it in Christchurch in 1905, 

collecting the applied arts.  His eighteen month stay in Britain afforded him opportunities to 

encounter a range of ‘high art’ items unobtainable in New Zealand or Australia. The 

connoisseurship of Kinsey’s acquisitions placed him far beyond active contemporary 

collectors in Australasia and more into the realm, admittedly on a modest scale, of American 

and European collectors.  Kinsey benefited from the direct advice of his Japanese dealer 

while Way had to rely on his library and his intuition.   

 

                                                           
1063

  Bullen, pp. 10-11; Bell, David  p. 45. 
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Both Way and Kinsey rose from modest circumstances to become ‘self-made’ men in the 

colonies. Irrespective of the medium, collecting Japanese art connected them to 

international networks. They moved beyond the provincial where they both prospered, to 

the ‘cosmopolitan’. It is remarkable that both men were able to achieve their collections in 

the comparatively obscure colonial corners of South Australia and New Zealand. 1064  

 
 

The colony of Victoria, on the other hand, was at the epicentre of the Gold Rush from the 

1850s. Its capital, ‘Marvellous Melbourne’, flowed with wealth. The National Gallery of 

Victoria (NGV) was the first public art museum in Australia having opened in 1861 some 

twenty years earlier than the National Gallery of South Australia.1065  It was also the first 

Australian museum to collect Japanese art. As the recipient of Australia’s richest 

benefaction, the Felton Bequest in 1904, the NGV surpassed the financial resources enjoyed 

by the National Gallery of South Australia and was able to augment and diversify its 

acquisitions. 

 

National Gallery of Victoria          

 Housed initially within the Public Library building in Swanston Street, the establishment of 

the Museum of Art in 1861 owed much to the energies of the architect of the 1875 

Intercolonial Exhibition and catalyst for the presence of the Japanese Court at the Exhibition, 

Sir Redmond Barry.1066  Barry’s taste for art and his vision for the art gallery were grounded 

in the classicism of the eighteenth century Enlightenment. His statement of purpose to have 
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  Kinsey died at ‘Warrimoo’, Papanui Road on 5 May 1936. Lady Kinsey died in 1941.  Both are buried in St 
Pauls Papanui Cemetery, Row H  no. 185.  
1065

 See Appendix 1 for the chronology of other museums.  
1066

 The Public Library opened 1856, evolving into the entity Public Library, Museum and National Art Gallery 
which was disbanded in 1945. The museums on the Swanston Street site from 1870 were the Industrial and 
Technological Museum, and the National Museum: La Touche Armstrong, Edmund  Book of the Public Library, 
Museums and National Gallery of Victoria; 1856-1906, Ford and Son, Melbourne 1906  pp. 25-30. 
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‘not merely a Museum for amusement but the rudimentary basis of a school of design’ 

foreshadowed the South Kensington model.1067  

 

In 1869 the Museum of Art became known as the National Gallery of Victoria. In 1870 it was 

attached to the School of Art which consisted of a School of Design and a School of 

Painting.1068 Lindsay Bernard Hall, like his South Australian contemporary H.P. Gill, fulfilled 

the dual role of Director of the Gallery and Head of the Art School.  

  

As early as 1868 the Museum of Art purchased ‘bronze and silver-inlaid dishes and Japanese 

cloisonné ware’ for £40. This may have been with a view to establishing a Museum of 

Industry and Art for which a committee had been appointed in 1867. 1069 In 1869 the 

trustees of the Melbourne Public Library and Museum organised an Exhibition of Works of 

Art, Art Treasures, and Ornamental and Decorative art using pieces already collected by the 

museum as well as calling upon the residents of Melbourne by public advertisement to lend 

works to be hung in the Great Hall of the Public Library.1070   

 

The exhibition catalogue lists the names of lenders and the objects on loan. Sir Redmond 

Barry who had attended the ground-breaking 1862 London Exhibition lent ivory objects 

from Burma, opium pipes from China, a Japanese lacquered tray and European ceramics. 

John Twycross, whom we know through the gift in 2009 to Museum Victoria of the John 

                                                           
1067

 Galbally, Ann & National Gallery of Victoria The Collections of the National Gallery of Victoria Oxford 
University Press, Melbourne 1987  p. 14 citing ‘Redmond Barry Papers’ MS8380, Box 599, envelope 21 La 
Trobe Collection State Library Victoria,  20 August 1860. 
1068

 The School of Design was under Thomas Clark; School of Painting under Eugene Von Guérard. 
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 Galbally, p. 23. 
1070

 The purpose was to raise funds for the Travelling Scholarship Fund for the Art Gallery:  La Touche 
Armstrong, p.23. 
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Twycross Melbourne Exhibitions Collection, lent nearly thirty objects mostly of Japanese 

origin. Remarkably by 1869, the second year of the Meiji Restoration, Twycross had already 

acquired Japanese pieces: 18 ivory carvings, two carved shells, seven Japanese figures, two 

enamelled vases, one bronze vase and a tortoiseshell cabinet.1071    

 

In the name of the trustees of the Melbourne Public Library, the catalogue mentions 

amongst the ‘ornamental and decorative art’, Japanese ‘tortoise shell box; highly carved 

bottle in wood; two old hermits carved in ivory and flower vase in ivory’.1072 There were also 

bronzes: one bronze monster, two statuettes of Japanese lady and gentleman, two bronze 

(inlaid with silver) vases, two bronze (inlaid with silver) bowls and two bronze teapots.1073   

These silver inlaid bronze objects may well have been those acquired the previous year for 

£40.  Only two objects accessioned in 1868 remain on the NGV data base. These are 

Tobacco box made of brass, precious stones and mother of pearl (2003-D1A) and Bottle 

made of lacquer on wood and painted gold (2005-D1A). 1074         (See Appendix 23) 

 

 In the ‘China porcelain’ section the trustees also submitted Japanese porcelain consisting of 

‘1 dish, 2 sets dishes, 2 toilet bowls, 1 water bottle, 2 water bottles, 6 cups straw covered, 6 

large cups, 6 mid. Cups’. 1075  The following year many pieces were transferred from the NGV 
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 Twycross also lent 11 oil paintings; Oriental-Japanese items 42-42d:  Melbourne Public Library Trustees & 
Museum of Art  Catalogue of the Works of Art, Art Treasures, and Ornamental and Decorative Art Exhibited by 
the Trustees of the Melbourne Public Library and Museum in March, April, May and June 1869, Mason, Firth & 
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  ibid p. 60. 
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  Information provided by Julietta Park, Assistant Curator Asian Art NGV.  
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  Melbourne Public Library Trustees & Museum of Art p.65; It is possible that  a set of 6 tea bowls’(2126 a-f-
D1A) which were accessioned in 1873 may have been acquired earlier in 1868. 
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to the newly opened Industrial and Technological Museum and records were moved thus 

making it difficult to track the objects listed in the 1869 catalogue.1076  

 
As Victoria was the host of three important exhibitions with Japanese Courts, it would seem 

likely that numerous Japanese objects may have been donated to the NGV collection or 

purchased from them. After enthusiastic reports in the Melbourne press for cloisonné on 

display at the 1875 Intercolonial Exhibition, it would appear that only two cloisonné Dishes 

on copper were acquired by the NGV (2082-D1A) and (2083–D1A).  

 

The acquisition of up to eight separate items may be attributed to the 1880 Melbourne 

International Exhibition including the previously discussed Seiji Kaisha Incense burner 

(2114.a-b-D1A) (fig. 84) and the gold and cinnabar lacquer Box (2004 a-b-D1A) (fig. 85). It is 

likely that a bronze Bowl with inlaid metals (2038-D1A) and Vase with shakudō signed 

Yoshimoto (2036-D1A), a painting on silk of Birds and peonies (2202-D1A), two Arita Dishes  

(2111-D1A & 2112-D1A) and a set of five gold-painted porcelain cups (2110a-e-D1A) remain 

in the NGV collection. These were all purchased in 1880 and 1881.  

 

After the 1888 Melbourne Centennial Exhibition in which private dealers set up a Japanese 

Court, a number of lacquer items were acquired by purchase. Some were domestic bowls 

but most were connected with armour. There were however a black and gold kodaiji-style 

Picnic set (2011a-k-D1A) with pine decorations and possibly of the Edo period, a Cosmetic 

cabinet (2012a-e-D1A) and two ivory okimono (2075A-D1A & 2075B-D1A).  
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Early Victorian Collectors 

When the Verdon Gallery opened within the Public Library in 1886, European ceramics were 

placed on view together with Japanese, Chinese, Indian and Persian objects.1077 The Gallery 

was named after Sir Samuel Way’s friend, Sir George Verdon (1834-1896) who served on the 

Fine Arts Commission at the National Gallery of Victoria from 1863 and was the Victorian 

Agent-General in London from 1868-1872.1078 It would seem very likely that Verdon 

arranged the Japanese purchases in 1868 in London.  During that time, and on return visits 

to London in 1890 and 1894, he acted on the Committee of Advice for the National 

Gallery.1079  

 

 In 1894 Verdon was commissioned to organise the purchase of specimens of ‘Ceramic Art’ 

to go into the Verdon Gallery. News of this collection reached South Australia and was the 

catalyst for the AGSA 1904 ceramic purchases arranged by Sir George Brookman on his visit 

to London.  

 

Verdon was a commissioner of the 1888 Centennial Exhibition in Melbourne and was an art 

collector in the same vein as his friend, Sir Samuel Way. The contents listed in the 1896 

auction catalogue of his estate show how eclectic he was: Lot 31 for example claimed to be 

a ‘magnificent ancient Arab sword … the blade of the time of the First Crusade - (taken to 
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 They were on view until 1937 and listed in the Cockerell Report which suggested changes to the Verdon 
Gallery hang. See Cox, Leonard B. & National Gallery of Victoria The National Gallery of Victoria, 1861 to 1968: 
A Search for a Collection National Gallery of Victoria, Melbourne 1970 pp. 410-412. 
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 During the 1869 ‘Exhibition of Works of Art, Art Treasures, and Ornamental and Decorative art’ his name is 
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‘architectural models from the South Kensington Museum’ in 1869 for the NGV: ‘Art Treasures Exhibition’, The 
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England by Sir George and examined by the experts of the British museum and pronounced 

to be genuine)’.1080 The interior of his houses Alton at Mount Macedon, and his apartment 

above the English, Scottish and Australian Chartered Bank on the corner of Collins and 

Queen Streets, were decorated in the Puginesque Gothic revival-style.1081 The houses 

contained many Japanese objects: bronzes, lacquer, carvings and armour. Some of these 

pieces made their way to Adelaide when purchased by Lewis Jessop at the auction of 

Verdon’s estate in 1896.1082 None appear to have entered the NGV collection.1083  

 

Another Victorian collector of Japanese objects was Alfred Felton (1831-1904) from whom 

the NGV received the Felton Bequest in 1904.1084 Felton made his fortune during Victoria’s 

most prosperous decades prior to the depression of the 1890s. He crammed his rooms at 

the Esplanade Hotel St Kilda with art bought from Melbourne auctions and dealers, and on 

trips to Britain in 1870, and to Britain, Europe and the United States in 1885-86.1085 He had a 

standing order for Japanese ivories from Kozminsky’s in Bourke Street.1086  Despite donating 

an oil painting by Rupert Bunny Sea Idyll, c.1890 in 1892, he did not seem to have a 
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‘Desirable Things: Private Collection of Alfred Felton’, Art Bulletin Victoria 2004, vol. 44, pp. 3-5.  
1086
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particular association with the NGV prior to his  lavish and enduring benefaction following 

his death in January 1904.1087 

 

The Gemmell, Tuckett & Co. auction catalogue of Felton’s collection offers further insight 

into late nineteenth century colonial tastes which resonate with other collectors of the 

period.1088
 Felton was a passionate collector though it would be argued by successive NGV 

Directors, not necessarily a connoisseur.1089 It therefore caused consternation when the 

Director, Bernard Hall, largely disregarded Felton’s paintings and objects of art offered to 

the NGV.1090 Paintings not chosen by the NGV included works by contemporary Royal 

Academicians Benjamin Leader, Vicat Cole and Peter Graham, all of whom had exhibited in 

the 1888 Melbourne International Exhibition and were included in the AGSA Bequest of Mr 

and Mrs Milne 1914.1091  

 

The high public expectations of the Felton auction induced the Board of the National Gallery 

of South Australia to direct H.P. Gill to attend in order to make purchases. Having viewed 

the exhibition of works, Gill sent a damning telegraph to the President of the Board, Sir 
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 Burdett, Basil & Felton Bequests Committee The Felton Bequests: An Historical Record, 1904-1933, Felton 
Bequests Committee, Melbourne 1934, p. 8. 
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Samuel Way, corroborating Bernard Hall’s curatorial opinions: ‘the worst I have ever seen, 

ignorant, vulgar, commonplace’.1092       (See Appendix 24) 

 

The ‘applied arts’ and books listed in the Felton sale catalogue were the usual fare for 

nineteenth-century collectors: bronzes, cloisonné and Kaga ceramics which the NGV also 

chose to ignore. 1093 Felton’s passion was ‘carved ivories’:- okimono and netsuke.  Nearly 

seventy were listed in the sale catalogue of which only three, valued at £25, were chosen by 

the NGV. Gill also added his critical voice to this medium: ‘The bric-a-brac was very poor and 

shewed that the Japanese have ousted a trade in ivory carvings’. Amongst the ivories, he 

particularly alluded to the hackneyed and ubiquitous carving of an ‘Old Fisherman’.1094 Gill’s 

curatorial opinions were as cutting as Bernard Hall’s. Back in Adelaide, Gill had to exercise 

the gentler art of compromise but Hall, armed with the incomparable funds of the Felton 

Bequest, was able to take the higher aesthetic road.   

 

Victoria and the Largesse of the Felton Bequest  

The curatorial entrepreneurship of the Western Australian Director Bernard Woodward and 

the almost incidental and unrecognised benefaction of the New Zealand collectors pale 

financially against the purchasing power afforded to the National Gallery of Victoria through 

the unexpected receipt of the Felton Bequest.  
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 Gill to the Fine Arts Committee 6 May 1904: GRG 19/51 Letters sent by the Curator of the Art Gallery. 21 
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Felton’s bequest of £378,033 provided the NGV with a capital fund generating an income to 

be shared equally between charitable institutions and the ‘purchase of works of art, ancient 

or modern, or antiquities, or other works or objects’.1095 Felton’s bequest shaped the nature 

and quality of the NGV collection for the rest of the twentieth century outshining the 

combined generosity of South Australia’s Elder Bequest 1897 and the Morgan Thomas 

Bequest 1903. 

 

 In 1898 H.P. Gill had contacted Bernard Hall, his contemporary in Melbourne, gloatingly 

seeking his advice on ‘how best to spend Twenty Five Thousand upon the Adelaide Art 

Gallery?’1096  The Elder Bequest was a reasonably straightforward one-off payment to the 

Fine Arts Committee ‘led by the upright, shrewd and ubiquitous Sir Samuel Way’ though its 

expenditure was constrained by the purchases of ‘pictures only’.1097 

 

Hall faced problems with the Felton Art Bequest not only on what to purchase but  how to 

negotiate the impasse caused by the division between the Felton Bequests’ Committee and 

the Gallery Trustees as mandated by the terms of the bequest. Furthermore, and in contrast 

to the Elder Bequest which pressured the South Australian government to build a gallery to 

accommodate new purchases, the Victorian government, in straitened financial 

circumstances, saw the bequest as an excuse to abrogate further funding.1098 The conditions 

under which the Felton bequest was administered were vexatious with frequent 

disagreements between advisors, the Felton trustees and Bernard Hall.   
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Hall who ‘despite the handicap of an almost obsessional belief in his own powers, was a 

great Director’ of the NGV for 43 years.1099 Catholic in his tastes, and keen to have the art of 

other cultures represented in the collection, the non-European purchases made from the 

Felton Bequest during the period 1904 to 1932, centred on the arts of Japan, China and 

Tibet.1100 Purchases were made for the most part in Europe, particularly London.  

 

As soon as the Felton Bequest was finalised Hall travelled to Europe to begin the search for 

acquisitions. Initially the Victoria and Albert (South Kensington) Museum was approached to 

act on behalf of the NGV, and having agreed to do so for a period of two years, was 

allocated £1,000.1101 Jean-Jacques Marquet de Vasselot (1871-1946), art historian at the 

Louvre, was also authorised to purchase antique furniture and objects to a maximum of 

£1,000. Amongst purchases received from Marquet de Vasselot in 1906 was a single six 

panel screen Flowering plants of the four seasons (NGV 611-D2) by the Rimpa artist 

Tawaraya Sōtatsu c. 1630-1640.1102  This is the first painted screen to enter an Australian 

collection and was formerly in the Siebold Collection, Berlin.1103   More significantly, this is a 

work by one of the leading artists of the Edo period and was purchased by the NGV in the 
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same year that Charles Freer acquired the pair of screens Waves at Matsushima by Sōtatsu 

through the dealer Kobayashi Bunshichi.1104     

Fig. 180 
Tawaraya Sōtatsu (School of) active 1576-1643 
Flowering plants of the four seasons 
 Six panel folding screen: ink and pigments on gold leaf on paper, silk, lacquer on wood, paper, metal  
 Felton Bequest 1907 

 

This was an inspired purchase using international curatorial expertise and was followed by 

another opportunity three years later when the NGV acquired its first woodblock prints. In 

1909 Frank Gibson, the newly appointed English adviser to the Felton Bequest in 

consultation with Edward Strange, Assistant Keeper of prints at  the Victoria and Albert 

Museum, selected 103 Japanese prints from the American collector John Stewart Happer 

(1863-1937).1105 Their purchase at a cost of £547 was welcomed in the Melbourne Argus by 

the artist Blamire Young who reported enthusiastically: 

Hokusai may take his mountains, Utamaru [sic] his fine ladies, Toyohiro his wind-

blown skirts, and this obscure master, with the unpronounceable name and the half-

dozen masterpieces, becomes your prophet, your own particular deity, and you will 
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sell all you possess, and, in fasting and in prayer, you will slowly acquire one by one 

the very few examples of his genius, and in this way you will enter into that fanciful 

and delightful region that surrounds the cult of Japanese art. 1106 

The print collection consisted of works by  ‘Shigenobu, Kiyomasa, Harunobu (4), Koriusai, 

Kiyonaga (4) Shunsho (2), Toyokuni (12) Hokusai (19) Hokkei (7), Oakutei (11), Morinobu, 

Kunisada (3), Shunkyo (3), Kitotsune, Utamaro (2), Yeisho, Yeizan (6), Yeisen (9) Hiroshigi, 

Kuniyoshi, Yoshitora, (2), Shunko, Shikimaro, Hidemaro,(2), Shucho, Shuncho (2), Yeishi and 

Kyosai(3)’[sic].1107  In 1910 at a cost of £80, six Japanese prints by Utamaro and fourteen by 

Hiroshige I and II, were acquired, again on the advice of Messrs Gibson and Strange.1108   

 

This collection does not represent the first acquisitions of woodblock prints to enter an 

Australian public museum, as the Art Gallery of Western Australia had purchased thirty one 

prints in 1902, but they were undoubtedly the finest examples to enter an Australian 

collection. They also provided a kaleidoscope of 29 ukiyo-e artists.1109 They range from the 

earliest nishiki-e by Moronobu Susano’o Mikoto killing the eight–headed dragon which 

bears a seal from the Hayashi Tadamasa collection, through to late Edo-early Meiji era 

artists Utagawa Yoshitora and Kawanabe Kyōsai. The collection encompasses bijin by 

Utamaro, warriors or musha-e by Kuniyoshi, Harunobu’s pleasure scenes, landscapes by 

Gakutei, actor portraits by Shunsho and processions of elegant women by Kiyonaga as well 
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as Hokusai’s iconic Under the wave off Kanagawa (fig. 181). They are a mix of ōban, diptychs, 

triptychs, pentatychs and long, narrow hashira-e. 

   

Fig. 181 
Katsushika Hokusai  
Under the wave off Kanagawa  
Felton Bequest 1909 
 
 
 

Subsequent Japanese objects acquired through the Felton Bequest were predominately the 

applied arts. A bronze lantern and vase were purchased in 1909 on advice from Bernard Hall 

and in 1916-17 another Japanese bronze vase, an antique Japanese wood carving and 

fourteen tsuba were purchased.1110  In 1921 approximately 60 ceramics: Satsuma, Seto, 

Kytoto, Mishima, Hirado, Banko, Arita, Kutani, Soma and Bizen wares in addition to a 

lacquer writing box, a sword and yet again a bronze crab, this one signed by Nogami Riuki 
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and a kakemono painted on silk by ‘Riurikyo’ were bought from the local Melbourne 

collector Mr W. Percy Wilkinson, the Government Analytical Chemist. 1111  

 

Tsuba continued to feature strongly amongst acquisitions during the 1920s and 30s.  In 1921 

Hall bought 134 tsuba, and in 1924 another eight tsuba from the Fine Arts Society Gallery 

Melbourne.1112 Ironically, in 1932 ivory okimono were acquired having been ignored in 

Felton’s own collection in 1904.  Prints continued to be acquired in 1932 and again in 1945.  

A Japanese resident in Melbourne Mr M. (Moshi) Inagaki, who became Professor of 

Japanese at Melbourne University and was later interned during World War II, helped to 

catalogue the Japanese purchases.1113   

 

Chinese and Japanese Art 

While the National Gallery of Victoria was the earliest gallery in Australia to begin to acquire 

Japanese objects it was simultaneously acquiring Chinese objects. In fact its first Chinese 

acquisitions were in 1867 a year prior to the first Japanese acquisitions.1114 It is 

acknowledged that with the bequest in 1920 from Dr George Ernest Morrison (1862-1920) 

the Australian correspondent for The Times in Peking (1897-1912), Bernard Hall turned his 

attention to Chinese art, especially ceramics.1115  Mr W. A. Sicklen ‘an expert in Chinese art’ 

was employed at Bernard Hall’s request and provided advice on art sales in Sydney in 1921-
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22.1116 This area of collecting was given further weight when the NGV hosted an exhibition 

in 1937 of the private collection of Herbert Wade Kent (1877-1952) who subsequently 

became Honorary Curator of Oriental Art and donated his collection of 129 Chinese works of 

art to the Gallery. 1117  

 

Connoisseurship and authenticity were problematic for Chinese art as well as Japanese art. 

In 1929 Frank Godden, the Melbourne dealer who had sold Japanese cloisonné and 

metalware to AGSA in 1905 caused controversy by alleging the NGV’s Chinese ceramic 

collection on display were not ‘genuine’. The press became involved and sixteen pieces 

were sent to the British Museum for the expert opinion of the Keeper of Oriental Antiquities 

and Ethnography, Mr Robert Lockhart Hobson (1872-1941), who verified that fourteen 

pieces were correctly described.1118 

 

Although regular acquisitions of Japanese objects under the Felton Bequest in the period 

1906-1945 continued, Bernard Hall however, was more aligned to Chinese art which he was 

acquiring in similar or larger quantities.1119 The impetus for building the Japanese collection 

seemed to wane at the NGV during the first half of the twentieth century. After such a 

promising start, and in contrast to South Australia, Western Australia and New South Wales, 

the NGV shifted its collecting attention towards China especially Chinese ceramics. This was 

prompted by the combination of a shift in Bernard Hall’s curatorial interest and the 
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dominance, at that time, of donors of Chinese objects. Curatorial leadership paired with 

like-minded benefactors is a potent catalyst to shape and direct collections.  

The Felton Bequest alone influenced the NGV’S entire collection. It accelerated the NGV’s 

Japanese collection which had already begun as early as 1868. Not only was the NGV the 

first gallery in Australia to begin to collect Japanese objects, but it was also internationally 

one of the earliest nineteenth century museums to do so.1120  Though there were donors 

who gave objects, thanks to the Felton funds, the NGV was able to target its purchases and 

call upon international expertise thereby determining from within the institution the 

content and direction of its collection. Collections in New South Wales and much later 

Queensland, however, received their impetus from external factors and these did not 

necessarily induce consistent or enduring acquisition policies.  

 

4.3 Fortuitous External Factors: New South Wales and Queensland   
 

Even though the Art Gallery of New South Wales was the second gallery in Australia, after 

the National Gallery of Victoria, to begin to acquire Japanese objects, it did not sustain its 

interest. 1121 The Queensland National Art Gallery, on the other hand, showed no interest 

throughout the period up to 1945. Without curatorial leadership or the driving influence of 

benefactors, the response from both Galleries was blinkered. Outside these respective art 

institutions, there were glimmers of interest in collecting Japanese art which it will be 

argued, had some impact but failed to maintain impetus.   

                                                           
1120

 Excluding those European museums which had benefited from the 16
th

-17
th

 century Portuguese, Dutch or 
English trade connections. 
1121

 When the Gallery opened in 1880 it was known as the Art Gallery of New South Wales, from 1883-1958 it 
was the National Art Gallery of New South Wales.  



427 
 

 

Most promisingly, the Art Gallery of New South Wales, having made eight purchases at the 

1879 Sydney International Exhibition, received a windfall through the gift from the Japanese 

Commissioners at the conclusion of the exhibition.1122 The gift was fortuitous but did not 

prompt the Gallery trustees to pursue further purchases or donations of Japanese objects to 

any extent until the 1920s. 

 

Sydney had also been the venue for various events which might have triggered significant 

private or public collections of Japanese art objects. For example, there were the 1877 

Agricultural Exhibition at which John Smedley (1841-1903) exhibited and sold Japanese 

applied arts, the Japanese Villages in 1886 and 1887 as well as the 1879 International 

Exhibition.1123 The degree of public patronage of the arts that supported the Galleries of 

Victoria and South Australia was not replicated in New South Wales.   

 

Nonetheless, events in Japan were being observed and reported in the Sydney press. 

Andrew Garran (1825-1901), Editor of the Sydney Morning Herald from 1873, a 

Commissioner for New South Wales for the 1876 Philadelphia International Exhibition and 

Chairman of the Art Committee of the 1879 Sydney International Exhibition, lamented the 

lack of cultivation of the Fine Arts in the colony of New South Wales. He called for a strategy 

similar to that being established in Japan to foster art education in Australia and in Sydney 

in particular: 

                                                           
1122

 Purchases recorded in the Trustees minutes were two Japanese bronzes £110, two enamel vases £8, two 
bronze and gold vases £35, one plaque £6, one china vase £6: AGNSW trustees minutes 06 April 1880. See 
Chapter 2.5 & Appendix 10D. 
1123

 The Villages occurred 24 April - 10 July 1886  in Prince Alfred Park and again 19 February - 16 April 1887: 
Collins, vol.1, pp. 127-153. 
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Recent intelligence informs us that nothing less than a fine arts university has just 
been founded at Jeddo, in Japan and that the government of that heathen country 
has sent to Italy for 3 professors, at a salary of 20,000 francs per annum, to fill the 
chairs of architecture design, ornamentation, and painting and a sculpture combined. 
This may appear an eccentric and extravagant thing on the part of the Japanese; but 
a university with a chair in it for architectural design and one or two kindred subjects 
would not be at all an outrageous idea even in a Christian land. 1124

   

 New South Wales was late in establishing a public art gallery compared to Victoria’s 

initiatives in 1861 and it was the only colony to witness opposition to government 

patronage of cultural institutions.1125 In contrast to Victoria and South Australia, plans for an 

amalgamated Public Library, Museum and Art Gallery were not supported. The genesis of 

the art gallery lay in the Academy of Art which received government grants for acquisitions 

from 1874.  Following the success of the Fine Arts displays at the 1879 Sydney International 

Exhibition, the Art Gallery of New South Wales was opened in the exhibition’s Fine Arts 

Annex in 1880, around the same time that the Art Gallery was founded in the smaller and 

younger colony of South Australia.   

 

Art displayed at the Sydney International Exhibition attracted large crowds and moved the 

Art Gallery’s trustees to select works for the nascent gallery. Donations from exhibitors also 

gave a boost to the Gallery’s collections.  The French government gave two large Sèvres 

vases, Thomas Webb and Sons gave 18 pieces of glassware, while Samuel Way’s colleague 

Henry Parkes, the NSW Premier, purchased many Italian and French decorative arts, 

paintings and sculptures which were housed in his office and eventually entered the Art 
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 Editorial, The Sydney Morning Herald, 12 May 1876, p. 4. 
1125

 Galbally, Ann ‘‘For the Instruction and Amusement of the Inhabitants’ The Development of Public Libraries 
and Museums in Colonial Australia’ in  Galbally & Inglis The First Collections: the Public Library and the National 
Gallery of Victoria in the 1850s and 1860s, p.15. 
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Gallery of New South Wales’ collections.1126 At the 1880 Melbourne International Exhibition 

which followed closely on from the 1879 Sydney Exhibition, Sir Henry Parkes purchased the 

Aurora vase for £250, half of its Sydney price, and donated it to the Art Gallery.1127  

 

The many gifts of decorative arts to the Art Gallery of New South Wales led to the formation 

of a Vase Room. It was agreed that £250 be paid for the display cases. 1128  By 1884 the Vase 

Room was in place displaying Japanese bronzes, vases, enamelled vases, ‘a pair of tripod 

vases with Japanese dogs on lids, a plaque ‘fish in water’, a pair of large plaques enamelled 

on blue background and a  large collection of vases presented by Japanese Commissioners in 

1880.1129 In 1906 there were still 44 vases, 2 bronzes and 2 cloisonné vases  on display in 

cases 11 and 13 in the Gallery even though by then the Vase Room had been disbanded. 1130 

 

In the period between the windfall of the Japanese Commissioners’ gift in 1880 and 1930, 

there was a drought in Japanese acquisitions by the National Gallery of New South Wales. In 

1904, 2 suits of armour and 2 lances were purchased but the Gallery did not make another 

purchase until 1930 when it acquired 15 wood block prints by an assortment of artists: 

Harunobu, Hiroshige, Hokusai, Koryusai, Kunisada, Sunei, Shuncho, Shunko, Sukenobu 

Toyokuni and Utamaro.  

                                                           
1126

 Parkes exercised his personal taste while spending £3000 of public funds: See Toy, Ann ‘Politics and 
Patronage Sir Henry Parkes’s Exhibition Legacies’ in Proudfoot, Peter; Maguire, Roslyn; Freestone, Robert 
Colonial City Global City Sydney’s International Exhibition 1879, Crossing Press, Sydney 2000  p. 194. 
1127

 The Aurora vase was made by Thomas Webb & Sons and had been exhibited at the 1878 Paris Exhibition. 
1128

 AGNSW Trustees Minute Books 13 June 1881 & 19 July 1881. 
1129

 1884 Catalogue of the National Art Gallery NSW with Illustrations Drawn by E.L. Montefiore, John Sands 
1884 2

nd
 edition. The works mentioned are likely to be AGNSW 2461, 1250, 1248 & 1249. See Appendix 10D. 

1130
 National Gallery of N.S.W. Illustrated Catalogue William Applegate Gullick, Govt Printer, Sydney 1906  pp. 

232-233. 
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However, in the interim there were a few donations, the earliest being a Shibayama lacquer 

vase (fig. 182a) from the barrister and politician the Honourable Henry Cary Dangar (1830-

1917) in 1902 and again in 1924 when Charles Binnie, a former director of the Bank of New 

South Wales, donated 12 Meiji era ceramics. 1131  Binnie followed with other Meiji era gifts: 

5 pieces of lacquer and ceramics in 1935 including the red lacquer covered box with design 

of Chinese Gate at Nikko Shrine (fig. 182b) and another 4 Japanese ceramics and a lacquer 

hotwater pot in 1939 (fig. 182c) .1132  Through the bequest of the Sydney merchant, Albert 

Henry Nathan in 1941, the National Gallery NSW received a collection of 47 okimono and 

netsuke many of them signed.  Apart from the prints purchased in 1930, all of the gifts and 

donations were of the Meiji era. 1133    

   

Fig. 182a-b-c 
Shibayama lacquer vase ,circa 1900 
Gift of the Honorable Henry C. Dangar 1902, AGNSW  
 
Covered box with design of Chinese Gate at Nikkō Shrine, 19th century 
Gift of Charles Binnie 1935, AGNSW  
 

Hotwater pot with Tokugawa crests ,19th century 
Gift of Charles Binnie 1939, AGNSW  
 

 

                                                           
1131

 Dangar was a trustee of the Academy of Art from 1876; Not much is known about Charles Binnie.  
1132

 Binnie also donated Chinese objects. 
1133

 The prints have not been examined.  

http://media.agnsw.org/collection_images/2/2392
http://media.agnsw.org/collection_images/4/4051.a-c
http://media.agnsw.org/collection_images/6/6956.44.a-d
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After such an auspicious start by the Art Gallery of New South Wales, interest in collecting 

Japanese applied arts dimmed. This shift in collecting focus may have been largely due to 

the parallel creation of the Technological, Industrial and Sanitary Museum which survives as 

the Powerhouse Museum. 1134  Initially housed in the ill-fated Garden Palace which burnt 

down in September 1882, its purpose was to illustrate ‘the industrial advance of civilisation’ 

and ‘to promote craftsmanship and artistic taste by illustrating the history and development 

of the applied arts of all nations and all times’.1135 The defined purposes of the two 

museums therefore divided neatly into the ‘fine arts’ and the ‘industrial arts’. 

 

Powerhouse Museum  

Like the Art Gallery of New South Wales, the new Technological, Industrial and Sanitary 

Museum profited from the dispersal of goods at the conclusion of the 1879 International 

Exhibition.  It received a diverse range of industrial objects from the Japanese 

Commissioners: a model of a Japanese house made of bamboo from Mitsui Trading 

Company, Kiritsu Kōshō Kaisha and Okura & Co. Tokyo, Japanese manufactures in the form 

of furniture cabinets, fish hooks, artificial flowers, cases of silk cocoons, paper samples and 

agricultural products. 

 

The alignment of the Technological, Industrial and Sanitary Museum to technical education 

was formalised when the Sydney Technical College was built near the museum’s premises in 

                                                           
1134

 There have been several name changes; 1893 renamed Technological  Museum, 1945  Museum of 
Technology and Applied arts, 1950 Museum of Applied Arts and Sciences,  and from 1988 Power House 
Museum.  
1135

 Guide to The Museum of Technology and Applied Science, Alfred Henry Pettifer, Government Printer, 
Sydney  23 rd edition 1949,  p.2. 
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Ultimo in 1891.1136  The delineation between the collecting policies of the Technological 

Museum and the National Art Gallery of NSW became more distinct so that by 1925 the 

trustees of the National Art Gallery passed a resolution that it would ‘no longer collect or 

display modern works of applied art’ nor, ‘purchase or accept as gifts … work produced 

mechanically in quantity for general commercial purposes’.1137 In June 1925, 22 pieces from 

the original presentation by the Japanese Commissioners were transferred to the 

Technological Museum.1138   

 

From the time of the presentation of Japanese Commissioners’ exhibition objects in 1880, 

the Technological Museum consistently added to its Japanese collection.  This was largely 

due to two men affiliated with the museum: Professor Archibald Liversidge (1846-1927) and 

the Reverend Julian Tenison Woods (1832-1889), both of whom travelled to Japan.  

 

Professor Liversidge was appointed Professor of Geology and Mineralogy at Sydney 

University in 1874. He was a founding trustee of the Technology Museum from 1880-1908, 

and served as a commissioner for New South Wales for the 1878 Paris International 

Exhibition. While overseas he undertook a study of technological museums in Britain and 

Europe, and on his return to Sydney submitted a report to Parliament. ‘He returned with 

vision of a museum that would be for the working people of Sydney what the South 

Kensington Museum and the Bethnal Green Museum meant for the people of London’.1139  

                                                           
1136

 The museum opened in 1893 at Ultimo.  
1137

 National Art Gallery of New South Wales Trustees Minute Book, Meeting 19 June 1925, p.  8.   
1138

  Morrow has identified many of the ceramics transferred to the Powerhouse Museum: Morrow, Table 1, p. 
134.   
1139

  Gilbert, Lionel Arthur The Little Giant : The Life & Work of Joseph Henry Maiden, 1859-1925, Kardoorair 
Press Ltd, Armidale, N.S.W 2001,  p. 18. 



433 
 

 In Tokyo, Liversidge contacted the President of the Imperial University, Mr H Watanabe to 

arrange an exchange of specimens. Armed with a small budget of £100 to buy ‘Japanese art 

wares’, he left  the dispatch of two cases of ‘curios’ to his friend the British yatoi  engineer 

and amateur archeologist William Gowland (1842-1922) who worked in Japan from 1872-

1888.1140 Liversidge purchased 139 Japanese articles for the museum providing a range of 

sample manufactures such as a book of Kyoto brocade swatches (PHM 14984), embroideries, 

pottery, metal-work including pieces by Komai Otojirō in Kyoto, furisode (PHM 14978a) 

(Fig.183), silk obi and fans as well as a koto (PHM 14761) and taiko drum (PHM 14762).1141 

For the most part the objects reflected the ‘curio’ attitude to Japan common to many 

private collectors and art museums.  

 

 

fig. 183  
Furisode, from Yamanaka, Osaka, Powerhouse Museum  

 

                                                           
1140

 Sent April 1887: Roberts, Claire Decorative Arts and Design from the Powerhouse Museum Powerhouse 
publishing New South Wales 1991,  p. 83. 
1141

 The fans were bought in London: ibid. 
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There were other purchases in 1890 such as a shrine zushi (H280), a rickshaw (H626) bought 

from a local Sydney dealer of Japanese curios and Eastern Art Merchants Charles J. Brown, 

as well as numerous timber and bamboo specimens.1142  Periodically from 1912 to 1945 

cloisonné, bronze vases, lacquer ware and inrō entered the collection and in 1927, 4 swords 

were purchased. In the same year, the Applied Arts Trust set up by Charles Laseron who was 

appointed the first curator of applied arts at the museum in 1922, placed a large collection 

of decorative arts (283 objects) on indefinite long term loan amongst which were Japanese 

inro, ceramics and metal ware.1143  Many members of the Trust donated objects. Notable 

amongst them was James Tyrrell, the bookshop proprietor and seller of art curios, formerly 

of Gawler Place Adelaide, who returned to Sydney in 1914 and counted the New Zealander 

Sir Joseph Kinsey amongst his clients. 1144    

 

By the mid-1940s, the museum continued to display Japanese items despite war with Japan. 

The Guide to the Museum of Technology and Applied Science 1949 described the displays of: 

Choice examples of Japanese applied art, outstanding pieces of cloisonné, Japanese 
lacquer ware, a large Japanese gong which rings with a lasting peal, Japanese clock of 
unique design, richly lacquered model of a Japanese shrine. Recent acquisition is 
Japanese black and gold lacquer shrine.1145  

 
This was most likely shrine (PHM A4132) (fig. 184) which had been purchased from the 1948 

sale of Arthur Sadler’s home Rivenhall.1146     (See Appendix 7) 

                                                           
1142

 Rickshaw  H626 was registered 8 Jan. 1892. http://www.powerhousemuseum.com/collection/database/ 
1143

 Charles Laseron resigned in 1929, no other curator of applied arts was appointed till 1971:  Powerhouse 
Museum Decorative Arts and Design from the Powerhouse Museum Powerhouse publishing NSW, 1991 p. 11. 
1144

 Five tsuba were donated by Tyrrell in 1927: Powerhouse Museum Tsuba 240 A, 240A-1, 240A-2, 240A-3, 
240A-4. 
1145

 Guide to The Museum of Technology and Applied Science Alfred Henry Pettifer, Government Printer, 
Sydney 23rd edition 1949, p .23. 
1146

 Ajioka,  p. 48 f.n. 28.  

http://www.powerhousemuseum.com/collection/database/


435 
 

  

Fig. 184    
Buddhist Shrine, black and gold lacquer 
 Powerhouse Museum 
 

In the first 20 years of the Powerhouse Museum’s existence, it is acknowledged that by far 

the largest group of Asian goods acquired was Japanese.  This was due to the donations of 

the 1879 Sydney Exhibition, purchases in 1887-8 in Japan by Professor Liversidge and 

purchases in 1890 from the estate of the Reverend Tenison Woods. ‘The Japanese 

acquisitions would have been greater than the Indian and three times the Chinese 

acquisitions of the same period. This speaks of the tremendous fascination for Japan … 

significantly made known through international exhibitions and the South Kensington 

Museum’. 1147 

 

A cursory examination of the Museum’s Japanese acquisitions dating from the conclusion in 

1880 of the Sydney International Exhibition through to 1945 shows much more collecting 

activity than at the Art Gallery for the same period. The separation of the applied arts and 

                                                           
1147

 Young, Linda ‘Improving: Art in the service of industry 1880-1940’, Powerhouse Museum & Davison, 

Graeme,  Webber, Kimberley Yesterday’s Tomorrows: The Powerhouse Museum and its Precursors, 1880-2005, 

Powerhouse publishing in association with UNSW Press, Haymarket, N.S.W 2005, p. 114. 
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‘Fine art’ into two separate institutions in New South Wales highlights the general status of 

Japanese art in Australian museums. It was seen exclusively as ‘applied arts’ not only by the 

cultural institutions themselves but also by the donors, trustees and from the very first 

Japan-Australia cultural exchange in Australia, by the Japanese Commissioners themselves. 

This was entirely in accord with the Meiji government’s policies and strategies. 

 

It can be argued that these policies were so successful that by the first decade of the 

twentieth century all established mainland Australian art galleries had begun to acquire 

decorative Japanese objects through gifts, purchases or bequests.  However, there was the 

notable exception of Queensland. In concluding this survey of Australian and New Zealand 

collections, it is salutary to consider why Queensland did not respond during this period. 

 

Queensland National Art Gallery 

Queensland was proclaimed a colony in 1859 having been governed by New South Wales 

since 1824 when it established a penal colony for recidivist convicts at Moreton Bay. By the 

1880s and 90s the colony enjoyed the economic benefits of the discoveries of gold and 

access to artesian water, so that Queensland‘s population in 1901 was considerably larger 

than South Australia’s and more than double that of Western Australia.1148  From the 1880s 

there had also been an increasing number of Japanese arrivals working on Thursday Island 

in the pearling industry and in the cane fields of Cairns and Townsville.1149  Late nineteenth-

                                                           
1148

 1901 population: Western Australia 184,124, South Australia 363,157, Queensland 498,129; Australian 
Bureau Statistics website (accessed 27 Oct. 2010) 
http://www.abs.gov.au/Websitedbs/D3110124.NSF/24e5997b9bf2ef35ca2567fb00299c59/c4abd1fac53e3df5
ca256bd8001883ec!OpenDocument 
1149

 The Australasian Pearl Company recruited 37 from 1883; by 1897, 116 Japanese women were in 
Queensland mainly as prostitutes rising to 219 in 1898; in 1941, 729 Japanese were registered in Queensland 

http://www.abs.gov.au/Websitedbs/D3110124.NSF/24e5997b9bf2ef35ca2567fb00299c59/c4abd1fac53e3df5ca256bd8001883ec!OpenDocument
http://www.abs.gov.au/Websitedbs/D3110124.NSF/24e5997b9bf2ef35ca2567fb00299c59/c4abd1fac53e3df5ca256bd8001883ec!OpenDocument
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century Queensland, therefore, might seem to have been a likely place for the development 

of robust cultural institutions in which to express its ‘civilisation and enlightenment’. 

 

The Queensland National Art Gallery opened in 1895, the same year as the Western 

Australian Museum and Art Gallery, however, its progress in the early decades of its 

existence was far less optimistic. As in South Australia, the Queensland Gallery’s beginnings 

were modest being allocated one room in the Town Hall building in Queen St. where works, 

mainly borrowed from private citizens, were put on display.1150  In 1905 it moved to the less 

accessible top floor of the Executive Building in George St, and then in 1930 to the 

Exhibition building erected in 1891 to the design of the architect G.H.M. Addison who four 

years earlier had illustrated Judge Paul’s Japanese house in The Boomerang newspaper (fig. 

35).1151  

 

A major advocate for the establishment of an art gallery in Queensland was the artist 

Richard Godfrey Rivers (1859-1925) who arrived from Britain in 1889. He taught at 

Katoomba College in New South Wales together with the artists Phil May and Blamire Young 

both of whom were enthusiasts for Japanese art. Rivers was appointed Honorary Curator in 

1895, while also teaching art and craft at the Brisbane Technical College.1152 His vision was 

impeded by financial restraints. 

 

                                                                                                                                                                                     
the largest number for all Australian states:  Nagata, Yuriko  Japanese Internment in Australia during World 
War 11, PhD Thesis University of Adelaide, Dept. of History, 1993,  pp. 24, 35, 64. 
1150

 The collection consisted of 38 pictures (many lent), 1 marble bust and 70 engravings: Queensland National 
Gallery Reports of the Trustees 11 July 1896. 
1151

 ‘Building a la Jap’, The Boomerang, 24 December 1887, p. 18. 
1152

 The first full time curator James Watts was appointed in 1915 and Robert Campbell, the first director was 
appointed in 1949.  
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The Gallery received an initial government grant of £550 to acquire works of which £400 

was forwarded to London for purchases. In 1898 four pictures, ‘and a number of 

photographs of architecture and of the masterpieces of the European Galleries’, arrived.1153  

By July 1905 when South Australia’s gallery was well endowed, the Queensland National Art 

Gallery’s annual government grant of £100 was so inadequate that the £50 rent on the 

premises ‘claimed by the Municipal Council, has again not been paid’.1154 Consequently the 

Art Gallery after 1908 bought nothing for over 20 years.1155 

 

The Gallery struggled for survival. Lack of funds left it bereft of curatorial leadership, and it 

did not attract major benefactors. Unlike Art Galleries in other mainland states, it did not 

formalise a connection with the art school which elsewhere justified the representation of 

international art and crafts in their collections.  The acquisition of the first Japanese object 

occurred as late as 1933 with a gift of a Meiji era Satsuma ewer (QAG 4:1080) from Dr W.N. 

Robertson, a gallery trustee.1156  

 

Despite the important contributions and enthusiasm of Queensland characters such as the 

colourful and entrepreneurial James Murdoch, discussed in Chapter 1.5, who was a scholar 

of Japanese history, a reporter for The Boomerang and importer of Japanese curios, 

contemporary Queenslanders, much less the trustees of the gallery, failed to make  any 

connections with the art of Japan. Even the well publicised and  visible manifestation of the 
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 Queensland National Gallery Reports of the Trustees 23 July 1898. 
1154

 Queensland Parliamentary Papers 1905 vol.2, p. 329. 
1155

 Lahey, Vida  Art in Queensland 1859-1959, Jacaranda Press, Queensland, 1959 p.11. 
1156

 Information provided from QAG Collection Management Database (Texpress) 2 August 2007. 
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‘cult of Japan’,  Judge Paul’s Japanese house built in New Farm in 1887 by Japanese artisans 

and furnished with Japanese objects, did not stir the trustees.  

 

The parlous beginnings of the Queensland National Art Gallery serve to prove that even 

though there might be a high level of interest in the arts in the wider community, without 

curatorial leadership or the influence of enlightened benefactors, it is not enough to effect 

change within the Gallery.  

 

Nonetheless from the 1960s, nearly a hundred years after the first acquisitions at the NGV,  

Queensland Art Gallery became receptive to Japan. Exhibitions of prints, bequests and 

purchases began to impact on the collection.1157  It can be argued that, in part at least, the 

changed attitude was due to the legacy of the golden age of the ‘Cult of Japan’. Though such 

a late beginning to the collection is beyond the scope of this thesis, it is pertinent to 

acknowledge that the seeds may have had been sown in the late nineteenth-early twentieth 

century when interest and scholarship was at its highest. 

 

The bequests of netsuke in 1975 and 1985 from two refugees who had arrived from Europe 

in 1939, the bacteriologist Dr Ernest Singer (1899-1975) and Dr Gertrude Langer (1908-

1984), no doubt stemmed from their Interest in the arts inculcated from their early 
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  1963 - Modern Japanese Prints exhibition (Jan.) 
1965 - 6 prints and drawings purchased 
1975 - Dr Ernest Singer Bequest 28 April (8 ivory netsuke, 3 prints, 2 tsuba) 
1975-6 - 16 Japanese prints purchased; 7 prints gifts from Professor Joyce Ackroyd  
1976 -Temporary exhibition of Contemporary Japanese prints (Print Council of Aust) 8 -26 Sept  
1985 -Dr Gertrude Langer- estate 88 netsuke, 6 inro 
1990 -Ackroyd gift of 207 items 
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twentieth century European upbringing.1158 Similarly, Professor Joyce Ackroyd (1918-1991), 

Foundation Professor of Japanese at the University of Queensland in 1965, had been a 

student of Professor Arthur Sadler at the University of Sydney. Ackroyd donated over 200 

items to the Gallery. These consisted of ukiyo-e and hanga prints, lacquer ware, ceramics, 

hanging scroll paintings and calligraphy as well as a Nō mask, Okinawan lacquer, ceramics 

and an eighteenth century tansu clothes chest.1159  Her collection was well informed and 

diverse showing evidence of a generational ascent from ‘curio’ to an aesthetic 

understanding of Japanese art forms and media.  

 

The Queensland Art Gallery did not respond at the same time or in the same way as the 

other galleries surveyed. Despite the many cultural and artistic initiatives occurring 

externally which were conducive to encouraging acquisitions, the Gallery remained isolated.  

In the absence of funds or the visionary leadership of trustees or benefactors, it showed no 

compunction to express its modernity by engaging with the collecting of international art 

and craft as elsewhere.  

 

From the 1970s geo-political imperatives between Japan and Australia sparked a new 

curatorial vision and Australian museums adopted a fashionably minimalist interpretation of 

Japanese art, one that unfortunately placed much of what had been previously collected 

from the ebullient Meiji era into storage. 

 
                                                           
1158

 Singer was born in Prague: Berger, F. M. 'Ernest Singer’, The Medical Journal of Australia, vol. 1, no. 23, 
June 4, 1977, p. 863. (Thanks to State Library of Queensland for this reference.); Langer was born in Vienna 
where she studied Art History: In Memory of Dr Gertrude Langer O.B.E. 1908-84  Queensland Art Gallery 1985, 
pp. 3-5. 
1159

 List of objects taken from QAG Ackroyd file 1990. 
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Conclusion          
 

This thesis has established that collecting Japanese art in the late nineteenth-early 

twentieth century was a sign of international sophistication and interconnection.  The 

seemingly far-off and sparsely populated British colonies of Australia and New Zealand were 

not so removed from the hub of ‘civilisation’ in the northern hemisphere. Colonial collectors 

had both the means and the motivation to be part of the international movement. They 

travelled vast distances, availed themselves of opportunities at home and consulted the 

authoritative publications of the times in order to be informed about Japanese art.  

 

As a breed the collectors examined in this thesis were leaders, visionaries and dynamic 

citizens. Despite the advantages in access to knowledge and connoisseurship enjoyed by 

collectors in Britain, Europe and the United States, collectors in the colonies enthusiastically 

relished the new art forms exposed by the ‘opening’ of Japan. 

    

Pioneers in the arts such as Sir Redmond Barry and Sir George Verdon in Victoria, Sir Samuel 

Way in Adelaide, and Sir Joseph Kinsey in Christchurch collected privately, but also 

contributed to publicly promoting Japanese art in the antipodes.  These men provide the 

threads linking Australia and New Zealand to the international phenomenon which gave rise 

to the production, supply and collecting of Japanese art. 

 

Free from the economic constraints of the ‘mother country’, these were men who 

prospered in the colonies and profited from opportunities unavailable to them had they 
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remained in Britain. They strove to replicate the best of Britain in their corner of the Empire.  

Their tastes were shaped by the sensibilities of Victorian Britain.  

 

Authenticity or connoisseurship presented a dilemma for all collectors of the period. The 

categorisation of ‘connoisseur, preserver or seeker’ amongst Australian and New Zealand 

collectors was not as distinct or refined as it was for the exceptional scholar-collectors like 

the Briton Dr. William Anderson, the American Ernest Fenollosa or the European Seigfried 

Bing.    

 

Mortimer Menpes, the South Australian-born and self-appointed interpreter of the 

Japanese aesthetic, blithely dismissed the tastes being exercised at the time: ‘Who but my 

inartistic countrymen would insist on their cabinets being smothered with endless and 

miscellaneous carvings?’ 1160   Nonetheless, the exuberant and exaggerated shibayama 

lacquer criticised by Menpes held pride of place in ladies’ parlours in British country homes 

or Adelaide town houses such as that of Agnes, the wife of the  mining magnate, Charles 

Rasp. Japanese kinrande or ‘red and gold’ porcelain, condemned by experts like Edward 

Morse and Frank Brinkley, melded comfortably in Australian and New Zealand  households. 

Collectors like Sir Samuel Way or the Adelaide women who collected ‘ivories’ were all 

exploring a new and unknown artistic canon which, for the most part, had been shrewdly 

construed to accommodate their tastes.    

 

                                                           
1160

Menpes, pp. 46-47. 



443 
 

As examinations of the various collections considered in this thesis have confirmed, it was 

the applied arts which largely determined the nature of collecting in Australia and New 

Zealand.  This preference did not occur in isolation. Sir Rutherford Alcock’s exhibition of 

Japanese artefacts took place as the Arts and Crafts movement in Britain and elsewhere was 

gaining momentum. The fledgling South Kensington Museum in its promotion of science 

and design helped to align the Japanese applied arts with the British Arts and Crafts 

movement and Aestheticism.  

 

The great exponents of these art movements such as the designer Christopher Dresser or 

the architect of the Anglo-Japanese style, Edward Godwin, the Pre-Raphaelite brothers 

Dante Gabriel and William Michael Rossetti and most importantly, James Abbott McNeill 

Whistler, promoted Japanese art at a time when the crafts in Britain were on the cusp of 

revival and seeking inspiration.1161  

 

The high status of the crafts and craftsmanship in Japan provided a model to emulate in the 

West. As has been demonstrated in the discussion of the earliest exchanges between Japan 

and the West from the 1600s, the ‘opening’ of Japan in the nineteenth century provided 

another opportunity to unlock the secrets of Japanese technology and design.  

 

Viewed through the prism of museology, modernity and aesthetics, it has been established 

that in Japan the applied arts served dual economic and political purposes. As commodities, 
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they played an essential role in the development of nationalism and capitalism under a 

centralised Emperor-based system.  The artisans and bureaucrats, whose objects and 

policies have been examined in the thesis, were mobilised by the slogan of bunmei kaika.  

Their industriousness aided and supported Japan to withstand foreign intervention, one of 

the very few countries in Asia to do so.  

 

Through the agencies of exhibitions, museums and private collectors, the new hybrid 

aesthetic that reflected the dynamic cultural change taking place in Meiji era Japan, 

permeated Australian and New Zealand tastes and ultimately shaped collections.  

 

The presence of Japanese courts at the three exhibitions hosted by colonial Victoria and 

New South Wales and discussed in detail in this thesis, along with private entrepreneurs at 

various other exhibitions, were important for stimulating collectors like Sir Samuel Way, 

Lewis Jessop, Sir George Verdon and probably Mr and Mrs William Milne.  It has been 

demonstrated how works in their collections came from these exhibitions.  

 

The Japanese courts at Australian exhibitions were also important and ground-breaking for 

the artisans, brokers and trading companies of Meiji Japan endeavouring to achieve the 

aims of bunmei kaika. An examination in this thesis of the Japanese exhibitors and extant 

objects held in Australian collections as well as the status of the Commissioners who 

attended, confirms the significance of the Australian exhibitions for Japan. 
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It has also been shown how in Japan, Australian yatoi  like John Daniel Custance or John 

England directly contributed to bunmei kaika or the modernisation of Japan. As an 

unintended consequence of their employment, they assisted the propagation of Japanese 

art abroad as well as the nature of collections in Australia.  

 

While a purpose of this thesis has been to consider the circumstances and the totality of the 

collections formed in the colonies, it has also examined individual exemplary pieces, mostly 

of the ‘applied arts’. The preponderance of the decorative arts was however, 

complemented by diverse and exemplary  fine art  objects: the religious sculpture of Samuel 

Way’s Jūichimen Kannon, Custance’s Ainu scroll Scenes of the Ezo fishing grounds, the NGV’S 

103 woodblock prints and the screen Flowering plants of the four seasons by Sōtatsu, 

Kinsey’s scrolls as well as Governor Grey’s books.  

 

As a general conclusion, the catalysts of public museum collections of Japanese art in 

Australasia were not the museums, but private citizens. Early public museum collections 

therefore, reflected the idiosyncrasies of private tastes. Nonetheless, we have seen how 

museum collections were formed or developed through the enterprise of members of a Fine 

Arts Committee as in Adelaide, by an individual curator such as Bernard Woodward in 

Western Australia, or one major event such as the Japanese Commissioner’s gift to New 

South Wales. Collections formed under these circumstances are the legacies of inspired 

curatorship and benefaction combined with happenstance.    
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The nature of the objects collected also points to the resourcefulness of Meiji Japan’s 

artisans and institutions. Japan which seemed so fresh and ‘quaint’ in its artistic appeal to 

the nineteenth-century collector was, after all, renewing its engagement with the West.  

Japan’s resilience and openness to new ideas and influences had been at the heart of its 

earliest historic encounters with the civilisations of China, Korea and Central Asia. From the 

sixteenth century, Japan continued the process of accommodating foreign tastes while 

retaining the essence of its artistic expression. This experience was a critical prerequisite to 

its adaptability and survival in the Meiji period. 

 

The Meiji era was a traumatic period for Japan, caught between the contradictory forces of 

modernity and nostalgia. It emerged with an invigorated self-image. The conception of its 

art historical origins invoked an elevated role for itself in Asia. Even Okakura Kakuzō, a critic 

of the imperialism of bunmei kaika, was by 1903 espousing the notion that ‘Japan is a 

museum of Asiatic civilisation’.1162  

 

The well orchestrated and timely initiatives by the Japanese government and private 

entrepreneurs compounded the world-wide interest in Japanese art. Though the ‘Cult of 

Japan’ or ‘Mikado mania’ generated populist and superficial titillation of the ‘queer and 

quaint’ or the souvenir mentality of travellers, it also conspired to intensify interest in the 

collecting of Japanese art.   Publications about Japan, both scholarly and pedestrian, shaped 

standards of connoisseurship where previously there were none.  All these points of interest 
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contributed to the formation of Australian and New Zealand Art Gallery collections. The 

particular study of the formation of the National Art Gallery of South Australia’s collection in 

the period 1904-1940 highlights the diversity of circumstances by which objects were 

acquired.  

 

For the most part, the objects entering collections were contemporary Meiji era objects 

arguably created as ideological expressions of bunmei kaika. Within the context of a colonial 

art museum, these art objects assume a higher significance because they are tangible 

evidence of the pursuit of civilisation and modernity upon which Japan placed its hopes for 

economic and political survival.  

 

Despite Japan’s efforts to achieve its original aims to have the ‘unequal treaties’ repealed, 

and even though Japan matched the West as a colonial power and had signed the Anglo-

Japanese treaty in 1902, its civilisation in the early twentieth-century was still not deemed 

to be on an equal footing. The increasingly lavish Japanese presence in international 

exhibitions was marred by the niggling rise of anti-Chinese and anti-Asian sentiment 

especially in North America.  

 

Australians admired Japanese art and culture and depended on Japan’s naval security during 

World War I.1163 However, the three-way dynamic of Japan as Britain’s ally, and Australia’s 

dependency on Britain was being tested by increased fear and insecurity in Australia as 

Japan’s militarism rose.  Despite the rise of Australian nationalism from the 1890s, Australia 
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continued to identify with British taste and ethos. Even Federation in 1901, drawn up by 

architects such as Sir Samuel Way, ‘occurred in a framework of Britishness’.1164   In matters 

of diplomacy, however, Australia began to assert itself.  At Versailles in 1919, Australia 

embarrassed Britain and caused great offence to Japan by rejecting Japan’s ‘racial equality 

clause’. From the Japanese perspective, it was clear that despite its exhaustive efforts to 

attain modernity and equality with the West, and with its art and culture much admired, 

Japan had not achieved the ultimate goal of civilisation and enlightenment.1165   

 

Following the outbreak of the Pacific War with Japan in the 1940s, it is good to observe that 

issues of politics or race appear to have had little impact on the collecting of Japanese art in 

South Australia when the National Art Gallery purchased many works from John Daniel 

Custance’s estate. The provenance of these works encapsulates the passage of fashions and 

tastes from the headiness of nineteenth-century ‘Mikado Mania’ to the exercise of more 

sober curatorial judgement.  

 

 Fashions changed and the significance of the earlier collections dimmed. While Japanese art 

that conformed to Victorian tastes came to Australia and New Zealand via Britain in the 

nineteenth-century, in the mid-twentieth century the taste for Japanese art morphed into 

the leaner form of Zen-inspired minimalism. This time it came via California.  The fine art of 

pre-modern Buddhist sculpture, works by the great schools of painters, and the abstraction 

of calligraphy entered collections redressing the imbalance of the earliest collections. The 
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exuberance, opulence and whimsy of Meiji objects within museum collections continued to 

challenge notions of connoisseurship, and even definitions of what makes Japanese art 

‘Japanese’. They certainly defied the stereotypical minimalism embraced by the next 

generation of curators. 

 

The legacy of these early Japanese collections in Australian art galleries is that they provide 

a richer and broader understanding of Japanese art in its many manifestations. They also 

reflect Australia’s earliest engagement with international non-Western art.  Their presence 

in our national art galleries speaks as much about our own history as about how successive 

generations of Australian collectors, curators and the wider public, have come to perceive 

Japanese art. 
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Appendix 1 

Chronology of nineteenth century Australian and New Zealand public 

museums 
Sources:  Australian chronology largely based on Galbally, Ann & Inglis, Alison The First 

Collections: the Public Library and the National Gallery of Victoria in the 1850s and 1860s, 

University of Melbourne Museum of Art, Melbourne, 1992, Table 1, p.29; New Zealand 

chronology compiled through official websites of each cultural institution. 

 

CITY 
PUBLIC 

LIBRARY 
MUSEUM 

APPLIED ARTS 
& SCIENCE 
MUSEUM 

ART GALLERY ART SOCIETY 

Adelaide 1856 1856 1878 1881 1856 
 

Perth 1886 1891  1895 1889 
 

Sydney 1869 1836 1882 1880 1871 
 

Melbourne 1854 1854 1866 1861 1870 
 

Brisbane  1862  1895 1887 
 

Hobart 1870 1889  1889 1884 
 

Launceston 1886 1891  1891 1892 
 

Christchurch 1873 1867  1932 1880 
 

Auckland 1880 1852  1888 1880 
 

Dunedin  1908 1868  1884 1876 
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Appendix 2 

Large Japanese collections in Europe (with more than 5,000 items) 

 
Source: Kreiner, Josef (ed.) Japanese Collections in European Museums: reports from the Toyota- 

Foundation Symposium Königswinter 2003 Bier’sche Verlagsanstalt,  Bonn, 2005,  vol. 1, Table 8, 

p.43  

MUSEUM ITEMS MUSEUM ITEMS 

Victoria and Albert Museum, 
London   
  

42,159 Museum of Arts and Crafts, 
Hamburg  
     

ca. 7,500 

National Museum of Ethnology, 
Leiden  

35,000 Tikotin Museum of Japanese Art 
Haifa 
 

ca. 7,000 

British Museum, London  
 

30,000 Museum of Ethnology, Munich 
  

ca. 7,000 

Austrian Museum of Applied 
Arts MAK, Vienna 
 

ca. 20,500 Ferenc Hopp Museum of Eastern 
Art, Budapest 

7,000 

National Museum- Náprstek 
Museum, Prague  
 

ca. 20,000 Museum of Ethnology, Hamburg 6,800 

Edoardo Chiossone Museum 
Genoa 

ca. 20,000 Pitt Rivers Museum, Oxford 
  
 

6,664 

Museum of Ethnology, Vienna ca. 17,000 National Museum, Cracow 
  

6,500 

Royal Museums of Art and 
History, Brussels  
 

ca. 12,000 Museum of East Asian Art, Berlin
  

6,356 

Museum of Oriental Art, Venice 11,417 The Baur Collection, Geneva 
 

6,183 

Ashmolean Museum, Oxford ca. 10,000 Historical Museum, Berne 
 

ca. 6,000 

Museum of Ethnology, Berlin ca. 10,000 Museum of Asian Art, Corfu ca. 5,100 
 

Royal Museums of Scotland, 
Edinburgh  

9,500 National Museum of Denmark, 
Copenhagen   
 

5,488 

Museum of Ethnology, Leipzig ca. 9,000 The Musée de L’Homme, Paris 
 

ca. 5,029 

Linden Museum, Stuttgart ca. 9,000 The Musée Guimet, Paris 
 

ca. 5,000 

Museum L. Pigorini, Rome  
 

8,455   
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Appendix 3 

Sir Samuel Way’s books on Japan, Japanese art or generally referred to in 

the thesis  
List compiled from:   

Way, Samuel James, Sir, 1836-1916, Catalogue of library, Typewritten copy, Adelaide, 
before 1916, 4 vols, Barr Smith Special Collections University of Adelaide  
 

*Title or author incorrectly listed 
Albert, Prince Consort of Victoria, Queen of Great Britain, 1819-1861, The Principal Speeches and Addresses 
of His Royal Highness The Prince Consort, John Murray, London, 1862 
Alcock, Sir Rutherford, The Capital of the Tycoon, A Narrative of Three Years Residence in Japan 2 vols, 1863 
Anderson, W, The Pictorial Arts of Japan, 1886 
Art Magazine, 1878-1904, (28 vols.) 
Aston, W G, A History of Japanese Literature, 1899 
Audsley, G A, The Ornamental Arts of Japan, 2 vols, 1882-84 
Audsley G & Bowes J, Keramic Art in Japan, 1881  
Bacon, Albert, A Manual of Gesture Japanese Girls and Women 
Bing, S, Artistic Japan, 6 vols, 1888-1891 
Bird, Isabella, Unbeaten Tracks in Japan, 2 vols. 1880 
Bowes, J A S, Japanese Enamels with Illustrations, 1885 
Brassey, T. Allnutt, Sixteen Months Travel, 1886-7 
Chamberlain, Basil, Murray’s Handbook to Japan, 1891 
Chamberlain, Basil, Things Japanese, 1890   
Chamberlain, Basil,  The Classical Poetry of the Japanese, 1880 
Cutler, T W, A Grammar of Japanese Ornament, 1880 
*Dickins [Dickens [sic]], Frederick, Chushingura [Chinshingura [sic]] or the Loyal League: A Japanese 
Romance transl. new ed., 1880 
Dresser, Christopher, Japan its Architecture and Art in Manufactures, 1882 
Finck, Henry Theophilus, Lotos-time in Japan, 1895 
Griffis, W E,  The Religions of Japan  
Griffis, W E,  The Mikado’s Empire, 1890 
Hearn Lafcadio, Out of the East Reveries and Studies in New Japan, 1895 
International Exhibition 1862, London (4 vols)  
Loti, Pierre, Madame Chrysantheme  
Lowell, Percival, The Soul of the Far East  
Maartens, M A, Question of Taste    
Mather, Marshall, John Ruskin 
May, Phil, Phil May’s Sketch Book, 1895  
Mitford, A B, Tales of Old Japan  
Morse, E S, Japanese Homes and their Surroundings, 1886 
Murray, David Christie, Japan (Story of Nations Series) 
The Oriental Annual (1834-40) 
Peery, R B,  The Gist of Japan, 1897 
Piggott F T,  The Garden of Japan 
Reed, (The Abbe), Japan its History etc. 2 vols, 1880 
Rein J J, Japan Travels and Researches, 1888  
Rein, J J, The Industries of Japan, 1889 
*Scidmore [Skidmore[sic]], E R, Jinrikisha [Giurikisha [sic]] Days in Japan, 1891 
Sladen, D, The Japs at Home, 1893 
Wilde, Oscar, Intentions: Decay of Lying, Osgood Mc Ilvaine & Co., London, 1894 
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Appendix 4 

Sir Joseph Kinsey’s books on Japan and Japanese art 
Source : Catalogue and Correspondence of J J Kinsey Collection 1935, 1944, 1915 Series no 4 / 1 
Box no. 7 Canterbury Museum Records, Christchurch, New Zealand. 
 
The following were purchased 15 January 1915 from Henry Sotheran and Co, new and second hand 

booksellers, 43 Piccadilly, London (15 books for  £22-6 -0) and sent to The Cairn Hydro Harrogate. 

Humbers manners and customs of Japan     15/- 
Cutlers Japan ornament    £ 1 
Barbauton collection 2 vols  £2 -10 
Bing collection   £ 3-10 
Gonse, l’ArtJaponais, 2 vols.    £ 5-15 
Hokusai   £ 1-10 
Laurence collection  £ 1-12 
Bowes Japanese Gallery   £ 3-  3 
Brockhaus netsuke £ 2-12- 6 
Japanese stencils         10/ 6 
Dresser’s Japan    £1 -7 - 6 
Sketches of Japan £1 - 7 - 6  
Yamato l’art du Japon          7/ 6 
Mitfords Tales of Japan £ 2-15 
Bowes Japanese Museum         2 /6 
Audsley’s Ornamental Arts of Japan £ 8 -10  
Joly’s Legends of Japan   £ 2 -  2 
Anderson Pictorial Arts of Japan £ 8  

 

Books below are listed separately in Kinsey’s ‘Japanese notes’:  

Things Japanese 

The Nights of Japan, Fujimoto, 1914 

ABC of Japanese Art (Blacker) 

10 Weeks in Japan 

Kaempfer’s Accounts of Japan 

Catalogue of Seymour Trower Collection ed. Joly 1913 

Catalogues - first portion of Japanese works of art formed by the late Mr Salter Lionel Behrens, Manchester, 

1913 

Illustrated Catalogue of Japan old Fine Arts Displayed at the Japan-British Exhibition, 1910 

Cent peintures originales de L’Ukiyo-e (Kuwabara) 

Blossoms from the Japanese Garden, Mary Fenollosa, 1913 

Japan and its Art, Huish, 1912 

The Real Japan, Henry Norman, 1892 

The Japan Spirit, Okakura Yoshisaburo, 1905 

Japanese Coloured Prints, Strange, 1913 

Japanese Pottery, Franks, 1912 

Gillot Catalogue, Collection Estampes Japonaises et Livres Illustres, 1904 

Bird, Unbeaten Tracks 

Morse, Cat. of Morse Collections, 1891, Boston 

Kaempfer, History of Japan, 1906, 3 vols. 
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Appendix 5  

Dr. William Anderson: correspondence with the British Museum  
Source: British Museum Archives, Original Papers, CE4, Box OP176, vol. 77, transcribed and 

supplied by Professor Scott Johnson, Kansai University. 

 

1 Addressed  to Edward A. Bond Esquire, Principal Librarian since 1878, British Museum 

93 George Square   [stamped British Museum no. 2138 20 May 1881] 
May 19th ’87       

Dear Sir, 

Some time past when I had the pleasure of showing you my collection of Japanese and Chinese paintings 

and sketches you were kind enough to speak favourably of its value. Since that occasion my plans have so 

far altered that it is probable I may leave England again, and as I should in that case feel unwilling to bury 

the objects I have spent so many years in bringing together I have thought of placing them in the Market – 

I have already made known the probability of a sale to some friends who have influence in the art world in 

Paris and America but I should naturally prefer that the collection should remain in England and have hence 

taken the step of writing to you before doing anything further. 

I think I may say that since [it] is not merely the largest collection in Europe but the only one of any historical 

and technical completeness and as I am in a position to give full information as to period, artist, school and 

subject of each specimen, the material could be provided for the study of an ancient and remarkable phase 

of art of which little or nothing has yet been made known to the public. 

Should you be inclined to consider the collection worthy of a place among the National Treasures I need 

hardly say that that I shall be happy to give any further information that may be necessary. 

I am, Dear Sir, 

Yours faithfully 

Wm Anderson 

 

2 Augustus W. Franks to Edward Bond 

8 November 1881    [stamped British Museum no. 4818, 8 November 1881]  

My dear Bond,  

You have asked me to give you my opinion of the collection of drawings offered to the Trustees by Dr 

Anderson, and I have much pleasure in doing so, though, as you are aware, they do not come under my 

department. 

I have examined with care the selection made by Dr Anderson, which, for convenience of reference, has been 

sent to my house, and which consists of about 114 rolls, besides albums, and 31 folios of unmounted 

drawings. I have for some years paid attention to this class of art, and I have never seen any specimens to 

compare with some of those in the collection. They have greatly interested me, and I feel convinced of their 

high quality and value.  
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From his position as physician to the English Embassy in Yedo, Dr Anderson had exceptional opportunities of 

obtaining specimens, and he has evidently bestowed much pains and time on the formation of the collection. 

Before leaving Japan he consulted the principal native experts in such matters, and removed from his 

collection all doubtful specimens. It is therefore probable that he has formed the most select and valuable 

series that has been brought to Europe. How fully he has studied the subject is shewn by his memoir on 

Japanese art printed in the Transactions of the Asiatic Society of Japan in 1879, of which I have made the 

accompanying memorandum.  

The collection has not been formed entirely from an artistic point of view, the object being to illustrate the 

productions of each school and to obtain signed specimens of all principal artists. It places the position of 

Japanese art in quite a different light from that usually entertained, and shews that some of the merits 

which are claimed for it are not of native growth, but derived from the ancient Chinese school, of which 

hardly any specimens are to be found in this country. Such specimens it would be hopeless to expect to 

obtain from China, as they are in that country of excessive rarity, and highly valued by native collectors. It is 

to the fortunate accident of their having been deposited in temples that we owe their preservation in Japan, 

and it is only owing to the change that has taken place in the position of these temples that they have now 

found their way into the market. The supply must, however, be very limited, and in a few years it will not be 

possible to obtain such examples. 

As to the pecuniary value of the collection, it is not easy for me to express an opinion; but amongst the 

smaller drawings are very many specimens which would sell in this country, and still more in Paris, for 

considerable sums separately. I believe that Dr Anderson has added to the original cost of the collection but 

a very moderate sum for all the labour that he has given in forming it.  

A well known Paris dealer, M. Bing, is, I understand, exceedingly anxious to secure the collection, as is also 

M. Duret, the friend and adviser of M. Cernuschi whose collection of Oriental works of art is well known. 

Dr Anderson has, however, turned a deaf ear to such proposals, as he is anxious that the collection should 

pass entire into a public establishment.  

I shall be very glad to see this collection placed in the museum. Apart from its artistic interest, it possesses in 

my eyes great value from the copious information it affords as to the history, mythology, and manners and 

customs of the Japanese, as representing a very peculiar condition of life, now rapidly disappearing. 

I am, 
My dear Bond, 
Yours truly, 
Augustus W. Franks 

 

 

3 George William Reid to the Trustees of the British Museum  

     [stamped British Museum no. 4952, 12 November 1881] 

Department of Prints and Drawings, Friday November 11, 1881 

In compliance with the Minute of the 25
th

 June last, Mr Reid has the honour to report to the Trustees upon 

Dr Anderson’s offer to part with his collection of Japanese Art for the sum of £3000. 

In that Minute it was ordered that ‘Mr Franks be requested to assist Mr Reid in the preparation of his report’, 

but in a letter which that gentleman, who is so eminently qualified for the task, has addressed to Mr Bond, 
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he has treated the subject with such discrimination and completeness as to render any criticisms of Mr Reid 

almost superfluous. 

 Having had the advantage, however, of seeing most of the specimens, Mr Reid begs to say that the 

collection appears to him to be a most desirable acquisition for the Museum, as giving an excellent 

representation of the rise and progress of Japanese art, and a good idea of its merits as compared with the 

European Schools. He fully agrees with Mr Franks in his remarks on the artistic merit of the specimens; some 

of the portraits are marvellously fine, and remind him by their exquisite refinement of the masterpieces of 

Holbein.  

The early specimens, also, of Chinese art, upon which that of Japan was founded, are of a highly interesting 

character. 

As the annual grant for the Department for the current year is almost exhausted, a considerable portion of it 

having been appropriated to another Department, Mr Reid would respectfully suggest that the purchase be 

effected by paying the sum of £1000 out of each of the annual grants for years 1882-3, 1883-4, and 1884-5. 

Dr Anderson is willing to agree to this arrangement. 

In conclusion Mr Reid begs to observe that as the books which Dr Anderson has offered to the Department 

of Printed Books for £400 are more especially adapted for art study, he feels strongly that they should not be 

separated from the rest of the collection, and this might be prevented by increasing the above-mentioned 

sum of £1000 per annum to £1133.  

Sir Frederick Leighton’s opinion on this point would be most important. 

Geo. W. Reid  

 

4 Augustus W. Franks to Edward Bond, letter in part   

[stamped British Museum no. 449, 27 January 1882] 

It should be stated that the collection consists of kakimonos or hanging pictures, makimonos or picture roll, 

albums and volumes, screens, framed pictures, and unmounted drawings. 

You will be able to judge what are deficiencies and redundancies by the following memoranda:-  

Chinese and Corean drawings. Complete 

Japanese copies of Chinese drawings. Complete 

Chinese School of Japan. Two missing 

In this school are the following errors: A drawing by Nankei was given away in Japan, as also were two of a 

trio by Nankei, Soshi, etc, and an unmounted drawing by Moshin.One of a pair by Yeikai is entered under 

Satake. There is a single drawing, not a pair, of Rioshin Hokkiyo, ‘Sparrows and Peonies’, and an album by 

Shinki is now broken up, and among the unmounted drawings, the missing drawings are kakimonos by 

Sekisai and Yiusen, of which Mr Anderson has no recollection, and which may be entered elsewhere. 

Buddhist School. One Buddhist ‘naraka’ is missing, probably entered under the Kanaoka School. 

Kanaoka School. Complete A set of Buddhist subjects is stated to be 12 in number, but this is an 

error as they are numbered on the rolls.  

Yamato School. Complete  

Toba School. Complete  

Sesshin School. Complete  
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Tosa School. Complete  

Kano School. Two kakimonos, and two other drawings are missing. The following errors occur: 

Tanyu ‘Dragon’ already entered as a pair with a tiger; one of the ‘birds, a pair’ by the same artist is 

separately entered as an ‘uwo’. The Fukurokujin by Tsunenobu (separately entered) is the centre of 

the landscape trio; Kishin ‘landscape a pair’ is the same as a pair entered under Takenobu. 

‘Dragons, a pair’ is under the Chinese School. 

The following would appear to be missing: Sansetsu, a second landscape; probably an error as Mr Anderson 

only remembers one by this artist. Seisui, fan designs, one of a pair. This Mr Anderson fears has been lost or 

stolen during various removals; it is however of little importance. 

The following unmounted drawings are missing: Tanshosai, one of a pair of Chinese boys; Nagahide, an 

‘arhat’, Seisen, falcons a pair; this last was left in Japan. The number of makimonos, sketches by Tanshosai, 

is given as six, though there are now but five, one having been given away some time since. 

Icho School. Complete  

Korin School. Complete  

Shijo School. Complete  

Popular Schools. Complete, all but an album, inserted by mistake having been  given away some 

time since as not worth preserving in the collection. 

Ganku School. Two kakimonos missing; a landscape by Bunrin is already entered under the Chinese 

School. The missing kakimonos are ‘tigers a pair’, which Mr Anderson thinks must have been 

inserted elsewhere, and he has no recollection of them. 

Buncho school. Complete  

Miscellaneous pictures. Complete  

The only specimens which appear not to be accounted for are two kakimonos in the Chinese School, two 

others and two unmounted drawings in the Kano School and two kakimonos in the Ganku School. Of only 

one of these has Dr Anderson any precise recollection and they cannot be of any importance. 

The result is as follows: 

Kakimonos in list 905 additional 22 = 927 

Makimonos 51 50 = 101 

Albums  8 19 = 27 

Screens  1 2 = 3 

Framed pictures 5  = 5 

Total actually recorded 1063 

Mr Anderson’s estimate being 1009 

The unmounted drawings appear to be 2236 in number as against Mr Anderson’s rough estimate of 1500. 

The total is therefore 3299 as against 2509, which I think you will agree with me is highly satisfactory. 
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Appendix 6   

Rev. Julian Tenison Woods: objects purchased in 1891 by the Powerhouse 

Museum 
Sources:  MRS 375 ‘H Stock Book’ and Powerhouse online data base: 

http://www.powerhousemuseum.com/collection/database/search_tags.php?tag=tenison+woods

&images=&show_all_ft=1&c=&s= (Viewed 5 June 2011) 

 (Japan-related items only selected, descriptions are given as per Powerhouse Museum 

database.)  

DESCRIPTION ITEM IMAGE 

C278 Mineral specimens (4), Pinite, Japan, purchased from the 
Rev. Julian Tenison-Woods, 1890 
 

NO IMAGE 

A78 Model, articulated crab, metal, maker unknown, Japan, 
1870-1900 
 

 
 

A84 Model, okimono, praying mantis (family Mantidae), bronze, 
maker unknown, Japan, 1880-1890 (broken) 
 

 
 

A86 Tsuba, open leaf design, iron, maker unknown, Japan, date 
unknown 

 
 

A92 Small wooden model of Sake gourd; in brightly varnished 
colours discriminately picked out in red, black and gold (SB). 
Small wooden model sake gourd bottle, brightly varnished 
colours, could be a natural seed-pod (LC). ...carved wood, 
lacquer, hand-painted  

 

A93 Small wooden model of Sake gourd; brick red colour, half 
open at one end   having cup-like formation (SB). Japanese small 
wooden model of a sake gourd, one end sectioned, brick red 
colour. 3 inches long (maybe a natural seed pod) (LC) carved 
wood 

 
 

A94 Hand satchel, gourd shaped, lacquer / silk, maker unknown, 
Japan, late 19th century 
 

 
 

http://www.powerhousemuseum.com/collection/database/search_tags.php?tag=tenison+woods&images=&show_all_ft=1&c=&s
http://www.powerhousemuseum.com/collection/database/search_tags.php?tag=tenison+woods&images=&show_all_ft=1&c=&s
http://www.powerhousemuseum.com/collection/database/?irn=216177&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=216177&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=194442&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=194442&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=197188&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=197188&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=199136&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=199136&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=203092&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=203092&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=203092&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=203092&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=203092&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=203667&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=203667&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=203667&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=203667&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=203667&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=203952&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=203952&search=tenison+woods&images=&c=&s=
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E82 Shell, Nautilus pompilus, Linn., purchased from Rev. Julian 
Tenison-Woods, 1891 
 

 
 

C277 Mineral specimen / box, Pinite, Japan, purchased from the 
Rev. Julian Tenison-Woods, 1890 
 

NO IMAGE 
 

A82 Miniature model of a Japanese house, bronze, Japan, c. 
1885 
 

NO IMAGE 
 

A100 36 Clay models, small human figures, oriental (LC). Box of 
small clay models [A99:A109]: b) 36 small human models (SB). 1 
Bathurst, 1 case 23 E Floor (SB). 
 

NO IMAGE 
 

A102 Clay model, miniature Japanese bridge, (LC). Box of small 
clay models [A99:A109]: d) Footbridge; of Japanese design (SB). 
 

NO IMAGE 
 

A104 One small model of a Japanese building, (plaster) also 
pottery toys, (house) and metal Japanese dwelling (modern) 
(LC). Box of small clay models [A99:A109]: f) Nine Japanese 
dwellings (SB). 1 Bathurst, 1 case 23 E Floor (SB). Models, 
Japanese dwelling 
 

NO IMAGE 
 

A109 Two small Japanese clay masks (LC). Box of small clay 
models [A99:A109]: k) Small clay mask (SB). Masks, 2, miniature, 
ceramic (OF). 
 

NO IMAGE 
 

A112 Hina festival doll, 'Kanjo' [Lady in Waiting], Meiji period, 
Japan, 1868-1912 (OF). 
 

 
 

A113 Hina festival doll, [musician], Meiji period, Japan, 1868-
1912 (OF). 
 

 
 

A114 Japanese porcelain figure, celadon glaze (LC). Figure of 
Japanese Lama [Lama crossed out]; 8 1/2 inches high, in sitting 
posture, of earthenware, covered with enamel of light green tint 
(SB). West Maitland (SB). Figure of Japanese [Lord], 
[earthenware 
 

 
 

A116 5 Porcelain models of human figures (LC). Five small 
porcelain models of human figures (SB). Transferred to West 
Maitland, Newcastle and Goulburn (SB). 

 
A129 Terracotta human figure, juggling beggar (LC). NO IMAGE 

http://www.powerhousemuseum.com/collection/database/?irn=228956&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=228956&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=216173&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=216173&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=196111&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=196111&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=168096&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=168096&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=168096&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=169112&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=169112&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=169739&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=169739&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=169739&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=169739&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=169739&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=171709&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=171709&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=171709&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=172998&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=172998&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173011&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173011&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173027&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173027&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173027&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173027&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173027&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173055&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173055&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173055&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173267&search=tenison+woods&images=&c=&s=
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A130 Terracotta human figure, a wayfarer with staff (LC). 
 

NO IMAGE 
 

A131 Terracotta human figure, in sitting posture with bowl 
soliciting alms (SB). 
 

NO IMAGE 
 

A132 Terracotta human figure, an old man.(SB). 
 

NO IMAGE 
 

A133 Terracotta human figure, middle aged Japanese lama (SB) 
NO IMAGE 

 
A134 Terracotta human figure, peddlar (fruitseller) sitting on 
edge of his basket of wares (SB). 
 

NO IMAGE 
 

A136 Terracotta human figure, Japanese (SB). (broken). 
 

NO IMAGE 
 

A143 3 Japanese bowls (SB). 

 
 

A149 Japanese wooden hand bag, 8 inches long, shaped like a 
sake gourd. Black lacquer interior, grey and gold exterior, 
braided cord handle (LC). Hand satchel in the shape of a gourd 
with handles of red cord, made of wood yet coloured to look like 
a metal 
 

 

A150 Japanese wooden lidless dish in two compartments (LC). 
 

 
A153 Japanese steel mirror in lacquered wooden case, a forest 
scene in relief, it is contained by a varnished black wooden 
casket (LC). Magic mirror (SB). 
 

NO IMAGE 
 

A154 Mask, 'Ota Fokee', painted wood, unknown maker, Japan, 
c. 1800 
 

 
 

A155 Album with folding folio of Japanese views (LC). 
 

 
 

A157 Portable cooking stove, metal / bamboo, possibly used by 
Reverend Julian Tenison-Woods, Japan, 1890-1891 
 

 
 

http://www.powerhousemuseum.com/collection/database/?irn=173330&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173341&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173341&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173355&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173392&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173392&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173439&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173546&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173643&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173643&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173643&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173643&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173643&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173657&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173699&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173699&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173699&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173710&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173710&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173725&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173748&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173748&search=tenison+woods&images=&c=&s=
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A158 Dishes, (3), with Japanese fish painting (LC). 3 Japanese 
porcelain dishes with painting of fish on upper side of each (SB). 
Dishes (2) earthenware (OF). 

 
 

A160 Letter opener, miniature dagger and scabbard, 
lacquer/gilt/textile, Japan, 1870-1890 
  
A161 Japanese irregular shaped carved wooden stand and small 
black bowl, c. 1900 (LC). 
 

NO IMAGE 
 

A162 Japanese pewter cup with lid, figured on exterior in mild 
relief (LC). Cast bell-shaped beaker, etched design of plum 
blossom, flowers and bamboo, pewter, nineteenth century (OF). 
 

NO IMAGE 
 

A169 Kimono hand-sewn, cotton. Japanese (LC). Cotton Yukata 
or summer kimono of simple wrap-over style with short 
rectangular sleeves. Striped indigo blue and white warp with 
blue and white ikat weft. Stylised tree form design. Hand sewn, 
Kasuri weaving techniques. 
 

 
 

A170 Japanese slipper (LC). Single wooden clog, black lacquer, 
platform style, V shaped leather strap stuffed with straw and 
covered with orange and black raffia (OF). 
  
A172 Red jug or vase, Japan (LC). Two red earthenware vases, 
without enamel, Japan (SB). 
 

NO IMAGE 
 

A174 Earthenware vase marked Japan (LC) Squat globular form 
with slender tapering cylindrical neck, figure in landscape 
pattern, light tan and green colours (OF). 
 

 
 

 
A181 Japanese vase, dark green pottery (LC). Wheel thrown 
stoneware vase, ovoid upper body tapering to narrow mouth, 
deep blue green ground with lighter green trailing brush strokes 
as stylized bamboo (OF). 
  

C275 Mineral specimens (7), Pinite, Japan, purchased from the 
Rev. Julian Tenison-Woods, 1890 
 

NO IMAGE 
 

C276 Mineral specimens / cups (2), Pinite, Japan, purchased 
from the Rev. Julian Tenison-Woods, 1890 
 

 
P1512 Cartes-de-visite (44), photographs of Japan, paper, J. 
Tenison Woods, Japan, 1885. 
Maker: Tenison-Woods, Julian Edmund; 1885 
 

NO IMAGE 
 

http://www.powerhousemuseum.com/collection/database/?irn=173765&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173765&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173765&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173818&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173818&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173835&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173835&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173852&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173852&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173852&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173979&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173979&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173979&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173979&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=173979&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=174002&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=174002&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=174002&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=174034&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=174034&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=174059&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=174059&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=174059&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=174158&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=174158&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=174158&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=174158&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=216162&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=216162&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=216170&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=216170&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=320787&search=tenison+woods&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=320787&search=tenison+woods&images=&c=&s=
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H280 Shrine, miniature, zushi, lacquered wood/gilded, Japan, 
1890 

 
 

H281 Japanese miniature shrine (zushi), black/gold lacquered 
carved wood, oval/cylinder shape.(OF). 
 
 

 
H285 Kanimona, with coloured representation of Japanese deity 
(an incarnation of Buddha).(SB). 1.8 ft x 8 in 

NO IMAGE 
 

H288 Japanese miniature shrine (zushi), black/gold lacquered 
carved wood,       oval/cylinder shape.(OF). 

 
 

H289 Japanese miniature shrine (zushi), black/gold lacquered 
cast bronze, oval/cylinder shape.(OF) 
 

 
 

H290 Japanese opium pipe, 16 inches long, bowl and 
mouthpiece of brass, with a bamboo stem.(SB). 
  
H291 Japanese opium pipe, 9 inches long, brass bowl, nickel 
mouthpiece and stem describing a cylindrical curve.(SB). 
 

 

H292 Japanese opium pipe, 9 1/2 inches long, brass bowl and 
mouthpiece, varnished bamboo-like stem 1/2 inch thick.(SB). 
  

H294 Nickel Japanese opium pipe, with long curled stem, length 
exclusive of        curlings 11 inches.(SB). 
 

NO IMAGE 
 

H295 Glass Japanese opium pipe, 4 1/2 inches long and 
contained in a case of wickerwork bamboo.(SB).  

 

H296 Glass Japanese opium pipe, 8 inches long, bamboo stem, 
nickel bowl and mouthpiece, with a turned wooden case.(LC). 

 
 

H274 Shamisen, Japan, 1890.(OF). 

 
 

H275 Models of 3 Japanese & Chinese musical instruments 
(miniature): Koto, Shamisen, and Hu ch'in.(LC) 

 
 

http://www.powerhousemuseum.com/collection/database/?irn=235632&search=shrine&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=235632&search=shrine&images=&c=&s=
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H277 Brass Japanese gong, ‘hollow bowl-like formation, exterior 
marked with some rudimentary attempts at ornamentation. 
Wooden striker, picked out in colours of red & black varnish. 
Emits clear & sonorous sound.’(SB). 

NO IMAGE 
 

H278 Pewter charm of Kwannon ‘(The Japanese goddess of 
mercy represented supported by two samurai)’. (SB). 

 
 

H279 Bronze charm ‘(a very old representation of Kwannon - an 
incarnation of Buddha, this pattern is quite different from any 
other now extant).(SB) 

 
 

H308 Panel, silk, handpainted in bright polychrome opaque 
watercolours with a standing portrait of a Japanese samurai and 
woman in ceremonial costume. 

 
 

H309 2 Japanese gongs.(SB) 
 

NO IMAGE 
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Appendix 7  

Arthur Lindsay Sadler: items purchased in 1948 by the Powerhouse 

Museum  
Sources:  Ajioka, Chiaki, Tornatore-Loong, Maria Connie, Parker, Luke, Stephen, Ann and University 

of Sydney Art Gallery, Japan in Sydney: Professor Sadler & modernism, 1920-30s, University Art 

Gallery, Sydney, 2011, p.48 f.n. 28.  

Powerhouse Museum online data base: (descriptions are given as per Powerhouse Museum 

database) 

DESCRIPTION ITEM IMAGE 

A4129 Japanese pottery bowl, 19 1/4" x 9", Oribe ware, 
Splashed flambe glaze (LC). 

 

 

A4130 Japanese pottery wheel [made], Oribe ware (LC) 
 

NO IMAGE 
 

A4131-1 Dish, Imari style, porcelain, maker unknown, 
Japan, 1800-1899 

 
 

A4132 Shrine, Buddhist, wood/lacquer, unknown maker, 
Japan, [early 19th Century] 

 
 

H4933 Japanese BIWA lute, large/body of Japanese oak, 
back laquered in gold and black. With plectrum. Similar 
to Arabian lute.(LC) 
 

 
 

H4934 Suit of armour and horse tack (47 pieces), textile 
/ leather / wood / lacquer / metal /paper, insignia of 
samurai officer [Koma Kaemon] of Bizen clan, unknown 
maker, Edo period, Japan, [1775] 

 
 

http://www.powerhousemuseum.com/collection/database/?irn=241380&search=saddle+japan&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=241380&search=saddle+japan&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=241380&search=saddle+japan&images=&c=&s=
http://www.powerhousemuseum.com/collection/database/?irn=241380&search=saddle+japan&images=&c=&s=
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Appendix 8 
 

Charles Freer: selected acquisitions and their provenances   
Works featured in the exhibition visited November 2006: Freer: A Taste for Japanese Art July 

2006-January 2007 at the Freer Gallery of Art, Washington. 

Images taken from Freer and Sackler Gallery of Art Collection: 

http://www.asia.si.edu/collections/ 

 

DESCRIPTION ITEM IMAGE 

 
Handscroll, Miracles performed by Jizo by Kano Tanyu 
1627  
 
Gift of Charles Lang Freer F1907.375b 
*purchased 1907 from Nomura Yōzō (1870-1965) of  
Samurai Shōkai, Yokohama 

 

Seated Bodhisattva 
early 13th century 
Kaikei , (Japanese, active ca. 1185 - 1220)  
Kamakura period  
Wood with lacquer, gold, copper, and crystal 
H: 62.8 W: 43.2 cm  
 
Gift of Charles Lang Freer F1909.345 
*Acquired 1909 from Nomura Yōzō of  Samurai Shōkai 
  

 

White hollyhocks 
late 17th-early 18th century 
Ogata Korin , (1658-1716)  
Edo period 
Ink, color, and gold on paper 
H: 153.1 W: 68.1 cm 
 
Gift of Charles Lang Freer F1901.27 
*Purchased from Siegfried Bing 
 

 
 

Album of twenty-four paintings by Kanō Tanyu, (1602-
1674) 
Edo period, 17th century 
Ink, color, and gold on paper 
H: 20.5 W: 16.1 cm 
 
Gift of Charles Lang Freer F1904.119 
*Michael Tomkinson 
 

 

http://www.asia.si.edu/collections/
http://www.asia.si.edu/collections/zoomObject.cfm?ObjectId=54981
http://www.asia.si.edu/collections/zoomObject.cfm?ObjectId=51050
http://www.asia.si.edu/collections/singleObject.cfm?ObjectNumber=F1904.119               
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Woodcutter 
1849 
Katsushika Hokusai (1760-1849)  
Edo period  
Ink and color on silk 
H: 221.1 W: 60.2 cm  
 
Gift of Charles Lang Freer F1904.182 
*1898-1907 Freer collected 90 paintings and 700 
drawings by Hokusai through the services of 
Kobayashi Bunshichi (1861-1923) 
 

 

Winter landscape: a ravine 
1883 
Kano Hogai , (1828-1888)  
Edo period  
Ink on paper 
H: 266.0 W: 83.3 cm 
 
Gift of Charles Lang Freer F1902.226 
*Commissioned by Ernest Fenollosa 
 

 
Moonlight Revelry at Dozo Sagami 
late 18th- early 19th century 
Kitagawa Utamaro  (1754 - 1806)  
Edo period  
Ink and color on paper 
H: 202.2 W: 356.0 cm 
 
Gift of Charles Lang Freer F1903.54 
*Acquired from Siegfried Bing 1903 at sale organised 
by Hayashi Tadamasa 
 

 

Waves at Matsushima 
17th century 
Tawaraya Sotatsu  (c. 1600-1643)  
Edo period  
Ink, color, gold, and silver on paper 
H: 166.0 W: 369.9 cm 
 
Gift of Charles Lang Freer F1906.231-232 
*Acquired from Kobayashi Bunshichi 
 

 

Writing box containing ink-stone and water holder 
Hon'ami Koetsu , (Japanese, 1558-1637)  
Lacquer H: 5.3 W: 24.5 D: 22.2 cm 
 
Gift of Charles Lang Freer F1907.105a-e 
* Bought by Freer in 1907 in Japan 
 

 

http://www.asia.si.edu/collections/zoomObject.cfm?ObjectId=2246
http://www.asia.si.edu/collections/zoomObject.cfm?ObjectId=1693
http://www.asia.si.edu/collections/zoomObject.cfm?ObjectId=1800
http://www.asia.si.edu/collections/zoomObject.cfm?ObjectId=53526
http://www.asia.si.edu/collections/zoomObject.cfm?ObjectId=45273
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Arhat (Nakula), one of a set of sixteen 
mid-14th century 
Ryozen , ca. 1328-ca. 1360  
Nanbokucho period  
Ink and color on silk 
H: 207.9 W: 78.6 cm  
 
Gift of Charles Lang Freer F1904.299 
 
* From the dealer Matsuki Bunkyō who travelled to 
Japan to buy on behalf of Freer, previously in the 
collection of the painter and lacquer artist Shibata 
Zeshin (1807-1891) who sold them to pay off his 
debts. The set came originally from Tōfukuji in Kyoto. 
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Appendix 9    

19th century Australian exhibitions where Japanese objects were 

displayed, and are discussed in the thesis 

  

City Exhibition title Year Exhibitor 
 

Melbourne Intercolonial 1875 Japanese Commissioners 
 

Sydney Metropolitan Intercolonial  1877 John Smedley 
 

 International  1879 Japanese Commissioners 
 

Melbourne International 1880 Japanese Commissioners & 
F.A. Singleton 

Adelaide Exhibition of the Arts and 
Industries of All Nations 

1881 F.A. Singleton 

Perth  International 1881 F.A. Singleton 
 

Melbourne Centennial International 1888  Numashima Jirobei, 91 
Elizabeth St. Melbourne 

 W.R. Loxley, Yokohama 

 E.H. Hunter, Kobe 

 Doubleday, Ilsey & 
Co.,Yokohama 
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Appendix 10       Sydney International Exhibition 1879 

Appendix 10A:   Japanese exhibitors and reports of judging and awards  
Source: Official Record 1879 Sydney International Exhibition, printed by Thomas Richards, 

Government Printer, 1881. 

[Names, spellings & categories are given as occur in the Official Record: Reports on Manufacturers 

and Art has been scanned from C. Morrow thesis; other categories are noted in abreviated form 

to illustrate range of Japanese exhibitors] 

`MANUFACTURERS' 

Classes 206-216 - Ceramics, Pottery, Porcelain, Glass, &c.   pp.  206-208 

HIO-CHI-YEN-SHA - Tokio - Porcelain, Painted Flower-vases, Pots, &c. First degree of Merit.  

Report -A collection of ornamental porcelain ware, very finely executed, beautifully decorated, well 

designed, and painted with great care, and shows to much advantage. Two plaques painted beautifully, 

belong to a higher standard of artistic merit. 

KANZAN DEN-SHICHI - Kioto - Flower-vases, Coffee Sets, Jars, &c, Highly Commended. 

 Report -A small collection of artistic porcelain-ware, very elaborately finished, splendidly decorated, 

and of very good material. 

KEISHINJOKU - Tokio - Collection of Porcelain. First degree of Merit.  

Report - A small, but very beautiful exhibit of porcelain. The decorative designs are very fine. The gold 

burnishing is excellent and durable and the shapes of the exhibits are new and creditable. 

KINKOZAN SOBEI - Kioto - Earthenware. Highly Commended. 

Report - A collection of earthenware, very finely executed, beautifully painted, richly gilt, the glazing 

being very good, and appearance attractive. 

KORANSHA - Hizen - Flower-vases. First degree of Merit Special. 

Report - These exhibits of ornamental porcelain are of great artistic beauty and execution; the 

immense size of the vases show the care and skill which has been bestowed upon them to much 

advantage. The gold burnishing on all the exhibits is excellent, the colours being bright and attractive, 

and the exhibits denote the greatest progress in this description of goods. 

MARU YOSABURO - Tokio - Earthenware. Highly commended. 

Report - A collection of about 100 tea-pots of different shapes and various colours, made of 

earthenware. The material is of very good quality and eggshell transparency, the glazing and 

decorations being bright and attractive. 

MATSUMOTO HOYEN -Tokio - Porcelain Vases. Commended.  

Report - Two pairs of vases of good shape, finely decorated, and well glazed. 
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MITSUI BUSSAN KUWAISHA, KIRITSU KOSHO KUWAISHA AND OKURA & CO - Tokio -China and 

Earthenware. First degree of Merit.  

Report - A very large and excellent collection of porcelain and earthenware, for ornamental and 

household purposes. Some of the large pieces are very carefully painted and richly gilt, showing great 

merit, - the glazing being very delicate and durable. The whole exhibit is very creditable. 

MIYAGAWA KOZAN - Yokohama - Porcelain and Faience. First degree of Merit.  

Report - This is the finest collection of porcelain and earthenware in the Japanese Court, for 

ornamental and household purposes. The designs are new, and very attractive, the decorations being 

of very high artistic merit, the paintings although odd and bizarre, are executed with great care 

and show much patience in the carving of minute embellishments, - the glazing exhibiting to great 

advantage the characteristic style of `Cracklein'. A great many of the ornamental pieces would grace 

any museum. 

NISHI-WOORA YENJI - Mino - Chinaware. Highly Commended.  

Report - This is a very large collection of chinaware for ornamental and household purposes, very fairly 

painted, - the colours are bright, with very good glazing and excellent material; very marketable. 

NOTOMI KAIJIRO -Tokio - Ornamental Porcelain. First degree of Merit.  

Report - This is a small collection of ornamental porcelain, of good designs, tastefully decorated, richly 

gilded, and of very fine material. 

OTA MANKICHI - Tokio - Porcelain Tea and Coffee Sets. Highly Commended.  

Report - A collection of tea and coffee sets of porcelain, of good shapes, well painted and decorated, 

of good material. Two vases exhibited by this firm are very finely decorated, of good design, and very 

attractive. 

SHIMADA SOBEI - Osaka - Porcelain Ornaments. Highly Commended.  

Report - A collection of ornaments made of porcelain and earthenware, of very creditable make; the 

raised flower decorations and other ornamentation shows to great advantage, the gilding and glazing 

are good and durable, the designs being pleasing and attractive. 

SHIMIDZU ROKU-BEI - Kioto - Porcelain ware. Commended.  

Report - This exhibitor shows several pieces of porcelain of good designs, well-glazed, and fairly well 

decorated. 

SHIPPO KUWAISHA - Nagoya, Owari. Ornamental Porcelain. First degree of Merit.  

Report - Here we have a very large collection of ornamental porcelain-ware of the finest description. 

The cloisonné enamel decorations on many of exhibits of which this firm are the inventors, are of the 

greatest artistic merit, and challenge any maker of porcelain: the gilding, executed with great care, is 

of special merit; the designs of all the articles are new, attractive, and very creditably finished, - the 

material used being of very good quality. 

TAKAHASHI DOHACHI - Kioto - Flower-vases, Pots, Trays, &c. Highly Commended.  
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Report - An exhibit of ornamental porcelain-ware, new in design, the raised ornamentation clear, 

colours and glazing fine and attractive. 

WAKI KITEI - Kioto - Porcelain. Commended.  

Report - The exhibits of this maker are of good design and material, the gilding and decoration good, 

the glazing being fine and durable. 

`ART' 

Classes 400-409 - Sculpture and Painting p. 481 

HIO-CHI-YEN-SHA-Tokio- Paintings on Porcelain. Highly Commended.  

Report—The subjects are well chosen; the birds, flowers, landscapes, & c., are bold in style, and well 

executed. 

KORANSHA- Hizen- paintings on Porcelain. High degree of Merit.  

Report—Two handsome vases, 5 feet high, with fine blue tint paintings of birds, &c., artistically 

executed. 

MATSUMOTO HOYEN- Tokio- Painting on enamel. Commended.  

Report—Well painted flower vases of fair design and colouring. 

MIYAGAWA KOZAN - Ota- Paintings on enamel. First degree of Merit.  

Report—Artistic execution; the figures painted in relief, enamelled, & c., are elaborate and tasteful in 

the highest degree. Pure Japanese art. 

NOTOMI KAIJIRO—Tokio - Paintings on porcelain. Highly Commended.  

Report—Handsomely painted. Some pictures are very elaborate, and the colouring is good. 

TAKAHASHI DOHACHI - Kioto- Paintings on Porcelain, & c. Highly Commended.  

Report - Good style, some of the figures on the vases are very accurately executed. 

WAKI KITEI - Kioto- Painting on Porcelain. Honourable Mention.  

Report—The designs are all characteristic of Japanese art. 

‘FURNITURE’, p. 223 

Hori Koshi Chi –Osaka – folding screens 

1st degree of merit – Isogaya Risanji – Shidzuoka – lacquered ware 

Kubota Kanbei – Kioto – lacquered ware 

1st degree of merit – Ota Mankichi – Tokio – wooden bureau and other lacquered furniture 

 ‘YARNS AND WOODEN GOODS’, p. 252  

Akagawa Kiubei – Osaka – ferntree mat 



474 
 

 
APPENDICES to ‘The Formation of the Japanese Art Collection at the Art Gallery of South Australia 1904-1940:  

Tangible Evidence of Bunmei Kaika’, © Jennifer Harris, 2012   

Matsumoto Tetsuzo – Tokio – floor cloth, imitations of leather 

Mitsui Bussan Kuwaisha, Kiritsu Kosho Kuwaisha and Okura and Co. – Tokio – cotton rugs 

Ota Woohei, Osaka – Cotton canvas 

Sakai Goichi, Osaka – cotton cloths 

Sasaki T.T., Nagasaki – feather rug 

Shin- Shio – Sha, Osaka silk rug 

Yanagita Woohei, Osaka – rattan oil cloth 

 ‘SILK AND SILK FABRICS AND MIXTURES IN WHICH SILK IS PREDOMINATING MATERIAL’ p. 260-1 

Gunma ken - local government - cocoons 

Kaitakushi - Tokio – cocoons 

Mitsui Bussan Kuwaisha - Kiritsu Kosho Kuwaisha and Okura and Co. -  Tokio – upholstery silk -  figured 

silk -  plain woven silk 

Ori Dono - Kioto – silk handkerchiefs 

Oshima Shosha - Shimotsuke – cocoons 

CLOTHING, JEWELLERY, ORNAMENTS’, p. 282 

Fujiwara Seibei - Osaka – ornaments 

Miyagawa Chijiro and Saito Kiuosuke - Tokio – pipes and buttons 

Nakamura Rikichi - Tokio – fishing hooks 

Sasaki T.T., - Nagasaki – bamboo fishing rods - tortoise shell buttons 

Shippo Kuwaisha - Owari – fans 

Takeya Seizo - Tokio – Tobacco pouches 

Wooyeno Yeizaburo - Kioto – fans 

‘PAPER, STATIONERY’, p. 308 - 9  

Hang Shucho - Osaka 

Insatsu Kioku - Tokio 

Seichiro Hayashi - Tokio – tissue paper 

Takeya Seizo - Tokio – imitation leather 

Wooyeno Yeizaburo - Kioto –wall paper 

Wooyeno Sanjiro - Tokio – colored paper 
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‘HARDWARE, EDGE TOOLS, CUTLERY’, p. 388  

Government of Japan – knives  

Hiro –Yemon – Fukichi – Mino – knives, scissors 

Ota Mankitchi, Tokio – bronze castings, vases 

Sakei Shima, Osaka –iron and copper vases 

Shobei Osawa, Osaka – iron and copper vases 

Shin –Shi – Chi Yoshida, Osaka - knives 

Tazayemon Okamoto, Mino – ornamental bronze in imitation of old vases 

FABRICS OF VEGETABLE, ANIMAL, MINERAL’ 

Asahi Hatsu, Tokio – lacquered small wooden boxes with paintings in gold 

Sano Tokujiro, Osaka– basket ware – report –lining is wanting in accuracy and they are not mounted 

well enough for fine basket work 

‘ENGRAVINGS, LITHOGRAPHY, PHOTOGRAPHY etc’, p. 500 - 503 

Goto Shozaburo, Yokohama – cloisonné – ‘very beautiful, colours harmonious, delicate gold burnishing 

excellent. The large plaque exhibited would be an ornament to any museum as illustrative of the high 

standard this art has attained in Japan’ 

Insatsu Kioku Government Printing Office - Tokio – bank notes - stamps etc  

Isogaya Risanji – Shidzuoka - Cabinet work 

Kanaya Gorosaburo - Kioto - Bronze ware 

Kanzan Denshichi - Kioto - Cloisonné 

Kinkozan Sobei - Kioto – Cloisonné 

Kiritsu Kosho Kuwaisha – Tokio - cabinet – ‘2 cabinets very finely carved and lacquered of pleasing 

appearance and very tastefully inlaid’. 

Mitsui Bussan Kuwaisha - Kiritsu Kosho Kuwaisha and Okura and Co. - Tokio –cloisonné 

Murakami Torajiro - Kioto – lacquer 

Nakagawa Nobori - Tokio – engraved copper plates 

Nakamura Seijiro - Osaka – Photographs 

Nishimura Soyemon - Kioto – embroidered and dyed silk screens 

Okura and Co - Tokio – bronze ware (2 large vases - 1 flower stand – gold - silver and other metals)  

Ota Heisuke - Kioto - dyed and embroidered silk screens 
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Ota Mankichi - Tokio – lacquer ware- 100 different coloured wood lacquers and panels - at various 

stages of manufacture 

Ota Mankichi - Tokio – bronze ware (gold - silver - alloy) 

Saito Zenbei - Tokio - bronze ware 

Sasaki T.T. Nagasaki - needlework ‘a large picture in needlework on blue silk representing an eagle 

with partially spread wings, which is very striking and full of life…. 

Seimi Kioku, Kioto - Cloisonné, turquoise and lapis lapuli 

Shimidzu Roku-Bei - Kioto - modelling (vases) 

Shippo Kuwaisha - Owari - cloisonné 

Yoshida Yasubei and Murakami Torajiro - Kioto -bronze ware, 2 large vases 

‘ANIMAL PRODUCTS, LAND AND MARINE’, p. 702, 821  

Kuwai Takushi - Yeddo - preserved salmon and venison (dept for colonisation on the island of Hokkaido 

or Yesso) + 41 specimens of timbers grown in Hokkaido 

Tsukushi Sanjiro - Osaka - vegetable wax  

Fukuoka ken (local govt of) - rice 

Japanese govt - Tokio- teas 

Kuwanno Kioku Board of Agriculture - Tokio -Tea 

Kuwai Takushi - Yeddo - wheat      

Nogakko, Imperial Agricultural College Tokio - Agricultural products 

Sai- Ichiro Kisaigawa - Nagasaki - cigars 

Shidzuoka ken (local govt of ) - maize, rice 

Takaska Taheiji, Mino - rice 

Sakai Goichi, Osaka - sugar candy 

‘WINES, SPIRITUOUS, FERMENTED AND OTHER DRINKS’ Japan Commission liqueur (could not be 

compared with any other exhibit) 
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Appendix 10B    

List of objects presented by the Japanese Commissioners & recorded in 

Haruo Sakata’s Report on the Sydney International Exhibition 1881 

(Japanese)   
Source: Shidon -fu Bankoku Hakurankai H koku G shū Shidonii-fu Bankoku Hakurankai Jimukan, 
(Report on Sydney International Exhibition 1881 by Sakata Haruo, facsimile of copy held by 
Kokuritsu Kokkai Toshokan 1990) pp. 76-79 
 
[Sakata’s list is incomplete with 47 items while the English list reported in Appendix 10C lists 57 
items.] 
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Appendix 10C    

List of items presented by the Japanese Commissioners, Sydney 1880 

(English) 
Source: The Sydney Morning Herald Tuesday 30 March 1880 p. 6   [Scanned from TROVE - 

http://trove.nla.gov.au/newspaper] 

PRESENTATION TO THE COLONY BY THE JAPANESE GOVERNMENT 

Yesterday forenoon the Executive Commissioner (Mr P A Jennings, C M G), attended the Japanese 

Court, by appointment, for the purpose of receiving, on behalf of the colony, a  collection of 

Japanese Works of Art, presented  by the Government of Japan to the Government of New South 

Wales. The presentation was made by Mr Haruo Sakata (Commissioner for Japan) who was 

attended by the Secretaries, Messrs. Watanabe and Morakami, and Professor Smith , C, M. G., Mr 

J. Davies M. L. A. , Mr John Alger (members of the Exhibition Commission), and a number of ladies 

were also present. Mr Sakata in making the presentation, handed to Mr Jennings a letter, cleverly 

written in Japanese, by Mr Morakami, of which the following is a translation:  

"PA Jennings, Esq. Executive Commissioner, 

'The Sydney  International Exhibition, etc. &c 

Sir,- I have the honour to return you, on behalf of the Japanese Government, our best thanks for the great kindness and 

hospitality of the people in N. S. W ales whenever our people have visited here, specially on this occasion. 

I came here, without sufficient preparation, with only a few articles scarcely worthy of this grand Exhibition, but I feel 

honoured that I have had a good success in our court in the Garden Palace. This, I am sure, entirely depends upon the 

great kindness of the people here, especially yourself, the Executive Commissioner, and other members, and is the 

greatest happiness, not only for my self but also for all the people in Japan. 

Now, I am going to leave here for Japan within a short time, but I am quite unable to return our best thanks to all the 

people of New South Wales one by one.  In consequence of this, I wish to present, through the hands of the Executive 

Commissioner, a small collection of our articles, selected from almost every exhibitor of Japan, to the whole colony of 

New South Wales, and if you kindly accept and keep it in either public Museum or some other place in the principal town 

– Sydney - I shall feel much honoured. 

However, I hope that the people will not need to admire it long as a curiosity and antiquity of Japan, because my desire 

is that every part of New South Wales may be filled up with our natural and manufactured articles, soon in future, and 

under the same view, about 40,000,000 friends in Japan will always love and use the articles produced and 

manufactured here, so that the products of the two countries will soon become familiar to each other. 

As every one knows, the distance between the two countries is not very far and if special arrangements be made 

through the direct route, the mutual communication can be effected in about three weeks, and consequently the 

national intercourse bctween the two countries will be increased more and more hereafter. 

I regret that this side of the world has not been well known to our people up to this time:  I think this is the reason that it 

was the first time only for us, when Mr Hashimoto and myself came here as the Commissioners for the Melbourne 

Exhibition, 1875, although many of our people have visited here continually from that period to the present there has 

not been sufficient time to make much acquaintance. 

Also, I regret that the collection of exhibits from Japan does not fully represent the natural and manufactured products 

of that country, but simply gives you a general idea about them. However, I hope to represent our products fully here 

some time in future. 

If the collection which I now present to the nation of New South Wales shall become an aid in promoting the business 

transactions between the the two countries hereafter, I shall feel very happy, and much honoured. 

I have the honour to be, Sir, your most obedient servant, 

HARUO SAKATA, Commissioner for the Japanese Empire’ 

http://trove.nla.gov.au/newspaper
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Mr Sakata also presented a second collection of works of art from the exhibitors, accompanied 

with the following letter - 

PA Jennings, Esq. Executive Commissoner, 

The Sydney International Exhibition, 

Sir,-I have the honour to inform you that the representatives of our following exhibitors requested me to join to present 

through your hands their articles to the colony of New South Wales, at the same time when I do, and if you therefore 

kindly accept them too, they will be very happy. 

Collection of porcelain flower vases, plates, pots, etc, &.c, by G Nishimura, Mino.   

One porcelain incense burner, by K Miyagawa, Yokohama. 

Model of a Japanese house, made of bamboo, by Mitsui Bussan Kuwaisha, Kiritsu-Kosho Kuwaisha and Okura and Co. 

Tokio and E ) Specimens of lacquer works, by T Murakami, Kioto. 

 

I have the honour, to be, Sir, your most obedient servant, HARUO SAKATA,Commissioner for the Japanese Empire” 

 

Mr Jennings, in acknowledging the gift, said that he felt highly honoured at being made the medium for transmitting 

such a valuable and costly present to the Government of New South Wales. He would immediately communicate with 

the Government, informing them that this splendid collection of works of art had been placed at their disposal and it 

would no doubt, be a source of great satisfaction to the Government to receive such a substantial expression of 

goodwill on the part of the Japanese Empire towards the colony of New South Wales. On behalf of the Exhibition 

Conmissioners he had to thank the Japanese Commissioners for the invariable courtesy and urbanity they had displayed 

and the members of tho Commission acknowledged with gratitude and satisfaction the manner in which the 

representatives of Japon had co-operated with them in their efforts to make the Exhibition a success. 

Mr Sakata thanked the Executive Commissioner, and the proceedings, which were of quite an informal character, then 

terminated. 

The collection will be handed over to the Government in the course of a few days, and will probably be placed on view 

in one of the public institutions. They are all works of national art, and some of the vases and cabinets have a 'very high 

price placed upon them, varying from £25 to £75.  

The following is a list of the articles: -  

1. pair of bronze flower vases, made by Z. Saito, Tokio.   

2. pair of porcelain flower vases, made by D. Kanzan, Kioto.  

3. pair of large porcelain tea jars, with double covers, made by Y. Matsumoto, Tokio.   

4. one cabinet, carefully lacquered, with delicacy, by Mitsui Bussan Kuwaisha, Kiritsu Kosho Kuwaisha, 

and Okura and Co. Tokio. 

5. pair of large porcelain incense burners, made by Shippo Kuwaisha, Owari.   

6. one ornamental piece of cloisonné enamel on bronze, by Chemical Laboratory, Kioto.  

7. pair of large porcelain incense-burners, made by K. Miyagawa, Yokohama.   

8. pair of small porcelain incense-burners, made by K Miyagawa, Yokohama.   

9. one small jar of cloisonné enamel on porcelain, with cover, made by Shippo Kuwaisha, Owari.   

10. bronze plate, made bj G Kanaya, Kioto.  

11. pair of porcelain flower-vases, made by K. Notomi, Tokio.  

12. pair of plates, of cloisonné enamel on bronze, made by S Goto, Yokohama.  

13. pair of large bronze flower-vases, made by T. Okamato, Mino.  

14. pair of porcelain flower vases, made by Hiochiyensha, Tokio.  

15. pair of large porcelain blue flower vases, made by Koransha, Arita, Hizcn.   

16. collection of agricultural products and materials with analytical result, by Imperial Agricultural 

College, Komaba, Tokio.  

17. specimens of raw silk, with cocoon, manufactured by Kaitakushi, Department for the Colonization 

of the Island of Hokkaido or Yesso.  
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18. specimens ot raw silk, with cocoon, manufactured by Oshima shosha (Oshima and Co. ), 

Shimotsuke . 

19. specimens of papers manufactured by Government Printing Office, Tokio.   

20. pair of small porcelain flower vases, made by G Nishiura, Mino.  

21. one tablet of fish made of mother of pearl made by T. T. Sasaki, Nagasaki.   

22. one small black lacquered cabinet, by Mitsui Bussan, Kuwaisha, Kiritsu-Kosho Kuwaisha, and Okura 

and Co, Tokio.   

23. collection of small lacquered cabinets, and pair of small ornamental pieces lacquered on wood, 

made by R Isogaya, Shidzuoka.   

24. pair of porcelain flower vases, made by G Nishiura, Mino.  

25. two swords and one firearms, made by the hands of prisoners, and exhibited by the Criminal Board, 

Tokio.   

26. pair of porcelain flower vases, made by S Shimada, Tokio.   

27. pair of large porcelain flower pots, made by G Nishiura, Mino.  

28. pair small bronze flower vases, made by G. Goshida and T. Murakami, Kioto.  

29. one piece of matting, made by G Oyamada, Osaka.   

30. one case of artificial flowers, made by S. Hanabusa, Osaka.  

31. half dozen of purses used for children, made by S Fujiwara, Osaka.  

32. pair of porcelain flower vases, made at Imado, and exhibited by M. Ota, Tokio.   

33. pair of porcelain tea pots, mado by R. Shimidua, Kioto;  

34. porcelain small tea pots (11), called “banks," made by G. Maru, Tokio.  

35. one lacquered cabinet, made by M. Ota, Tokio.  

36. porcelain tea set, made by K. Waki, Kioto.  

37. pair porcelain flower vases, made by S Kinkozan, Kioto.   

38. one large porcelain flower vase, made by K. Miyagawa, Yokohama.   

39. one tablet of pictures, specially dyed, called "Iwoozenzomo," and embroidered, made by H. Ota, 

Kioto.   

40. pair of porcelain lamp stands, made by K. Miyagawa, Yokohoma.  

41. pair of floor covers, made of paper in imitation of leather, made by S. Takeya, Tokio.   

42. pair of porcelain flower vases, made by S. Kinkozan, Kioto.   

43. pair of porcelain flower vases, made by D. Takahashi, Kioto.  

44. tea canisters (3), made by T Murakami, Kioto.   

45. pair of large plate of cloisonné enamel on bronze, made by Shippo Kuwaisha, Owari.   

46. pair of porcelain blue tea jars, made by Koransha, Arita, Hizen.   

47. one piece of paper table- cloth, made by the Government Printing Office, Tokio.   

48. one small cabinent lacquered, made by M. Ota, Tokio.   

49. pair of porcelain tea jars, made by G. Nishiura, Mino.  

50. specimens of cotton, manufactured by S. Akiba, Osaka.  

51. one piece of floor-cover, mado of rattan, made by G Woohei, Osaka.  

52. pair of cotton rugs, made by Shin Shin-sha, Osaka.  

53. pair of porcelain flower vases, made by S. Shimada, Tokio.   

54. specimen of fishing hooks, made by R. Nakamura, Tokio  

55. specimens of papers with its material, manufactured by the local Government of Shizuoka Ken  

56. spécimens of papers, manufactured by S Hayashi, Tokio  

57. two tablets of the Japanese pictures, printed by K. Saito,Tokio. 
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Appendix 10D      

Art Gallery New South Wales: extant gifts of the Japanese Commissioners 

& purchases made in 1880 from the Sydney International Exhibition 
Sources:  
Art Gallery New South Wales Collection data website: 
http://www.sydneyarchitecture.com/cbd/cbd6-002.htm 
Carol Morrow’s Meiji Period Ceramics from the Sydney International Exhibition of 1879, M.A. 
Thesis, University of Sydney, 1998. 
Photographs supplied by Art Gallery of New South Wales unless specified differently 
 
Use of bold text and asterix*indicates suggested change from current AGNSW description 
 

Ceramics 
 

Hyōchien Company (Tokyo, active 1873-1909) 
FUWA Sodō 
Large plate with carp design  
May 1879  
porcelain with overglaze decoration  
8.4 x 62.8cm 
Purchased 1880 (£6 as recorded in Trustees Minutes 6 
April 1880)  
*Currently: Acquisition details unknown  
AGNSW 1250 
[Inscriptions on front Sodō; reverse Meiji jûni-nen go-
gatsu/ Nihon Tokyo/ Hy chi-en sei/ Fuwa Sodô ga 
(made in May 1879/ made by Hyōchien Company of 
Tokyo, Japan/ painted by Fuwa Sodō)  and company's 
mark].(Photograph: J. Harris July 2011) 
 

 

KŌRANSHA (1875 to present) 
*currently: Fukagawa Porcelain Manufacturing Co., Ltd 
(Japan) 
Stork vase  
Ceramic stoneware, glazed and gilt  
122.0 x 46.0cm; 33.0cm diam. of rim  
Gift of the Japanese Commissioners at International 
Exhibition 1881  
2390.1 & 2390.2 
[Inscription Hizen Arita Fukagawa sei (made by 
Fukagawa, Arita, Hizen province) and Kōransha’s orchid 
mark.]  
Japanese Commissioners’ list no. 15. ( See Appendix 
10A-B-C) 
 

 
 

Matsumoto Hōen  
Jar with moulded design of sea creatures and net  
stoneware, colour enamels over clear crackle glaze 
37.8 x 22.8cm overall 
Gift of the Japanese Commissioners at International 
Exhibition 1881 
AGNSW 2439A-D 
 

 

http://www.sydneyarchitecture.com/cbd/cbd6-002.htm
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Matsumoto Hōen Jar [cont] 
[Inscription "Nihon Tokyo Matsumoto Hôen ga [picture 
by Matsumoto Hôen in Tokyo, Japan]" and artist's seal].  
 
Matching lidded jar Powerhouse Museum A2569-3/1:2 
Japanese  commissioners’ list no. 3 (See Appendix 10A-
B-C) 
 

 

Takahashi Dōhachi, Kyoto 
Blue and white vase with design of pomegranate and 
chrysanthemum  
porcelain  
25.8 x 11.7cm; 9.9cm diam. of rim  
 
Gift of the Japanese Commissioners at International 
Exhibition 1881  
*currently credit line: Purchased 1880, AGNSW 2441 
 
[No inscription, label “Kioto’, maybe by Takahashi 
Dōhachi 1V. (See Morrow p. 84)] 
  

Awata ware, Kyoto 
KINKŌZAN Sôbei VI (1823-1884)  
Vase with design of ducks  
stoneware, enamel colours over the glaze  
30.6 x 14.2cm  
 
Gift of the Japanese Commissioners at International 
Exhibition 1881  
AGNSW 2444 
[Inscription dai nihon sai ky  Kink zan Great Japan 
Western capital Kinkōzan] 
Japanese Comissioners list no. 37 or 42 (See Appendix 
10A-B-C) 
Matching vase missing. 
 

 

MIYAGAWA Kōzan (1842-1916) (?) 
Incense burner with two dragons and seated rakan on 
lid. (damaged) 
Earthenware 
Gift of the Japanese Commissioners at International 
Exhibition 1881 
AGNSW 2445 (NOT ON SYSTEM)  
 
 
Japanese Commissioners’ list no. 7 or 8 (See Appendix 
10A-B-C & Morrow p. 96)  
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SOGA Tokumaru  
Hyōchien Company (Tokyo, active 1873-1909)  
Vase with design of cocks, hens and chicks  
December 1878, no. 686  
porcelain or white stoneware, enamel colours over 
clear glaze  
34.0 x 19.0cm  
Gift of the Japanese Commissioners at International 
Exhibition 1881  
AGNSW 2447 [Inscriptions: Dai roppyaku Hachijurokugo 
(no, 686) Meiji juichinen junigatsu (Meiji 11 December) 
Nihon Tokyo, Hy chiensei (made by Hyochien, Tokyo, 
Japan) Soga Tokumaruga.(painted by Soga Tokumaru)] 
One of original pair, Japanese commissioners’ list no. 
14. (See Appendix 10A-B-C)Matching vase Power House 
Museum A2569-1 transferred from National Gallery 
NSW 24-06-1925 
 

 

Octopus vase 
stoneware, enamelled  
31.0 x 22.0cm  
Gift of the Japanese Commissioners at Sydney 
International Exhibition 1881  
AGNSW 2448.a-b 
Matching vase Powerhouse Museum A2569-2,  
transferred from National Art Gallery NSW 24/06 1925 
No inscription. Possibly Mino ware Y.Nishiura ((24) 
(26) or (27) S. Shimada  or donated by exhibitor (A)  
 

 
 

MIYAGAWA Kōzan (1842-1916) (?) 
Three footed vase with design of gourds, insects and 
frogs 
stoneware 
57.0 x 27.0cm 
Gift of the Japanese Commissioners at International 
Exhibition 1881 
*Currently: Acquisition details unknown  
AGNSW 2450.a-b (lid not included in photo) 
No inscription, label ‘Kyoto Awata’. 
Japanese Commissioner’s list no. 38 (See Appendix 10A-
B-C) 
Possibly Miyagawa Kōzan ( See Morrow, p. 98) 
 

   

Imado-yaki  
Vase with design of clouds, flowers and birds  
stoneware  
42.0 x 19.0cm; 13.5cm diam. of rim  
Gift of the Japanese Commissioners at International 
Exhibition 1881  
AGNSW 2451 
[Inscription Ohira or Taihei tsukuru (see Morrow p. 
100).] 
Japanese Commissioner’s list  (no. 32) exhibited by Ota 
Mankichi, Tokyo (See Appendix 10A-B-C) 
Matching vase Powerhouse Museum A2569-?, 24/06 
1925 
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Nōtomi Kaijirō (1844-1918) (?) 
Vase with design of ducks 
stoneware  
43.4 x 29.0cm; 13.5cm diam. of rim 
Gift of the Japanese Commissioners at International 
Exhibition 1881  
* Currently: Acquisition details unknown  
AGNSW 2452 
 
Matching vase (not identical) Powerhouse Museum 
A4525, transferred from National Art Gallery NSW 
24/06 1925 
Possibly Nōtomi Kaijirō ( Japanese Commissioners’ list 
no. 11, See Appendix 10 A-B-C) 
 

    

KINKŌZAN Sōbee (Sōbei) VI (Japan, b.1823, d.1884)  
Vase with design of birds and flowers around pond  
stoneware  
44.0 x 24.5cm  
Gift of the Japanese Commissioners at International 
Exhibition 1881  
AGNSW 2454  
 
[Inscription dai nihon Kink zan z . Great Japan, made 
by Kinkozan] 
Japanese Commissioners list (no. 37 or 42) (See 
Appendix 10A-B-C) 
Matching vase Power house Museum A4526-1 
transferred from National Art Gallery NSW 24/06 1925 
  

KATŌ Gosuke ( b.1837)  
Jar with design of chrysanthemum, bamboo and 
sparrow  
stoneware  
12.5 x 12.5cm  
Gift of the Japanese Commissioners at International 
Exhibition 1881  
AGNSW 2455 
 
[Inscription on panel Nihon Mino koku/ Kat  Gosuke z  
Made by Katō Gosuke of Mino;  illegible pencil 
inscription on base] 
Donated in name of  exhibitor Nishiura  Enji  : 
Japanese Commissioners’ list  no. 26 (See Appendix 
10B); No. 27 (Appendix 10C)  
 

 

MIYAGAWA Kōzan (1842-1916) (?) 
Three-legged incense burner with Daikoku and fish 
Earthenware, enamel and gilt 
28.2 x 15.5cm overall  
Gift of the Japanese Commissioners at International 
Exhibition 1881  
AGNSW 2456.a-b  
[no inscription possibly  Miyagawa Kōzan and one of 
original pair] 
 Japanese Commissioners’ list no. 7 or 8 (1 of pair) (See 
Appendix 10A-B-C)  

javascript:;


486 
 

 
APPENDICES to ‘The Formation of the Japanese Art Collection at the Art Gallery of South Australia 1904-1940:  

Tangible Evidence of Bunmei Kaika’, © Jennifer Harris, 2012   

 
Kōransha 
*currently : Fukagawa Porcelain Manufacturing Co., Ltd 
(Japan)  
Tea jar with design of dragon and phoenix in clouds  
porcelain  
27.0 x 15.5cm overall; 10.0cm diam. of rim  
Gift of the Japanese Commissioners at International 
Exhibition 1881  
AGNSW 2457.a-b  
 
[Inscription Fukagawa sei and orchid mark of Koransha. 
One of original pair.] 
 
 Japanese Commissioners’ list no. 46 (1 of pair) (See 
Appendix 10A-B-C) 
  

*Kawamoto Hansuke V1 (1844-1905)
1
 

Three legged urn with cover  
porcelain 
54.5 x 37.0cm overall 
Gift of the Japanese Commissioners at International 
Exhibition 1881  
*Currently:  Acquisition details unknown  
Accession number   2458.a-b 
 
[Inscription: Signed inside cover as a square seal 
Kawamoto Hansuke; label yonju ni go no. 42] 
Commissioners’ list no. 5,  listed under Shippo Kaisha. 
(Appendix 10B-C) 
 
Matching urn Powerhouse Museum A5723/1:2, 
transferred from National Art Gallery NSW 24/06 1925 
(broken)  
 

   

Sôma ware  
Vase decorated with grey-green slip  
earthenware  
30.5 x 17.5cm; 10.5cm diam. of rim  
Gift of the Japanese Commissioners at International 
Exhibition 1881  
AGNSW 2459 
[Inscription nihon Tokyo sumishi or chosai,]  (See 
Morrow p.83) 
 

    
 

Satsuma ware 
Three-legged incense burner with high handles   
stoneware, glazed and gilt  
49.3 x 35.2cm overall  
Purchased 1880 ( See Morrow p. 94) 
AGNSW 2461.a-b 

 

                                                           

1
  Signature identified in Jahn  p. 321. 

http://media.agnsw.org/collection_images/2/2458.a-b
javascript:;
javascript:;
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KANZAN Denshichi (1821-1890) 
Kyoto  
Vase with various designs in panels of different shapes  
24.8 x 14.0cm  
Gift of the Japanese Commissioners at the International 
Exhibition 1881  
AGNSW 2465 
 
[Inscription dai nihon kanzan sei,Great Japan made by 
Kanzan;  label ‘kioto kutani ware’] 
Japanese Commissioners’ list no 2.(1 of pair) (See 
Appendix 10A-B-C) 
  

Cloisonné 
 
Gotō Shōzaburō active 1860-1910 or Shippō Kaisha  
Pair of blue plaques  
cloisonné  on brass or copper  
9.6 x 76.0cm  
 
Gift of the Japanese Commissioners at International 
Exhibition 1881  
AGNSW 1248 & 1249  
[ Inscription: inside base, unclear] 
Japanese Commissioners’ list: no. (45) Shippo kaisha or 
(12) S Goto, Yokohama (See Appendix 10A-B-C) 
  

Covered jar with design of dragons and other 
imaginative animals  
cloisonné on metal  
25.5 x 32.0cm  
*Purchased (1 of 2) for £8?  
Acquisition details unknown 
AGNSW 2460.a-b  
[Inscription: label on base enamel &  Nagoya no. 37] 
 

 
SUZUKI Seiichirō, active 1860s  
Jar with design of butterflies and flowers  
cloisonné on porcelain  
19.5 x 16.0cm  
 
Gift of the Japanese Commissioners at the International 
Exhibition 1881  
AGNSW 2462 
[Inscription dai nihon seiz  shipp  kaisha Suzuki Seiichir  
gohyaku nanajū kyū Great Japan made by Shippo 
Kaisha, Suzuki Seiichiro, no. 579] 
 

 

http://media.agnsw.org/collection_images/1/1248
javascript:;
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Takeuchi Chūbei (1852-1922) 
Shippo Kaisha, Nagoya  
Ginger jar with design of butterflies and flowers  
cloisonné on porcelain  
30.2 x 22.5cm overall 
AGNSW 2463.a-b 
 
Gift of the Japanese Commissioners at International 
Exhibition 1881 or Purchased £8 Trustees Minutes 6 
April 1880 (unlikely as AGNSW seems to have shared 
with Powerhouse Museum those items which formed 
part of the gift and were not purchased)  
*Currently: Acquisition details unknown   
*[Inscription: Signed base, Nihon Japan Shippo kaisha 
workshop mark Takeuchi Chūbei  artist’s mark]. 

2
 

 
Matching jar Powerhouse Museum A 2569-4/1/2 
transferred 24/06 1925  
 

   

 
Takeuchi Chūbei (1852-1922) 
Shippo Kaisha, Nagoya  
Tea jar decorated with flowers  
cloisonné on porcelain  
18.4 x 11.5cm overall  
Gift of the Japanese Commissioners at International 
Exhibition 1881  
AGNSW 2466.a-b  
[Inscription: Signed base, Nihon Japan Shippo kaisha 
workshop mark Takeuchi Chūbei  artist’s mark]. 

3
 

Japanese commissioners’ list no. 9 (See Appendix 10B-C) 
 

…  

Metalware 

 
SAITŌ Zenbei 
Tokyo   
Bronze vase  
bronze, inlaid and enamelled  
32.0 x 17.0cm 
Gift of the Japanese Commissioners at International Exhibition 
1881  
AGNSW 2440 
[Inscription: Saito & Tosui Masa  (no.1)  One of pair located] 
Japanese Commissioners’ list no. 1 (See Appendix 10A-B-C) 
 

…  

                                                           

2
  Schneider, Fredric The Art of Cloisonné Enamel : History,Techniques and Artists, 1600 to the present T. McFarland & 

Co. Jefferson North Carolina 2010 p. 259. 
3
  ibid. 

 

http://media.agnsw.org/collection_images/2/2463.a-b
http://media.agnsw.org/collection_images/2/2463.a-b
javascript:;
javascript:;
javascript:;
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Bronze vase with square neck 
31.5 x 12.0cm  
*Purchased 1880 or Gift of the Japanese Commissioners at 
International Exhibition 1881 
AGNSW 2442 
[Inscription: on base    Sh kaken]   
Powerhouse 92/44 acquisition 24/06 1925 
Japanese Commissioners’ list Okamoto Taemon (no. 13) or 
Yoshida Yasubei / Murakami Torajiro (no. 28) (See Appendix 
10A-B-C) 
 …  

 
Hashimoto Eijirō  
Pair of Bronze incense burners  
circa 1870 
bronze 
107.0 x 43.0cm 
Purchased 1880 £110 recorded in Trustee minutes 6 April 1880 
AGNSW 9951.1 & 9951.2 
 
 [Inscription: incised on base, Hashimoto Eijirō (illeg.) zō [made 
by Hashimoto Eijirō (illeg.)] 
  

 

Purchases in 1880 from the Exhibition 
 

2 bronzes   £110 AGNSW 9951.1 & 9951.2 

2 enamel vases   £8 AGNSW 2460 (possibly)  

2 bronze and gold vases  £35  *AGNSW 2442 ? (unlikely) 

1 plaque   £6   AGNSW 1250 

1 China vase   £6 AGNSW 2461 

 

  

javascript:;
javascript:;
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Appendix 11   

Melbourne International Exhibition 1880: Japanese exhibitors 
Source: Official Catalogue of Japanese Exhibits for the Melbourne International Exhibition 1880, 

Mason, Firth and McCutchen, Melbourne, 1880 

List provided by Jessica Piesse, Research Associate, Museum Victoria  

Third Group - Furniture and Accessories 

Class 20 Pottery 

24. Akiyama, T., Tokio. - Porcelain flower vases, coffee sets, Jars, &c 
25.  Fukuda, T., Osaka. - Tea Cups 
26. Hiyochiyen, Tokio. - Porcelain Flower Vases 
27.  Kiriu-kosho Kuwaisha and Akiyama, T., Tokio.- Porcelain Flower Vases, Coffee Sets, Tea Cups, Plates, 

Pots, &c 
28. Kiriu-kosho Kuwaisha, Tokio. - Porcelain Flower Vases, Tea Sets, Cloisonné enamel on bronze 
29. Koransha, Yokohama- Arita Porcelain Flower Vases, Plates, and Cups 
30. Maru, Y., Tokio - Banco Earthenware - Teapots, Censer, and Saucers 
31. Marunaka, M., Kanazawa.- Porcelain Censer and Vases 
32. Miyagawa, K., Kanagawa. - Flower vases, variously painted, carved, and embossed 
33. Shippou Kuwaisha, Nagoya. - Cloisonné enamel on porcelain Tea Sets; Cloisonné enamal on bronze 

Jars and Flower Vases 
34. Yedogawa Seitousho, Tokio.- Porcelain Flower Vases, coffee cups, jars, Bowls, Jugs with Lids, &c 

 
Class 21. Carpets, Tapestry, and other stuffs for furniture 

35.  Kiriu-kosha Kawase and Akiyama, T., Tokio. - Cotton Carpeting and Mattings 
36.  Mitani, I., Osaka- Cotton Carpeting 
37.  Mitsui and Co., Tokio. - Silk Carpeting 

 
Class 22. Paperhangings 

38.  Government printing office, Tokio.-  paper imitation of leather 
39. Inouye, G., Osaka - Printed Paperhangings 
40. Kiriu-Kosho Kuwaisha and Akiyama, T., Tokio.- Paperhangings and artistic Papers 
41. Tani, M., Osaka.- Printed Paperhangings 

 
Class 25. Bronzes and Other Casting Works, &c 

42. Kiriu-Kosho Kuwaisha and Akiyama, T., Tokio - Copper and ronze vases; inlaid works in bronze – 
Iron Tea Kettles and Incense Burners 

42a. Kiriu-Kosho Kuwaisha. - Copper and Bronze Vases, inlaid with gold, silver, &c 
43.  Marunaka, M., Kanazawa. - Inlaid works in bronze – Censers and ornamental Tablets 
44. Okumura, A., Ohmi - Bronze wares – Tea and Water Pots 
45. Saito, Z., Tokio. - Silver Cups, iron and bronze wares, embossed 
46. Sanseisha, Tokio.- Bronze wares (embossed) – Flower Vases and ornamental articles 
47. Shoami, Y., Okayama. - Bronze and silver wares – Flower Vases and Ashpans 

 

Class 28 Perfumery 

50.  Government Printing Office, Tokio.- Toilet Soaps 
51. Kiriu-Kosho Kuwaisha and Akiyama, T., Tokio.- Perfumed Powder 
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Class 29 – Leather Work, Fancy Articles, and Basket-work. 

52. Arai, H., Tokio. - Lacquered wares – Ornamental Cabinets and Tablets 
53. Imai, K., Osaka.- Flower Vase Stand, &c 
54. Kiriu-Kosho, Tokio. - Lacquered wares – Ornamental Cabinets, &c. 
55. Kiriu-Kosho Kuwaisha and Akiyama, T., Tokio. - Various Fancy Lacquered wares, and other articles 

of wood, ivory, tortoise-shell, and straw; Combs, Brushes, Cases of various descriptions 
56. Minoda, C., Yokohama. - Lacquered wares, variously decorated – Ornamental Cabinet, and 

beautifully lacquered Fan of tortoise-shell  
57.  Nakagawa, S., Wakasa. - Studs and Handles for Sticks and Umbrellas, made of agate 
58.  Nishiwaki, C., Wakasa.- Lacquered Cigar Cases 
59. Nishimura, T., Ohmi. - Fancy Baskets and Cigar cases made of the bark of Westeria   Chinensis 
60.   Ohseki, S., Yokohama. - Lacquered wares – Ivory Fans, Incense and Cake Boxes 
61. Ohta, M., Tokio. - Ornamental Cabinet Tablets, inlaid with gold and silver on wood (persimmon 

tree), and Lacquered Trays 
62. Seikosha, Tokio. - Lacquered wares – Ornamental Boxes 
63. Shioda, M., Tokio. - Ornamental Boxes and Trays, of wood, beautifully engraved 
64.   Yanaida, W., Osaka. - Fancy Baskets 

 
Fourth Group 

Textile Fabrics, clothing and Accessories 

Classes 30-35, items 65-98 are cotton, flax, woollen yarns, silks & shawls  

Class 37- Hosiery and underclothing, and accessories of clothing 

100. Araki, K., Wakasa. - Walking sticks 
101.  Kiriu-kosho Kuwaisha and Akiyama, T., Tokio. - Fancy Neckerchiefs, umbrellas, parasols, walking 

sticks, brushes, &c., &c 
102.  Naka, S., Osaka. - Fancy Blinds of Bamboo 
103.  Shiino, S. Yokohama. – Silk handkerchief and cravates of crapes (sic) 
104. Tsuji, G., Ohmi. - Walking Sticks 
105.  Yasuda, Y., Osaka. - Fans, not folding 

 

Class 38, 41 items 106-107a, are clothing and travelling apparatus 

Class 42 – Toys 

107b.  Hayashi, T., Osaka. - Playing Balls and dolls 
108.  Kiriu-kosho Kuwaisha and Akiyama, T., Tokio. - Dolls, Playing Balls, Painted Pictures, &c. 
109.  Wakano, S., Osaka. - Kites  

 
Class 82 – Mining Industries 

163.  Government School of Fine Arts, Tokio- specimens of marble used for columns, mantel pieces and 
all purposes of statuary 

164.  Kaitakushi – sulphur. 
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Appendix 12 

Japanese government participation and expenditure in international 

exhibitions 1873-1910 
Source: Hotta-Lister, Ayako The Japan-British Exhibition of 1910; Gateway to the Island Empire of 
the East Japan Library, Richmond, Surrey, 1999, abridged Appendix B, pp. 221-222. 

YEAR PLACE EXHIBITION NAME EXPENDITURE (YEN) 

1873 Vienna International Ex. 520,858 

1874 London London Annual International 
Ex. 

8,932 

1875 Melbourne Melb. Intercolonial Ex. 2,229* 

1876 Philadelphia International Ex. 359,545 

1878 Paris Universal International 
Exposition 

213,242 

1879 Sydney Syd. International Ex. 29,817 

1880 Melbourne Melb. International Ex. 33,014 

1883 Antwerp  19,980 

1883 Boston  Technical & Industrial Ex. 10,000 

1883 London International Fishery Expo. 2,400 

1884 London  London Sanitary Ex. 24,071 

1884 St Petersburg Horticultural Expo. 10,000 

1884 Edinburgh Silver Ex.  19,365 

1885 Nuremberg Metal Works Ex. 33,000 

1885 Barcelona International Ex.  23,000 

1888 Melbourne  Centennial International Ex. Not supported 
Private exhibitors 

1889 Paris  Universal International Ex. 130,000 

1893 Chicago Columbian World’s Expo. 630,766 

1900 Paris Exposition Universelle 1,319,559 

1901 Glasgow International Ex. 57,718 

1902 Tongking Oriental Agricultural & 
Technical Ex. Hanoi 

11,900 

1902 St Petersburg International Fishery Ex. 21,132 

1904 St Louis Louisiana Purchase Ex. 800,000 

1907 James Town, 
U.S.A.  

International Ex.  12,768 

1908 St Petersburg International Decorative Fine 
Arts & Household Furniture 

19,624 

1909 Seattle Alaska Yukon Pacific Ex.  100,000 

1910 London  Japan-British Ex. 2,080,000 

 

*According to Checkland expenditure for the Victorian Intercolonial in Melbourne 1875 was 

20,000 yen, ten times the figure given by Hotta-Lister.  

Checkland, Olive Japan and Britain after 1859: Creating cultural bridges Routledge Curzon, New 

York & London, 2003, table 4.1 p. 51  
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Appendix 13   

John England correspondence  
Source: Copy of private letter no. 16, dated 18th December ‘2’ (probably 1872) from John England; 

held by Heather and John England, Victor Harbor, South Australia.  

 

List of contents of case of curios despatched to ‘Rosy’ in England from Kobe per S.S. Achilles. 

1 octagon lacquered box containing shells, small teapot and 2 small saki or wine cups 

1 oblong (lacquered) box suitable for gloves, containing 2 small lacquered boxes, 2 small 

saki or tea cups and 2 small ivory boxes. 

1 small lacquered box containing 6 smaller ones and 3 saki cups (NB to get the boxes out 

lift up the small tray and put your finger through a small hole in the underside of the 

same) 

1 small lacquered cabinet. 

1 tortoise card receiver. 

1 bento hako or small box containing 3 trays for a Japanese lunch such as rice etc. 

1 lacquered sweet meat box and tray on top containing 2 kanakas [kanzashi, hair pins] 

worn by Japanese on the head and twisted in the hair. 

1 small earthenware teapot. 

2 ditto silk work cushions. 

1 earthenware tea jar. 

3 small bamboo baskets. 

2 ornamental brass tea pots. 

1 box (lacquered) fit for a work box, this unfortunately got damaged a few days before 

leaving, but I had it mended and sent it, although it shows damage, because there was 

room in the box. 

A quantity of photographs 

 J.E. 
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Appendix 14  

National Gallery of South Australia: Japanese ceramics purchased by the 

Morgan Thomas Bequest Fund 1904 
Source: National Gallery of South Australia Ceramics Accession Register, Art Gallery of South 

Australia  

ACCESSION BOOK ENTRY IMAGE 

C 267 Plate 
‘conventional dragon in green. Exterior shapes in green 
and grey. The whole on a biscuit coloured ground.’  
 
d. 8 3/8 inches 
 
2 pounds 5 shillings 
(Chinese changed to Japanese) 
  

C278 Bowl 
‘painted with bunch of leaves and flowers in white and 
green on biscuit coloured ground.’ 
 
d. 3 ½ inches 
 
2 shillings 6 pence 
 

 
 

C283 Vase 
‘creamy yellow glazed clay pottery, bird on neck in full 
relief decorated with sprays of foliage and flowers’ 
early 19

th
 c good example 

 
h. 14  in.  
 
Value £1,10sh. 

 
 

C284 Vase 
 ‘ creamy white with spray of flowers’ 
 
H.  6 ¼ in  
 
7 sh 6 p 
 

 
285 SOLD- VASE  
black faience dec with white storks and gilt floral 
decorated  modern  
h. 13 in 
1p 5 sh  
good example sold 19/11/62 
 

NO IMAGE 
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C286 Vase 
‘white floral and foliage decorated on a grey blue 
background’ 
 
mod Jap good example 
 
 h 5 ½ in b 5 in  
 
1 p 10 sh  
 

 

C287 Bottle  
‘conventional blue and white background with 
occasional pafrels of coloured flowers and gilt, Moulded 
cord and tassel handle’  
 
h 8 7/8 in  
 
1 pound 
 
 handle broken and mended  

 

C288 Water bottle jar 
‘(cha no yu) tea ceremony type- brown and biscuit 
colour’ 
 
17

th
 c ? 

 
h 8 in  
 
10 sh  
 
damaged and repaired 
  

C289 Water bottle  
probably Yamashiro  
‘decorated with fig of fisherman and fish –red circular 
bands on neck’ 
 
18

th
 c  

 
h 11 in  
 
1 p 10 sh   
 
good example 

 

 
C290 Water bottle 
‘clay- biscuit colour , fishes in low relief ‘ 
 
h 7 ¾  in  
 
15 sh  
 
good example 
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C291 Teacup 
‘dec with white flowers and plain semi- circular black 
panel cup’ 
 
 modern  
 
h 2 ¼  in;  saucer d. 4in  
 
2 sh 6 p 
good example 
 

 

292 SOLD Tea cup 
 ki-seto type of glaze, variegated colours of brown and 
blue in a coarse glaze  
(modern good example) 
h 2 ¾ in d 5 ¼ in  
5 sh  
sold 20-7-59  
 

NO IMAGE 

C293 Flowerpot 
 ‘decorated with a white and red flower with green 
leaves on a brown background’ 
 
h 6 ¾ in 
 
1 pound 
 
museum loan     

C294 Flower holder  
 ‘mottled pinks, greens, blue-greys two handles’ 
 
 h 4 in  
 
5 sh  
 

 
C295 SOLD Flower holder (Hizen ware) 
 square shape pierced, decorated with foliage in open 
work  
h 5in  
10sh 
 sold 9-11-43 
 

NO IMAGE 

C296 SOLD Jar mottled, purple rose and biscuit, tqo 
crabs in relief  
h. 8 ½ in  
10 sh  
sold 19 / 11/62 
 

NO IMAGE 

C297 Jar  
 ‘decorated with trees in blue on white ground.  
Probably Hizen ware’  
 
h. 2  7/8 in  
5 sh  
 
fair example  
  

http://www.artgallery.sa.gov.au/agsa/home/Collection/detail.jsp?ecatKey=3547
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C298  Ornament Korean lions fighting or playing 
 
 h 4 in  
 
5 sh  
 

 
 

C299 Dish  
 ‘decorated with three storks in flight over the ocean, 
blue on white ground probably Nabashima’  
 
h 11 ½ in  
 
15 sh  
  

 

C300 Dish  
 ‘decorated with three storks in flight over the ocean …. 
Same as 299 
 
 diam 10 in  
 
15 sh  
 

 
 

C301 Dish  
‘decorated  with 3 storks … same as above  
 
diam 8 ¾ in  
 
15 sh  
  

 

C302 Dish  
(Hizen manufacture) 
 
 Background of white and blue leaves in red- browns 
and greens. Exterior blue flowers and foliage on white 
 

 
 

C303 Incense burner 
‘in form of pigeon on tile with bead and floral decorated  
family crest on front of base’  
 
diam 6 ¼ in  
 
6 sh 
 

 
 

C304 Incense burner  
‘Korean lion with cub (in form of cover) on back in a 
greeny grey stoneware,   
bizen style’ 
 
h 3 3/8 in l 7 in  
10sh  
damaged and repaired 
 

 

http://www.artgallery.sa.gov.au/agsa/home/Collection/detail.jsp?ecatKey=3535
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C305 Cake dish 
signed Kinkozan, 
‘2 panels of mountain and river scene with figures richly 
painted in gilt reds, blues, black and white, 
Royal blue border’ 
 
Yamashiro manufacture 
 
11 in x  6 7/8 in 
1 p 10 sh 
 

 

C306 SOLD CAKE DISH  
fan-shaped, crackled biscuit colour with sprays of 
flowers in browns and greens lo 
 11 in 
 5 sh  
sold 19-11-62 
 

NO IMAGE 

C307 Cake dish  
decorated in light and dark grey  
 
6 ¾ x 5 ½ in rect 
 
 5 sh  
  
C 308 SOLD hot water pot, decorated with clusters of 
white flowers on crackled blue ground 
 h 7 ½ in  
10 sh  
sold 19-11-62 
 

NO IMAGE 

C309 Koro (Satsuma) 
 ‘ leaf and foliage motif, formal border 3 legs, incised 
brass cover, biscuit colour’  
 
h 5 in  
 
10 sh  
  
C310 Bowl  
‘interior decorated with dragon in gilt red and white 
exterior, panel of flowers and oriental objects in reds 
greens and gilt. The whole on a light biscuit crackled 
ground’  
 
diam 8 ½ in  
 
1p 10sh  
Poss. Satsuma paste decorated in Tokio – good example 
 

  

C 311 sold bowl  
interior conv dec in grey, black and white gilt formal 
floral border exterior gilt  
marked ‘made at Kutani’ in the province of Kaga  
7 ¼ in  
10 sh  
Good, sold 19-11-62 

NO IMAGE 
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C312 Saucer  
 ‘floral (plum) decorated in blue green and white, and 
gilt on biscuit col. Ground’ 
 
probably Yamashiro  
 
d. 5 in  
 
3 sh  
good example 

 

C313 Plate  
 ‘spray of blossom and birds in blue on a peach green 
background’ 
 
d.  8 ¼ in 
 
 6 sh  

 

C314 Plate 
 
‘ (12 sided) painted circ centre panel landscape with 
bridge- surrounded by leaf and scrolls work panels in 
red, green and blue. Trellis background of green and 
blue’  
 
d 11 ¼ in  
 
1p 10sh 
 

 

C315 Plate  
‘Imari centre panel pot plant flower floral foliage and 
scroll work border in blue, red and gilt’  
 
d 10 ¾ in  
 
15 sh  

 

316 sold vase Jap. cloisonné dec. with panels of flowers 
and foliage on brick red background with small blue 
red and green flowers 
h. 11 in  
purchased Godden 4 p 10 sh sold 9-11-43 
 

NO IMAGE 

C317 Vase Jap. ‘silver with enameled carp covered with 
blue and gilt transparent glaze’  
 
h 10 in  
 
18 p 18sh  
 
museum loan 
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C318  Vase  
‘cloisonné decorated with panels dragons and birds with 
floral borders’  
 
19

th
 c jap 

h 6in  
 
12 p 10 sh  
good example 
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Appendix 15:  

Bequest of Mr and Mrs William Milne 1914 

Japanese objects  
Source: Art Gallery of South Australia data base (Emu) 

ORIGINAL ACCESSION REGISTER ENTRIES IMAGE 

AA184 
 
Meiji period 1868-1912 
Okimono, figure group, mother and child playing with a 
kitten 
c. 1870 
ivory 
15.4 cm 
 
  

 

AA190 
 
Meiji period 1868-1912 
Okimono, Lady with firefly cage 
Late 19

th
 century  

Ivory 
21.0 x 9.7 cm. 
 
Signed Yoshimasa  
  

AA234 
 
Meiji period 1868-1912 
Netsuke,  Man sitting with scroll   
ivory  
4.2 x 4.0cm 
 
 

 
 

AA283 
 
Meiji period 1868-1912 
Bronze Vase 
19

th
 century 

Bronze, gold 
Signed 
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AA291 
 
Bronze & silver 
 

 
 

AA297 
 
 ‘metal decorated  with landscape and figures in high 
and low relief , handles in dragon head shape’ 
 
 

 
 

C724 
 
‘vase  jap cloisonné dove grey colour decorated with 
pigeons, branch of tree with foliage in blossom in purple  
grey and green 
h 24 ½  ins 
10 p 
modern/ good colour’ 
  

 

 
C725 
 
‘Tray jap painted in enamels with exotic bird on a 
variegated blue grey background. Underside decorated 
in several colours of brown- cloisonné style- marked in 
silver inlay,  cloisonné on porcelain’ 
Rect. 11 ½  x 11 ½ ins 
2p 10sh 
‘modern good example’ 
 
 

 
 

 

Deaccessioned objects (Images not available) 

719 vase 
Jap cloisonné decorated with storks in silver black red and brown conv border  
h 12 ¼ in 
 2 p  
sold 9-11-43 (mod jap) 
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720 vase  
Jap cloisonné pigeon on tree trunk with foliage and flowers in purple greys on a rich blue black ground   
h 15 ½ in ins  
3 p  
sold 9-11-43 (mod jap) 

721 vase 
Jap cloisonné butterflies on a dark brown ground gilt and formal borders  
h 7 ¼ in ins  
10 sh  
Modern, sold 9-11-43 

722 vase 
Jap cloisonné richly decorated with foliage and flowers- formal borders on black ground h 10 in ins  
1p 10 sh  
Modern, sold 9-11-43 
723 vase  
Jap cloisonné richly decorated with panels of birds and flowers, dark borders on a blue background of 
butterflies and flowers  
h 10 ¾ ins  
1 p 10 sh  
modern sold 9-11-43 
726 tobacco jar  
Jap 2 panels of flowers and raised borders on background of blue and grey with formal border  
h  5 ins  
10 sh 
sold 19-11-62 modern, good example 

 

Paintings, works on paper 
Reference:  State Records of South Australia GRG 19/5 11795, ‘Mrs E.S. Milne’s attorney to the 

Art Gallery, 19 October 1912 

Main artists represented in the Milne collection: 

Ebenezer Wake Cook (1843-1926) who came to Australia to be the assistant of Nicholas Chevalier 
(1828-1902) and studied under Eugene Von Guerard before returning to Britain in 1872. (The 
Boboli Gardens, Florence 0.422) 
 
Benjamin Williams Leader (1831-1923), an English artist from Worcester exhibited in the Royal 
Academy from 1854. Two works by Leader were borrowed from Mrs Milne by the National 
Gallery of South Australia in 1912, these are Sunny autumn on the Llugwy (0.419) c. 1882 and On 
the Thames at Shillingford (0.418) c.1906 both of which are now in the AGSA collection.  In 1912 
‘Sunny autumn on the Llugwy’ was insured for £204.  
 
Robert George Talbot –Kelly (1861-1934) an English orientalist artist set up his studio in Egypt 
where wealthy English tourists purchased his works. He was fluent in Arabic and wrote illustrated 
travel books about Egypt and Burma.  The Sphinx (0.430) watercolour on paper, created in Egypt c. 
1910, was insured in 1912 for £31. 10. 
George Vicat Cole (1833-1893) was by the time of the Milne’s purchase of his work Hayfield, near 
Days Lock (0.415) a member of the Royal Academy. He specialised in English views around the 
River Thames and the title listed on the 1912 letter from Mrs Milne’s attorney is ‘Water Meadow 
on the Thames’. With an insurance value of £500, it is the most expensive painting on the list of 
loans. 
Thomas Faed (1826-1900) was born and trained in Scotland but established his reputation in 
London as a genre painter depicting the socially downcast usually of Scottish subjects which were 
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popular with Victorian viewers. The oil on canvas Lucy’s fitting 90.416) c. 1891 was painted when 
Faed was at the height of his career and earning capacity.  
Source: Art Gallery of South Australia electronic data base (Emu)   
 

 

Bequest of Mr & Mrs William Milne 1914 

Paintings and works on paper 
 

 
Helen HAMBIDGE 
Australia, 1857-1937 
Portrait of William Milne 
1906, Adelaide 
Watercolour on paper 
60.0 x 84.0 (sight) 
 0.663   

Luigi BAZZANI 
Italy, 1836 - 1927 
The pottery shop, Pompeii 
1883 
oil on wood 
55.9 x 38.1 cm 
0.412 

 
 

W. E. BRACKEN 
Britain 
Arab's head 
1884 
oil on canvas 
41.3 x 31.7 cm 
12.5 inches 
0.413 

 
Guglielmo CIARDI 
Italy, 1843 - 1917 
Lagoon, near Venice 
oil on canvas 
50.0 x 97.8 cm 
19.625 x 38.5 inches 
0.414 
 

 

George Vicat COLE 
Britain, 1833 - 1893 
Hayfield, near Days' Lock, Oxon. 
1891, London 
oil on canvas 
80.0 x 130.8 cm 
0.415  
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Thomas FAED 
Britain, 1826 - 1900 
Lucy's flitting 
1891 
oil on canvas 
81.3 x 66.0 cm 
32 x 26 inches 
0.416 

 
Peter R.A. GRAHAM 
Britain, 1836-1921 
 
A passing shower 
1891 
Oil 
58.4 x 90.2 cm. 
0.417  

Benjamin Williams LEADER 
Britain, 1831 - 1923 
On the Thames at Shillingford 
1906, London 
oil on wood panel 
31.8 x 41.9 cm 
0.418  

 

Benjamin Williams LEADER 
Britain, 1831 - 1923 
Sunny autumn evening on the Llugwy 
1882, Wales 
oil on canvas 
69.0 x 102.5 cm 
0.419  

 

Luigi SCAFFAI 
Italy, 1837 
The young recruit 
1883 
oil on canvas 
63.5 x 83.7 cm 
0.420 

 
Ebenezer Wake COOK 
Australia, 1844 - 1926 
The Boboli gardens, Florence 
1880-1914 
watercolour on card 
28.9 x 48.2 cm (image) 
30.3 x 44.4 cm (sheet) 
0.422  

 
Ettore Roesler FRANZ 
Italy, 1845 - 1907 
Approach to the theatre of Marcellus, Rome 
watercolour 
53.3 x 76.1 cm 
21 x 30 inches 
0.423  
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Ettore Roesler FRANZ 
Italy, 1845 - 1907 
Portico of Octavia, Rome 
watercolour 
76.1 x 53.3 cm 
0.424 

 
 

Ettore Roesler FRANZ 
Italy, 1845 - 1907 
Via Di Rua, Ghetto, Rome 
watercolour 
53.3 x 76.1 cm 
0.426 

 
 

Pio JORIS 
Italy, 1843 - 1921 
A street in Caccomo, Sicily 
1883 
watercolour 
43.2 x 28.0 cm 
17 x 11 inches 
0.429  

 

Robert TALBOT-KELLY 
Britain, 1861 - 1934 
The Sphinx 
1910, Cairo 
watercolour on paper 
0.430 

 
 

Raffaele MAINELLA 
Italy, 1858 
On the Nile 
c.1910 
watercolour on paper 
48.2 x 30.5 cm 
0.432 

 
 

Henry RYLAND 
Britain, 1856 - 1924 
Irises 
c.1900 
watercolour 
53.9 x 37.5 cm (sight) 
0.433 
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Tom ROWDEN 
Britain, 26th May 1842 - 15th May 1926 
Near Widmouth Bay, North Cornwall 
1903 
watercolour 
17.8 x 48.2 cm 
0.434 

 
 

Frederick J WILLIAMSON 
Britain 
Near Wareham, Dorset 
1888? 
watercolour on paper 
22.8 x 36.0 cm 
0.435 
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Appendix 16   

Bequest of Sir Samuel Way 1916: Japanese objects 4 
Source: Art Gallery of South Australia Data Base (Emu). 
Thanks to Sue Smith, AGSA Registration, for updating data and images. 
 

DESCRIPTION 

 
IMAGE 

 

 
Kamakura Period 1185-1333  
Jūichimen Kannon  
c.1250  
wood, gold leaf, iron, lacquer, bronze  
85.0 x 29.2 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA460 

 
 

Meiji Period 1868-1912  
Crab  
c.1880, Japan  
bronze  
9.5 x 26.0 x 13.4 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA270 

 
 

Meiji Period 1868-1912  
Lobster  
c.1880, Japan  
bronze  
12.5 x 22.5 x 7.2 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA272 

 

Edo period 1615-1868  
Tsuba, Daruma sitting holding a fly whisk  
c.1850, Nara  
brass, gold  
7.0 x 8.6 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A20 

 

                                                           

4
 This list of extant objects does not include armour or de-accessioned objects (See Appendix 20C). 
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KOMAI COMPANY  
Meiji period 1868-1912  
Plaque, with sea eagle and fisherman  
c.1880, Kyoto  
iron, bronze, gold, silver, copper, cast, fabricated with foil 
inlay  
5.0 cm, 45.6 cm (diam)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA331 

 

MASACHIKA  
Edo period 1615-1868  
Tsuba, two quail and peonies  
c.1830  
iron, gold  
8.2 x 7.8 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A11 

 

NORIYUKI  
Tsuba, wild goose flying  
c.1810, Japan  
iron, gold  
7.2 x 6.5 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A18 

 

YOSHITSUGU SAKAI  
Tsuba [ hawk in an oak tree with its leaves touched with 
gold, and bamboo]  
Edo period  
iron & gold/iron & gold inlay  
7.4 x 7.0 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A21 
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SŌTEN  
Tsuba [a nobleman stands beneath a bridge, two other 
men approach in a boat; clouds and pine tree above]  
Edo period  
iron, gold & silver  
7.9 x 7.3 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A15 

 

SŌTEN  
Tsuba [an Oni (Ogre) flees from Shoki who wields a 
sword]  
Edo period  
iron, gold silver & copper inlay  
7.9 x 7.9 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A14 

 

YASUCHIKA  
Tsuba [a hare in silhouette by a stream with Chinese bell 
flowers, hollyhocks and bamboo; the full moon in cloud]  
Edo period  
alloy, gold & silver  
7.4 x 7.0 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A23 

 

YASUYUKI  
Tsuba [tiger and fiery dragon, the dragon is just visible on 
the upper rim]  
19th century  
alloy/gold inlay  
6.3 x 5.3 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A32 
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YASUYUKI  
Tsuba [a holyman under a flowering plum tree and boy 
with a bowl in his out-stretched arms]  
Edo period  
iron, gold & silver  
8.1 x 7.7 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A13 

 

YASUYUKI  
Tsuba [obverse: mythical tortoise with 'coat' of trailing 
water-weed, pine, crane, bamboo; reverse: pine]  
Edo period  
alloy/gold inlay  
6.3 x 6.2 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A26 

 

YASUYUKI  
Tsuba [three warriors by a river]  
Edo period  
iron  
7.1 x 6.7 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A27 

 

YASUYUKI  
Tsuba [pierced maple leaf design]  
Edo period 18th century  
iron/gold inlay  
7.5 x 7.0 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A29 
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YASUYUKI  
Tsuba, foreign design of peony flowers and foliage  
c.1720  
iron, silver  
8.5 x 6.0 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A25 

 

YASUYUKI  
Tsuba, Oni and two warriors in battle  
c.1820  
iron, gold, silver and brass  
8.0 x 7.5 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A16 

 

YASUYUKI  
Edo period, 1615-1868  
Tsuba, chrysanthemum and hollyhock leaves with 
snowflake designs on karakusa (Chinese grass) pattern, a 
key fret design on the rim  
c.1830  
iron, gold  
6.5 x 5.9 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A30 

 

YASUYUKI  
Tsuba, autumn flowers and insects  
c.1830  
iron, gold  
7.4 x 6.3 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A31 
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YASUYUKI  
Tsuba, two hares by a stream  
c.1850  
iron, gold and silver  
8.2 x 7.5 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A19 

 

YASUYUKI  
Tsuba, carp and waterweed  
c.1850  
iron, shakudo  
8.1 x 7.8 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A22 

 

YASUYUKI  
Tsuba [three oak leaves]  
Edo period  
iron, copper & silver//cast iron, copper & silcer inlaid  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A9 

 

YASUYUKI  
Tsuba [obverse; hare in the moon, pounding rice; 
reverse: a tortoise near a river, sparkles of moonlight on 
the water]  
Edo period  
iron, gold & silver/cast iron, gold & silver inlaid  
8.2 x 7.4 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A8 

 

YASUYUKI  
Tsuba [tiger emerging from a cave near a stream]  
Edo period  
iron, gold/cast iron, gold inlay  
9.0 x 8.1 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A7 
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YASUYUKI  
Tsuba [tiger and bamboo]  
Edo period  
iron, brass/cast iron & brass inlay  
8.5 x 8.0 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A6 

 

YASUYUKI  
Tsuba [two oxen joined by rope halters and linked by 
their tails]  
Edo period  
6.8 x 6.7 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A5 

 

YASUYUKI  
Tsuba [two mandarin ducks, water lilies and willow tree]  
Edo period  
iron  
8.5 x 7.8 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A33 

 

YASUYUKI  
Tsuba [obverse: a wild boar running in grass beneath a 
tree. A monkey stands in the tree and looks down at the 
boar; reverse: a sleeping puppy]  
19th century  
alloy, gold & copper¥gold & copper inlaid  
5.6 x 4.6 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A24 

 

YASUYUKI  
Tsuba [warriors fighting on a bridge]  
Edo period  
iron, gold & silver  
7.0 x 6.5 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A12 
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YASUYUKI  
Tsuba [in the form of a bell]  
Edo period  
iron, gold & silver/cast iron, gold & silver inlay  
6.2 x 5.7 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A10 

 

Tsuba (Warriors fighting under a pine tree)  
iron/gold inlaid  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A162 

 

Box, red-crown crane design  
c.1880  
eggshell lacquer  
9.5 x 12.2 x 6.0 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA410 

 
Sword  
late 19th century  
78.0 cm (overall length)  
56.0 cm (length of blade)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A38 

NO IMAGE 

Tsuba (dragon)  
Edo period  
copper, blacked surface  
7.4 x 6.8 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A17 
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Vase  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA354 

 
 

Meiji era, 1868-1912  
Platter, with foliage  
c.1875  
cloisonné on metal substrate  
51.2 cm (diam)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
C986 

 
 

Mythological lion  
bronze  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA277 

 
Sword  
18th century  
69.0 cm (overall length)  
47.0 cm (length of blade)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A39 

NO IMAGE 

Sword, mount and scabbard  
18th-19th century, Japan  
61.0 cm (overall length)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A49 

NO IMAGE 

Tsuba  
17-18th century  
iron/gold inlay  
6.8 x 6.2 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A28 
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Meiji era, 1868-1912  
Vase, with dragons  
c.1890  
cloisonné on metal substrate  
30.6 cm (height)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
C971 

 
 

Meiji era, 1868-1912  
Vase, with dragons  
c.1890  
cloisonné on metal substrate  
30.6 cm (height)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
C972 

 
 

Kettle  
cast iron  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA37 

 
Bronze ornament  
19th century  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA268 

NO IMAGE 

Vase  
19th century  
bronze, gold  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA320 

 
 

Metal box  
iron with gold, silver inlay  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA68 
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Lance head and case  
c.1750, Japan  
iron, gold, wood, silk  
21.5 cm ((long))  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A35 
 

NO IMAGE 

Bronze ornament, man on water buffalo  
Japan  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA276 
 

NO IMAGE 

Sword, mount and scabbard  
c.1800, Japan  
iron, wood, gold, silver  
54.0 cm (overall length)  
31.5 cm (length of blade)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
863A37 

NO IMAGE 

Edo period 1615-1868  
Netsuke, kappa with clam shell  
c.1750  
wood  
4.0 x 3.5 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA202 

 

Meiji Period 1868-1912  
Okimono, women & man trying on spectacles  
19th century  
ivory  
5.7 x 4.4 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA207 
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Meiji Period 1868-1912  
Okimono, Shoki, 'the demon queller' and demon  
19th century  
ivory  
6.6 x 5.8 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA194 

 

Meiji Period 1868-1912  
Okimono, four monkeys with musical instruments seated 
on a toad  
ivory  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA191 

 

Meiji Period 1868-1912  
Vase, with sea creatures  
c.1890  
earthenware, glaze decoration  
24.0 cm (diam)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
C962 

 

Meiji era1868-1912  
Vase  
c.1890, Japan  
porcelain, yellow glaze and overglaze decoration  
37.0 cm, 22.4 cm (diam)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
C947 
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Meiji Period 1868-1912  
Platter, Arita ware, Imari style  
c.1900, Arita  
porcelain, underglaze blue, overglaze and gold  
9.0 cm, 61.2 cm (diam)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
C1006 

 
 

Vase  
porcelain, yellow glaze and overglaze decoration  
37.0 cm, 22.4 cm (diam)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
C948 

 

Meiji Period 1868-1912  
Okimono, Kensu catching shrimp  
c.1890  
ivory  
18.5 cm (height)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA192 

 

Meiji Period 1868-1912  
Okimono, two quail in flowering shrub  
c.1890  
ivory  
13.0 cm (height)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA195 
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Edo Period 1600-1868  
Netsuke, Gama Sennin (Frog sage)  
c.1750  
ivory  
11.5 cm (height)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA219 

 

Meiji Period 1868-1912  
Netsuke, Ebisu riding a fish  
c.1880  
ivory  
4.1 cm (height)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA226 

 

Meiji period 1868-1912  
Okimono, snake and toad  
c.1890, Kyoto  
boxwood  
12.5 cm (height)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA233 

 

Edo period 1615-1868  
Netsuke, foreigner  
late 18th century  
ivory  
6.0 cm (height)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
U0003A 

 

JAPAN  
Edo period 1615-1868  
Netsuke, tiger and cub  
c.1750  
ivory, eyes inlaid  
3.8 cm (height)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA214 
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KŌRANSHA CO. LTD.  
Meiji era 1868-1912  
Dish, with flowers and butterflies  
c.1880  
porcelain, polychrome enamel  
23.7 cm (diam)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
C989 

 

MASATOSHI  
Okimono, Three monkeys playing Go  
19th century  
ivory  
7.4 x 6.0 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA200 

 

OKATOMO  
Edo period 1615-1868  
Netsuke, quail and millet  
c.1850  
stained ivory  
2.7 cm (height)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA260 

 
TOMOCHIKA  
Netsuke, two street dancers  
late 19th century  
ivory  
4.3 x 4.0 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA217 

NO IMAGE 

YASUMASA  
Netsuke, three blind men on elephant  
ivory  
4.6 x 4.0 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA220 

 



523 
 

 
APPENDICES to ‘The Formation of the Japanese Art Collection at the Art Gallery of South Australia 1904-1940:  

Tangible Evidence of Bunmei Kaika’, © Jennifer Harris, 2012   

Netsuke, quail, chicks and millet  
c.1850  
ivory  
3.5 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA201 

 

Okimono, entertainer with performing rats  
c.1880  
ivory  
5.5 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA193 

 

Okimono, fishermen and child  
19th century  
ivory  
14.3 x 7.0 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA227 

 
Okimono. box in the shape of drum  
c.1850  
ivory  
8.0 cm (diam)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA185 

NO IMAGE 

Netsuke, child with cat  
19th century  
ivory  
7.3 x 4.7 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA218 

 
Netsuke, Hotei with fly whisk  
Early 20th century  
ivory  
3.7 x 2.7 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA230 

NO IMAGE 
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Carved ivory, grotesque animal  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA232 

NO IMAGE 

Meiji era, 1868-1912  
Dish, with rakan and koma-inu (Korean dog)  
c.1890  
Earthenware, overglaze enamel  
13.3 cm (diam)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
C982 

 

Carved ivory  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA209 

 

Okimono, Chinese General standing  
early 19th century  
wood  
21.3 x 10.3 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA337 

 

Carved ivory  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA210 

NO IMAGE 

Netsuke, Gama Sennin (Frog sage)  
c.1850  
ivory  
15.1 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA151 
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Inrō  
lacquer, mother of pearl, abalone shell  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA62 

 

Okimono, monkey seated on a turtle  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA221 

 
FIGURE  
Porcelain  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
C877 

NO IMAGE 

Okimono, courtier playing the biwa  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA224 

 

Carved ivory  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA199 
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DISH, rakan and mythological creature  
Earthenware  
14.6 cm (diam)  
4.3 cm (diam)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
C983 

 
 

Netsuke, boy stuffing crab into basket  
19th century  
ivory  
6.3 x 6.0 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA225 

 
 

Netsuke, Ashinaga  
late 19th century  
ivory  
4.0 x 3.9 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA206 

 

Netsuke, Gama Sennin  
Early 19th century  
ivory  
6.3 x 2.5 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA205 

 
Carved ivory  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA212 

NO IMAGE 
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DISH  
EARTHENWARE  
35 cm (diam)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
C987 

 

Okimono, Chinese General reading a book  
19th century  
ivory  
3.8 x 3.6 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA215 

 
 

Okimono, mother and child  
late 19th century  
ivory  
7.4 x 4.1 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA204 

 
 

Netsuke, man asleep - arm resting on vase  
late 19th century  
ivory  
5.0 x 2.6 cm  
Gift of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA186 
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Netsuke, boy with mask for New Years Days  
19th century  
ivory  
5.2 x 4.7 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA211 

 
 

Meiji era, 1868-1912  
Vase, with heart and fan designs and floral decorations  
c.1880,  
blue and white glazed porcelain, cloisonné on ceramic 
substrate  
30.6 cm (height)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
C945  
 

 
 

Meiji era, 1868-1912  
Vase, with musical octopuses  
c.1880,  
earthenware  
30 cm (height)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
C949 

 
 

Netsuke, Kan-u, the loyal Chinese general  
c.1890  
ivory  
9.6 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA229 
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VASE  
Kutani porcelain  
9.3 cm (height)  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
C966 

 

Netsuke, Sennin  
early 19th century  
bone  
6.7 x 1.8 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA231 

 

Okimono, man feeding a horse  
c.1880  
ivory  
5.0 x 7.8 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA187 

 

Okimono, Kan-u, the loyal Chinese general  
c.1880  
wood  
13.7 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA338 

 

Clock  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
M184 
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Netsuke, man grinding rice  
mid 19th century  
ivory  
3.8 x 3.0 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA223 
 

NO IMAGE 

Okimono, child with pumpkins  
19th century  
ivory  
4.8 x 4.2 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA222 
 

NO IMAGE 

Netsuke, children with screen  
late 19th century  
ivory  
3.2 x 2.9 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA213 
 

NO IMAGE 

Netsuke, man with axe and mushrooms  
late 19th century  
ivory  
3.8 x 3.0 cm  
Bequest of Sir Samuel Way 1916  
Art Gallery of South Australia, Adelaide  
AA208 

NO IMAGE 
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Appendix 17  John Daniel Custance 

Appendix 17A:  Prints purchased by David Murray Bequest Fund 1940  
Source: AGSA Publication Captions, Emu 30/12/2011 
 

DESCRIPTION IMAGE 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE Japan, 1797 - 1858  
Fujiyama from the Mannen Bridge, Fukagawa  
1857  
colour woodcut on paper  
33.4 x 22.6 cm  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G9 

 
 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE Japan, 1797 - 1858  
The city in gala for the "Tanabata Festival" 7th day, 7th month  
1857  
colour woodcut on paper  
33.7 x 22.6 cm  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G10 

 
 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE Japan, 1797 - 1858  
Tsukunda Island and Sumiyoshi Shrine Festival  
from the series One hundred famous views of Edo  
1857  
colour woodcut on paper  
35.0 x 23.7 cm (sheet)  
34.0 x 22.0 cm (image)  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G13  

 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE Japan, 1797 - 1858  
Dyers' Street, Kanda  
from the series 'One hundred famous views of Edo'  
1857, Edo (Tokyo)  
colour woodcut on paper  
35.1 x 23.5 cm (sheet)  
33.7 x 22.2 cm (image)  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G4  
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(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE Japan, 1797 - 1858  
Moonlight scene over the bay at Kanagawa  
1855, Edo (Tokyo)  
colour woodcut on paper  
36.0 x 22.7 cm (sheet)  
34.2 x 22.3 cm (image)  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G11 

 
Toyohara KUNICHIKA  
Japan, 1835 - 1900  
The Loyal Retainer, Gisha, and his Enemies  
woodcut on paper  
35.9 x 73.4 cm  
(sheet)  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G15 
 

 

Utagawa KUNITSUNA  
Two generals join combat in the middle of the river  
woodcut on paper  
35.7 x 73.1 cm (sheet)  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
406G17 
 

NO IMAGE 

Utagawa KUNIYOSHI  
Japan, 1797 - 1861  
Four retainers of Yoshinaka, celebrated warrior of the Minamoto 
clan.  
Woodcut colour  
36.8 x 24.2 cm  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G8 

NO IMAGE 

Hashimoto SADAHIDE  
Japan, 1807 - 1873  
Boys' Festival banners  
c.1850, Edo (Tokyo)  
hanging scroll, colour on silk  
76.0 x 41.5 cm  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
AA485 

 
Hashimoto SADAHIDE  
Kato Kiyomasa valiantly binds his enemy with a belt rope, from 
the story of 'Taiheiki'  
1861, Edo (Tokyo) or Yokohama  
colour woodcut on paper  
36.0 x 24.0 cm (sheet print 1)  
36.0 x 24.0 cm (image)  
35.8 x 25.0 cm (sheet print 2)  
35.5 x 25.0 cm (image)  
35.6 x 23.5 cm (sheet print 3)  
35.6 x 23.5 cm (image)  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G14 
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Kodama TEIRYŌ  
Japan, active c.1751-64  
Scenes of the Ezo Fishing Grounds  
c.1751-64, Matsumae, Hokkaido  
hand-scroll, ink and colour on paper  
27.2 x 871.2 cm  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
0.1480 
 

 

Ochiai YOSHIIKU  
Japan, 1833 - 1904  
Battle scene at night  
1857, Edo (Tokyo)  
colour woodcut on paper, triptych  
36.0 x 24.7 cm (sheet print 1)  
36.0 x 24.7 cm (image)  
36.0 x 24.7 cm (sheet print 2)  
36.0 x 24.7 cm (image)  
36.0 x 24.7 cm (sheet print 3)  
36.0 x 24.7 cm (image)  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G19 
 

 

Utagawa YOSHIKAZU  
Japan, active c.1848-1870  
In Russia  
1861  
woodcut on paper  
35.6 x 24.1 cm  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G6 
 

NO IMAGE 

Utagawa YOSHIKAZU  
Japan, active c.1848-1870  
Kanada (Canadians) In Holland  
1861  
woodcut on paper  
36 x 24.2 cm  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G2 
 

NO IMAGE 

Utagawa YOSHIKAZU  
Japan, active c.1848-1870  
Kita Amorkurika (in North America)  
Cock Year (1861)  
woodcut on paper  
36.6 x 24.1 cm  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G5 

NO IMAGE 
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Utagawa YOSHIKAZU  
Japan, active c.1848-1870  
Americans touring (Amerikajin yuko no zu)  
1861  
nishiki-e, oban, colour woodblock print  
35.6 x 24.2 cm  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G12 

 
Utagawa YOSHIKAZU, engraver  
Japan, active c.1848-1870  
England (Igirisukoku)  
from the series 'The states of Europe (Yoroppa shu no uchi)'  
1861  
nishiki-e, oban, woodblock print  
35.6 x 24.1 cm  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G7 
  
Utagawa YOSHIMORI  
Japan  
Military procession approaching a shrine (Cherry Blossom Time)  
woodcut on paper  
35.7 x 72.6 cm (sheets))  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G21 
 

 

Utagawa YOSHIMORI  
Japan  
Warriors and their leader  
c.1860  
woodcut on paper  
35.8 x 72.6 cm (sheets))  
3 inches  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G18 
 

NO IMAGE 

Ichimosai YOSHITORA  
Japan  
Two armies opposed in battle  
woodcut on paper  
35.9 x 122 cm (sheets))  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G25 
 

 

Ichimosai YOSHITORA  
Japan  
The night battle of Horikawa  
woodcut on paper  
35.6 x 75 cm (sheet)  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G16 
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Ichimosai YOSHITORA  
Japan  
Defense of the castle, - pouring Greek fire  
woodcut on paper  
35.6 x 73.7 cm  
3 ((sheets)  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G20 
 

 

Utagawa YOSHITORA  
Japan, 19th century  
Warriors in Procession  
1865, Edo (Tokyo)  
colour woodcut on paper, triptych  
35.8 x 24.0 cm (sheet print 1)  
35.8 x 24.0 cm (image)  
35.6 x 24.5 cm (sheet print 2)  
35.6 x 24.5 cm (image)  
35.8 x 24.0 cm (sheet print 3)  
35.8 x 24.0 cm (image)  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G23 
 

 

Utagawa YOSHITORA  
Japan, 19th century  
Heroes from the story of Taiheiki  
c.1850s, Edo (Tokyo)  
colour woodcut on paper  
36.0 x 24.2 cm (sheet print 1)  
36.0 x 24.2 cm (image)  
36.0 x 24.5 cm (sheet print 2)  
36.0 x 24.5 cm (image)  
36.0 x 24.5 cm (sheet print 3)  
36.0 x 24.5 cm (image)  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G22 
 

 

Maukichi YOSHITSUYA  
Japan  
Man With A Horse  
colour woodcut on paper  
34.9 x 24.5 cm  
David Murray Bequest Fund 1940  
Art Gallery of South Australia, Adelaide  
401G24 
 

NO IMAGE 
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Appendix 17B: Prints purchased by David Murray Bequest Fund 1942 

DESCRIPTION IMAGE 

Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Nihon-Bashi (bridge), Clear weather after a snowfall  
colour woodcut on paper  
35.0 x 23.7 cm (sheet)  
33.5 x 22.0 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G9 
  

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Festival of the Cock, Asakusa rice fields (from the Hundred Views 
of Yedo, Famour Places No. 101)  
colour woodcut on paper  
33.7 x 22.6 cm  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G48 

 

 (Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Fukugawa, opening of the Hachiman Shrine  
colour woodcut on paper  
34 x 22.6  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G35 

 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Ferry and Benten Shrine at Haneda  
from the series 'One hundred famous views of Edo'  
1858, Edo (Tokyo)  
colour woodcut on paper  
35.2 x 23.6 cm (sheet)  
33.8 x 22.2 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G39  

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Hachiman Shrine at Ichigaya  
from the series 'One hundred famous views of Edo'  
1857, Edo (Tokyo)  
colour woodcut on paper  
35.2 x 23.6 cm (sheet)  
33.8 x 22.0 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G14  



537 
 

 
APPENDICES to ‘The Formation of the Japanese Art Collection at the Art Gallery of South Australia 1904-1940:  

Tangible Evidence of Bunmei Kaika’, © Jennifer Harris, 2012   

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Unknown view of lake across city under snow. Yushima Ten-Jiu-
Zaki (hill)  
colour woodcut on paper  
34 x 22.2  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G12 

 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Shinagawa, Susaki (cape)  
colour woodcut on paper  
34 x 22.6  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G13 

 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Thunderstorm at Ohashi [large bridge] and Atake  
from the series One hundred famous views of Edo  
1857, Edo (Tokyo)  
colour woodcut on paper  
35.2 x 23.5 cm (sheet)  
33.5 x 21.8 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G38  

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Eight views of Omi  
1856, Edo (Tokyo)  
colour woodcut on paper, triptych  
38.0 x 26.0 cm (sheet print 1)  
34.5 x 24.5 cm (image)  
38.0 x 26.0 cm (sheet print 2)  
34.8 x 25.0 cm (image)  
37.5 x 25.5 cm (sheet print 3)  
35.0 x 25.0 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G54 

 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Chiyogaike Pond at Meguro  
from the series 'One hundred famous views of Edo'  
colour woodcut on paper  
35.0 x 24.0 cm (sheet)  
34.0 x 22.0 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G49  
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Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Yamashita chō, Hibiya and Soto-Sakurada  
1857, Edo (Tokyo)  
colour woodcut on paper  
35.0 x 23.9 cm (sheet)  
33.5 x 22.0 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G7  

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Takata-no-baba (race-course)  
1857  
colour woodcut on paper  
34.0 x 22.6 cm  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G5 
  

 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Fukagawa, Sanju Sangen-Do (Temple)  
colour woodcut on paper  
34 x 22.6  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G40 

 
 

Japan, 1797 - 1858  
Yoroi ferry at Koamicho  
from the series One hundred famous views of Edo  
1857, Edo (Tokyo)  
colour woodcut on paper  
35.0 x 24.0 cm (sheet)  
33.7 x 22.0 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G22 
 

 
 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Eight streets at Sujichigai  
from the series 'One hundred famous views of Edo  
1857, Edo (Tokyo)  
colour woodcut on paper  
35.0 x 23.6 cm (sheet)  
33.7 x 22.2 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G50 
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(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Temple at Ryogoku and Moto Yanagibashi  
1857, Edo (Tokyo)  
colour woodcut on paper  
35.1 x 23.9 cm (sheet)  
33.7 x 22.0 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G6 
  
(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Untitled  
from the series 'The story of the revenge of the Soga brothers'  
c.1840, Edo (Tokyo)  
colour woodcut on paper  
33.7 x 25.7 cm (sheet)  
33.6 x 22.9 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G53 
 

 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Mount Atago at Shiba  
from the series 'One hundred famous views of Edo'  
1857, Edo (Tokyo)  
colour woodcut on paper  
35.3 x 23.8 cm (sheet)  
33.9 x 22.4 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G30 

 
 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
A covered boat on the Asakusa River  
colour woodcut on paper  
34 x 25.1  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G44 

 
 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Cherry blossoms on the bank of the Tamagawa channel  
from the series 'One hundred famous views of Edo'  
1857, Edo (Tokyo)  
colour woodcut on paper  
35.1 x 23.7 cm (sheet)  
34.0 x 22.6 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G16  
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(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
The great bridge at Senji, Yedo  
colour woodcut on paper  
34.3 x 22.3  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G46 

 
(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Scenery at Shiba seashore  
from the series 'One hundred famous views of Edo'  
1857, Edo (Tokyo)  
colour woodcut on paper  
35.2 x 23.8 cm (sheet)  
34.2 x 22.5 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G27 
 

 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Minowa, Kanasugi and Mikawashima  
from the series 'One hundred famous views of Edo'  
1857, Edo (Tokyo)  
colour woodcut on paper  
35.0 x 24.0 cm (sheet)  
33.5 x 22.0 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G37 
 

 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Furukawa River at Hiroo  
from the series ' One hundred famous views of Edo'  
1857, Edo (Tokyo)  
colour woodcut on paper  
35.0 x 24.0 cm (sheet)  
34.0 x 22.0 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G29 

 
 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Nihon-Bashi-Dori, Itchome (First Avenue Nihonbashi)  
colour woodcut on paper  
33.7 x 22.2  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G23 

 
(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Otonashi River dam, called The Great Waterfall at Oji  
from the series 'One hundred famous views of Edo'  
1857, Edo (Tokyo)  
colour woodcut on paper  
35.0 x 24.0 cm (sheet)  
34.0 x 22.5 cm (image)  

NO IMAGE 
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David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G19 
 
(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Koume - Dzutsumi (dyke)  
Date seal: Snake year (2nd month) ? (1857)  
colour woodcut on paper  
33.7 x 22.6  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G18 
 

NO IMAGE 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Yatsumi Bridge with views of eight bridges  
1856, Edo (Tokyo)  
colour woodcut on paper  
35.3 x 23.5 cm (sheet)  
33.8 x 22.2 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G32 
 

 
 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Scattered pines on the bank of the Tone River  
from the series One hundred famous views of Edo  
1856, Edo (Tokyo)  
colour woodcut on paper  
35.0 x 23.7 cm (sheet)  
33.6 x 22.0 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G33 

 
 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Riogoku, Asakusa in distance  
colour woodcut on paper  
33.7 x 21.6  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G45 

 
 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Kasumigaseki  
1857, Edo (Tokyo)  
colour woodcut on paper  
35.0 x 23.6 cm (sheet)  
34.2 x 22.4 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G8  
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(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Mouth of the Nakagawa River  
colour woodcut on paper  
34 x 22.6  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G36 

 
 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Komakata-Do (temple) Adzuma bridge  
colour woodcut on paper  
34 x 22.6  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G47 

 
 

(Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Tsunohazu, Jumano-Jinsha, (Twelve shrines) commonly called 
the Twelve Pagodas  
colour woodcut on paper  
34.3 x 22.2  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G42  

 

 (Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Takata, Sugatami and Omakage bridges, with gravel bed (Jariba)  
colour woodcut on paper  
34 x 22.6  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G55 

 
 

 (Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Uyeno, Yamashita (Ward)  
colour woodcut on paper  
33.7 x 22.3  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G26 
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(Andō) (Ichiryūsai)  (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Title page - One hundred famous views of Edo  
1857, Edo (Tokyo)  
colour woodcut on paper  
35.0 x 23.7 cm (sheet)  
33.5 x 21.6 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G15 
  

 (Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Ox Town at Takanawa  
from the series 'One hundred famous views of Edo'  
1857, Edo (Tokyo)  
colour woodcut on paper  
35.1 x 23.8 cm (sheet)  
34.0 x 22.5 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G24 
 

 

 (Andō) (Ichiryūsai) (Utagawa) HIROSHIGE  
Japan, 1797 - 1858  
Untitled  
from the series 'The Story of the Revenge of the Soga Brothers'  
c.1840, Edo (Tokyo)  
colour woodcut on paper  
36.5 x 26.0 cm (sheet)  
33.4 x 27.7 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G52 

 
 

Ichiryūsai HIROSHIGE, engraver  
Japan, 1797 - 1858  
NIHON, after  
Yoshiwara, Dzutsumi (Dyke)  
colour woodcut on paper  
34.0 x 22.2 cm  
David Murray Bequest Fund 194214 July 1942  
Art Gallery of South Australia, Adelaide  
427G28  

 

Ichiryūsai HIROSHIGE, engraver  
Japan, 1797 - 1858  
SHOHEI-BASHI, after  
(Confucius Temple), (Bridge), Seido Danda-Gawa (River)  
colour woodcut on paper  
33.7 x 22.3 cm  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G21  
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Utagawa HIROSHIGE  
Japan, 1797 - 1858  
Ayase River and Kanegafuchi Depth  
colour woodcut on paper  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G41 

 
 

Utagawa HIROSHIGE  
Japan, 1797 - 1858  
Water supply bridge at Surugadai  
from the series 'One hundred famous views of Edo'  
1857, Edo (Tokyo)  
colour woodcut on paper  
35.0 x 23.8 cm (sheet)  
33.5 x 22.0 cm (image)  
David Murray Bequest Fund 1942  
Art Gallery of South Australia, Adelaide  
427G31  
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Appendix 18   Women of means  

 

Appendix 18A: Bequest of Miss Amy Mary Lea 1923 

 

DESCRIPTION IMAGE 

CHIKAMASA  
Okimono, Daitoku and karako Chinese children watching 
rats wrestling  
19th century  
ivory  
10.2 x 5.0 x 4.3 cm  
AA203 

 
Inrō  
Bequest of Miss Amy Mary Lea 1923  
Art Gallery of South Australia, Adelaide  
AA111 
 

NO IMAGE 

Hair ornament  
bone, gilt decoration  
Bequest of Miss Amy Mary Lea 1923  
Art Gallery of South Australia, Adelaide  
AA114 
 

NO IMAGE 

Okimono, lotus in high relief  
Bequest of Miss Amy Mary Lea 1923  
Art Gallery of South Australia, Adelaide  
AA238 
 

NO IMAGE 

Card Checker  
ivory  
Bequest of Miss Amy Mary Lea 1923  
Art Gallery of South Australia, Adelaide  
AA239 
 

NO IMAGE 

Netsuke, game tally  
late 19th century  
lacquered wood  
9.2 x 5.9 cm  
Bequest of Miss Amy Mary Lea 1923  
Art Gallery of South Australia, Adelaide  
AA266 

NO IMAGE 

Okimono, Armourer and apprentice with helmet  
19th century  
ivory  
7.8 x 6.7 cm  
Bequest of Miss Amy Mary Lea 1923  
Art Gallery of South Australia, Adelaide  
AA236 
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Okimono, old man with monkey or fruit  
19th century  
ivory  
7.2 x 5.7 cm  
Bequest of Miss Amy Mary Lea 1923  
Art Gallery of South Australia, Adelaide  
AA237 

 

Okimono, standing figure of a man with stick calling 
birds & standing figure of a child  
Bequest of Miss Amy Mary Lea 1923  
Art Gallery of South Australia, Adelaide  
AA235 

 

Tonkotsu tobacco box, (Daruma, the Buddhist monk who 
meditated so long his legs fell off), sashi netsuke 
(Ashinaga, ' long legs') ojime (Jurojin, one of the seven 
gods of good fortune )  
c.1880  
wood, ivory, silk  
19.5 cm ((netsuke))  
9.0 cm (case)  
Lea Bequest 1923  
Art Gallery of South Australia, Adelaide  
AA466 
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Appendix 18B: Bequest of Miss Sarah Crabb 1925 

 

DESCRIPTION IMAGE 

Mitsutada HOSOKAWA  
Netsuke, shishi (temple dog and ball)  
c.1850  
ivory  
3.0 cm  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA244 

 

JAPAN  
Okimono, Man with toads  
late 19th century, Japan  
ivory  
10.8 x 6.7 cm  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA189 

 

JAPAN  
Netsuke, hare eating a leaf  
c.1800, Japan  
marine ivory  
3.0 cm (height)  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA243 

 

JAPAN  
Netsuke, puppy with clam shell  
c.1850, Japan  
ivory  
2.0 cm (height)  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA249 

 

JAPAN  
Netsuke, horse  
c.1750, Japan  
ivory, gold lacquer  
7.1 cm (height)  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA250 

 

JAPAN  
Okimono, Ashinaga tenaga (Long-legs-short-arms - short-
legs-long-arms)  
c.1850, Japan  
boxwood  
8.3 cm (height)  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA264 
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MASANAO  
Japan, active mid-18th century  
Netsuke, sparrow (suzume)  
c.1750  
ivory  
2.9 cm (height)  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA251 
  

Carved ivory, flowers and foliage  
ivory  
Art Gallery of South Australia, Adelaide  
AA255 
 

NO IMAGE 

Carved ivory, house and trees with three figures.  
ivory  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA253 
 

NO IMAGE 

Carved ivory, deer, openwork  
ivory  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA254 

NO IMAGE 

Netsuke, old man asleep on brazier  
c.1850  
wood  
4.0 x 3.1 cm  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA261 

 

Netsuke, rat and umbrella  
c.1850  
ivory  
7.2 cm (length)  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA252 

 

Netsuke, chestnut and leaves  
c.1750  
wood  
2.7 cm  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA262 

 

Netsuke, rat catcher  
early 19th century  
ivory  
3.6 x 2.4 cm  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA247 
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Netsuke, Geta with child underneath  
19th century  
wood  
3.4 x 1.8 cm  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA298 
 

NO IMAGE 

Netsuke, dog on Chinese table  
mid 19th century  
ivory  
4.2 x 1.9 cm  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA248 
 

NO IMAGE 

Netsuke, Pilgrim climbing mountain  
early 19th century  
ivory  
3.5 x 2.6 cm  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA246 
 

NO IMAGE 

Netsuke, Jurojin, one of the Seven Gods of Good Luck  
c.1880  
ivory  
5.2 cm  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA242 

NO IMAGE 

Netsuke, Sennin with long beard  
late 18th century  
ivory  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA241 

 
Netsuke, puppy with abalone shell  
c.1850  
ivory, umimatsu  
2.3 cm  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA245  

Netsuke, Daruma dancing with fan & old man  
c.1850  
wood with umimatsu eyes  
8.7 x 5.8 cm  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA265 
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Netsuke, the priest Daruma in the form of a Buddhist 
temple bell  
c.1750  
wood  
3.9 cm (height)  
Bequest of Miss Sarah Crabb 1925  
Art Gallery of South Australia, Adelaide  
AA263 
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Appendix 18C: Gift of Lady Verco 1934 

 

DESCRIPTION IMAGE 

 
GYOKUSHIN 
Netsuke, woodsman 
19th century 
ivory 
8.0 x 3.0 cm 
Gift of Lady Verco 1934 
Art Gallery of South Australia, Adelaide 
AA380 
 

NO IMAGE 

Netuke - tortoise on a clam shell 
ivory 
 Gift of Lady Verco 1934 
Art Gallery of South Australia, Adelaide 
AA379 
 

 

Okimono, three wise monkeys 
c.1880 
ivory 
4.3 cm (height) 
Gift of Lady Verco 1934 
Art Gallery of South Australia, Adelaide 
AA382 
 

 

KIGGOKU 
Netsuke, Daikoku paddling his bag of treasures with two 
children 
c.1850 
ivory 
4.8 x 3.4 cm 
Gift of Lady Verco 1934 
Art Gallery of South Australia, Adelaide 
AA381 
 

 

Netsuke, group of nine Noh masks 
ivory 
3.8 x 3.2 cm 
Gift of Lady Verco 1934 
Art Gallery of South Australia, Adelaide 
AA383 
 

 
YAMANAKA 
Netsuke, Samurai 
19th century 
clay 
4.3 x 4.3 cm 
Gift of Lady Verco 1934 
Art Gallery of South Australia, Adelaide 
AA378 
 
 

NO IMAGE  
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Netsuke, kneeling man 
late 19th century 
ivory 
4.3 x 2.2 cm 
Gift of Lady Verco 1934 
Art Gallery of South Australia, Adelaide 
AA385 

 

NO IMAGE 

 
Netsuke, frogs on lotus leaf  
late 19th century  
ivory  
5.0 x 3.6 cm  
Gift of Lady Verco 1934  
Art Gallery of South Australia, Adelaide  
AA377 

NO IMAGE  

 
Netsuke, tortoises on wave  
late 19th century  
stained ivory  
3.3 x 2.9 cm  
Gift of Lady Verco 1934  
Art Gallery of South Australia, Adelaide  
AA384 
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Appendix 19  Lewis Jessop 

Sources: The Jessop Collection Auction Catalogue (selected pieces); Catalogue of the 

Priceless art treasures (ancient and modern) of the late Sir George Verdon 

Asterix * indicates works purchased from Verdon auction and their descriptions in Verdon Catalogue 

LOT # DESCRIPTION 

Lot 33 
VERY BEAUTIFUL JAPANESE IMARI JAR, wonderfully decorated in green, blue and gold, 
with medallions of birds; a beautiful example of this rare Japanese vase. 
 

Lot 34 

RARE OLD 12 IN KUTANI VASE, gourd shaped, hand painted in panels with sea dragons, 
groundwork of chrysanthemums, rich terra-cotta and gold decoration; an artist signed 
piece- one of the finest of the early examples of this ware 

 

*Verdon cat.  
Lot 141 

 

‘Very handsome Japanese Kaga vase, ‘gourd’shape, pained in panels with ‘see-
dragons’, groundwork of chrysanthemums, rich terracotta panels, gold decoration etc. 
 

Lot 35 

RARE OLD 9IN. KUTANI JAR, decorated with figures and flowers in tera-cotta and gold, 
on ebony stand; an artist –signed piece – one of the finest of the early examples of this 
ware. 
 

Lot 36 
VERY OLD JAPANESE PORCELAIN VASE with gilt ‘crab’ handles. 
 

*Verdon cat. 
 Lot 163 

 

Elegant Japanese porcelain vase, royal-blue ground, enriched with gold bronze ‘crab’ 
handles. 
 

Lot 41 
VERY OLD AND RARE YELLOW-GROUND JAPANESE VASE, Greek frett; a signed piece 
 

Lot 44 
JAPANESE SIX-SIDED GREY – AND- WHITE GROUND BOWL, FLOWER DECORATION ; a 
very rare specimen 
 

Lot 49 

MAGNIFICENT OLD JAPANESE CLOISONNE VASE, artistically inlaid with various panels, 
with flowers, leaves, fruit, birds, etc., in various coloured enamels, the background 
being most artistically ornamented with trees, foliage, etc, set off with diaper border 
wonderfully enamelled, finished with burnished gold edges; one of the finest pieces of 
Cloisonne in Australia 

Lot 59 

 

WONDERFUL 19IN. SATSUMA PERFUME-BURNER, covered with a bright glaze boldly 
crackled, two handles, pierced collar, decorated with figures, trees etc, and fitted with 
perforated lid, surmounted by rooster, standing on three grotesque figure legs; a 
wonderful piece and over 300 years old 

Lot 60 

VERY OLD SATSUMA SIX-SIDED TEAPOT, of hard pate, covered with a bright glaze 
minutely crackled, richly decorated with Tycoon’s crest, gold and various coloured 
enamels, grotesque Dragon handle, spout, and highly-decorated lid surmounted by 
grotesque Japanese lion; a signed piece, and once the property of one of the old 
nobility of Japan – one of the best pieces of Satsuma in the collection 
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LOT 61

 

MOST BEAUTIFUL 15-IN. SATSUMA WALL PLAQUE, covered with bright glaze minutely 
crackled, floral decoration in beautifully –executed various coloured enamel and and 
gold, with inscription and border with crest of the Tokugawa family in gold; perhaps 
one of the most beautiful pieces of Satsuma in the whole collection 

LOT 79 

RARE 6 IN. OWARIWARE GOBLET COVER AND SAUCER, decorated with medallions and 
floral design; a signed and Exhibition piece, purchased prior to its being sold to the 
Melbourne Museum 
 

LOT 89 
JAPANESE EARTHENWARE BAMBOO VASE, very old and rare; an Exhibition piece 
 

LOT 92 
ANTIQUE JAPANESE CYLINDRICAL VASE, dull glaze, grey ground, with gilt and chocolate 
crest decoration; a very rare Exhibition piece, over 400 years old 
 

LOT 93 

WONDERFUL OLD ROUGH-GROUND EARTHENWARE JAPANESE VASE, highly glazed 
inside, exterior richly encrusted with flowers, leaves, and birds in various coloured 
enamels; this is an Exhibition piece, and one of the oldest and most valuable in the 
whole collection 
 

LOT 95 

17-IN. JAPANESE VASE, of the very earliest period, highly glazed and boldly crackled on 
biscuit ground. Most highly decorated with figures in coloured enamels, mounted with 
two bronze-coloured grotesque figure handles and Greek border; this is one of the 
oldest and most valuable vases in the whole collection, and is a rare Exhibition piece 
 

LOT 98 
RARE OLD JAPANESE PORCELAIN VASE with black borders and crackled glaze 
 

*Verdon cat.  
LOT 146  

QUAINT OLD JAPANESE PORCELAIN VASE,chased, black borders, crackled ground; a 
very rare and old example 
 

Lot 154 

Very old Japanese sword, gold and bronze hilt, beautiful sheath of finest old red 
lacquer enriched with silver, original sword cord; This example was formerly in 
possession of Makzusu of the Mikado’s Corps, and was purchased by the late L.A. 
Jessop at the Verdon Collection. 
 

*Verdon cat. 
 Lot 37  

VERY OLD JAPANESE SWORD, with gold and lacquer bronze tsuba, silver mounted hilt, 
bearing the crest worked in silver of former owner, beautiful sheath of finest old 
lacquer, enriched with carvings, chased bronze mounts etc. This example was formerly 
in possession of Maksuzu of the Mikado’s court. 
 

Lot 158 

GILDED WOODEN BUDDHA, standing 12 in. magnificent carved temple stand, the head 
of the figure with jewelled fore-head being surmounted by rising sun; this is a genuine 
piece, direct from one of the Japanese Temples, and one will observe the discoloration 
due to the burning of incense – an Exhibition piece 
 

LOT 168 

MAGNIFICENT AND RARE EXQUISITELY- CARVED- IN- BRONZE GOD OF STRENGTH, 
standing on 6 in. wonderfully chased and carved table on four legs, together with small 
table carved and chased, at which the God is seen writing, while at the same time he is 
supporting above his head a heavily carved and chased incense –burner, with lid, 
surmounted by the Japanese lion; this is an artist –signed piece and one of the most 
beautiful works in bronze in existence 

LOT 204 

MAGNIFICENT 14-IN. OLD JAPANESE BRONZE INCENSE-BURNER, elaborately and 
delicately chased, pierced cover, surmounted with Japanese lion and priest, two 
Dragon handles, and standing on four Dragon feet; one of the finest examples of 
bronze in the collection, and a choice example 
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LOT 427 

EXQUISITE 7IN. CARVED IVORY JAPANESE HOUSE AND GARDEN, with interior executed 
with figures, decorated walls and floors, the whole being mounted on oval ivory base; 
a signed piece 
 

LOT 430 

PIECE IVORY, 6 in. long and 2 in. wide, encrusted with delicately-carved, raised and 
chased in mother –of-pearl Chrysanthemum; the artist’s signature will be found on the 
side engraved in mother-of-pearl 
 
 

LOT 435 
8-IN. CARVED WOOD AND IVORY STREET MUSICIAN, with Monkey and Drum, the 
whole standing on carved shitan-wood; a signed piece 
 

LOT 437 
5 ½ IN. IVORY CARVING out of Solid Ivory, representing a lady of the Japanese nobility; 
a signed and very valuable piece 
 

LOT 436 
2 ½ IN. IVORY CARVING OF SKULL, articulated, and anatomically correct (possibly lot 77 
of Verdon catalogue ‘Human skull’) 
 

LOT 429 
4-IN. CARVED IVORY AND INLAID AND CARVED WOODEN FIGURE, decorated with 
mother- of –pearl, ‘A Japanese Letter-writer’; a signed piece 
 

LOT 428 
ELEPHANT’S TUSK 
 

LOT 426 
MARVELLOUSLY EXECUTED 10-IN. CARVED IVORY ELEPHANT’S TUSK, decorated with 
figures depicting Japanese life, mounted on black four-legged lacquer stand, richly 
decorated in gold; a Museum piece, and of great value 
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Appendix 20   De-accession 

Appendix 20A: De-accession 1943  
Source: National Gallery of South Australia, Minutes of Art Gallery Board, 11 May1943 
 
1943 Furniture etc  
AA21  Carved wood figure, Japanese  Way Bequest 
AA369     Ornament, Bronze 
AA 235    Metal vase, Japanese   Milne Bequest 
AA392     Tray, lacquer    Crabb Bequest 
 
Ceramics  
*Minuted at Meeting 14/9/43 (Japanese ceramics only listed here)  
 

ACCESSION # ITEM SOURCE 
281 
295 
316 
719-23 
918  
920  
921-2 
927  
942  
943-4  
950-56 
960-1  
963-5 
968-70  
973  
999 
1002 
1007 
1011-3  
1015.  
1016-7 
1019 
1022  
1023 
1043-4 
1050  
1063  
1067  
1068 
1166 
1179  
1180  
1183  
1184  
1185-90 
1193 
1194  
1224-5 
1507 
959 

Flower Pot, Chinese or Japanese  
Flower Holder, Japanese  
Vase, Japanese  
Vases, modern Japanese 
Dish Modern Japanese  
Figure, modern Japanese " 
Vases modern Japanese 
Dish modern Japanese 
Jar, modern Japanese 
Vases, modern Japanese 
Vases, modern Japanese 
Jar and Vase, modern Japanese  
Vases, modern Japanese 
Vases, modern Japanese Imari ware 
Vase modern Japanese 
Plaque, modern Japanese Imari 
Plaque, modern Japanese 
Plaque , modern Japanese 
Plates, modern Japanese 
Saucer, modern Japanese  
Teapots, modern Japanese 
Figure Group, modern Japanese 
Ladle, modern Japanese 
Incense Burner, modern Japanese 
Bowls, modern Japanese 
Vase, modern Japanese  
Basin, modern Japanese 
Tobacco Jar, modern Japanese 
Trinket Box, modern Japanese 
Figure, modern Japanese  
Jar, modern Japanese  
Dish, modern Japanese 
Cup, modern Japanese 
Saucer modern Japanese 
Teapots modern Japanese 
Jar, modern Japanese 
Jar, modern Japanese 
Vases modern Japanese 
Vase, Modern Japanese  
Jar modern Japanese 

Purchased 1904 
Purchased 1904 
Purchased 1904 
M ilne Bequest.  
Way Bequest 
Way Bequest 
Way Bequest 
Way Bequest 
Way Bequest 
Way Bequest 
Way Bequest 
Way Bequest 
Way Bequest 
Way Bequest 
Way Bequest 
Way Bequest 
Way Bequest 
Way Bequest 
Way Bequest 
Way Bequest 
Way Bequest 
Way Bequest 
Way Bequest 
Woodroofe Bequest 
Lea Bequest 
Lea Bequest 
Crabb Bequest 
Crabb Bequest 
Crabb Bequest 
Crabb Bequest 
Crabb Bequest 
Crabb Bequest 
Crabb Bequest 
Crabb Bequest 
Crabb Bequest 
Crabb Bequest 
Crabb Bequest 
Gift of Mrs A.R.Johnson 
Unknown 
Way Bequest 
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Appendix 20B: De-accession 1962 

                                Japanese ceramics de-accession summary 

 
ACCESSION # ITEM SOURCE COMMENT 
C263 Cup and saucer  purchased SM Franck broken 
C279 Incense burner  Damaged 
C285 Japanese vase   modern 
C296 Japanese jar   
C306 Japanese cake dish   
C308 Japanese hot water pot   
C726 Japanese tobacco jar Milne Bequest modern 
C819 Japanese vase Way bequest  
C922  Japanese vase   

C935 bowl   
C939 teapot   
C946 Japanese vase   
C957 vase   
C958 vase   
C967 vase   
C974 vase   
C975 vase   
C976 vase   
C979 vase   
C981 dish   
C984 dish   
C985 dish   
C988 dish   
C990 dish   
C992 dish   
C993 plaque   
C994 plaque   
C995 plaque   
C996 plaque   
C997 plaque   
C1000 plaque   
C1001 plaque   
C1003 plaque   
C1004 plaque   
C1005 plaque   
C1008 plaque   
C1009 plaque   
C1010 plaque   
C1018 Japanese figure  sword handle 

broken 
C1020 Japanese jar   
C1021 jar   
C1025 Japanese temple vase purchased Fred Segar  
C1045 Japanese vase Woodroofe Bequest  
C1047 Japanese vase   
C1048 Japanese vase   
C1064 Japanese saucer   Lea Bequest  
C1066 Japanese cup and saucer   
C1181 Japanese cup Crabb bequest  
C1191 Japanese teapot   
C1224 Japanese vase Gift of Mrs A R 

Johnson 
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C1225 Japanese vase   
C1431 Japanese plate Way Bequest  
C1434 Japanese dish Gift of Misses Kay  
C1472 Japanese vase purchased Miss JH 

Mitchell 
 

C1510 Koro (Brazier) Gift of Hon. Sir Angas 
Parsons 

 

AA30 Wooden figure priest 
Japanese 

Way Bequest  

AA164 Pipe metal bowl and 
mouthpiece 

unknown  

AA167 box with cover in two 
sections 

Way Bequest  

AA278 bronze ornament   
AA282 vase metal Milne bequest  
AA284 vase bronze early 19

th
 

century 
  

AA 295 walking stick carved Way bequest  
AA327 vase scroll work handles 

19
th

 century 
  

AA328 vase bronze dark brown 
patina 

  

457-9 wall panels   
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Appendix 20C:  Sir Samuel Way ceramics 1943, 1962  
Source: AGSA Ceramics Accession Register   

Summary of Japanese ceramics de-accessioned 1943 & 1962 with descriptions 

819  vase jap cloisonné decorated with eagle foliage and blossom in browns, greens, reds, silver, blue 
iridescent colours h 10 in 5 sh ins modern sold 43 

896  panel unknown cloisonné style floral spray in pink green blue on royal blue ground light blue 
border 3 ¼ in x 2 ¼ sold 62 

897  panel as above sold 62 
898  panel as above sold 62 
920  figurine jap kneading bread h 7 ¼ in sold 43 
921  vase dragon in full relief h 10 ½ in 10p sold 1943 
922  vase as above     sold 62 
935  bowl clay coloured unglazed, decorated with flowers and foliage in green and white, mask handles 

in relief, cover surmounted wiuth kittens h 3 ¾  b 4 ½ in 2sh 6 sold 62 
939  teapot eggshell china, clay coloured unglazed, brown Cane handle, pierced lid h 5 1/2in 2sh 6p –

note hot water pitcher for tea ceremony sold 62 
943  vase dragon in full relief on neck, panel design h 24 ½ in  2 p. sold 43 
944  vase covered, dragon in full relief on neck panel design, h 24 ½ in 1p (dragon broken) sold 43 
946  vase cloisonne blue panels floral motifs, h 12 ½ in 1 p sold 62 
950  vase octopi design h 12 in 1p sold 43 
951  vase brown with floral and birds h 15 ¾ 1 p sold 43 
952  vase pate blue with floral and bird design h 153/4 in 1 p (cracked) sold 43 
953  vase butterfly on neck panel of figures and floral design h 15 ½ in 10 sh (modern) sold 43 
954  vase  as above ……. 
955  vase covered red panels of warriors h 11 ½ in 2 p sold 43 
956  vase covered  as above ….. 
957  vase tree trunk design with hermit inside brown terracotta h 14 ½ in 5 sh (good example) sold 62 
958  vase as above …… 
959  jar panels of monkeys bamboo panels h 12 ½ in 5 sh sold 43 
960  as above …. 
961  jar tall yellow triple lipped top earthenware h 19 ¼ in 10 sh (modern) sold 43 
963  vase brown terra cotta fish and crab decorated h 9 ½ in 7 sh 6 (cracked ) sold 43 
964  vase imitation basket work pattern h 6 ¼ in 2 sh 6 (modern) sold 43 
965  vase landscape design on body (Satsuma) h 9 ¾ in 5 sh (poor example) sold 43 
967 vase gourd shaped egg shell china birds and foliage h 5 in 2 sh 6 (modern) sold 62 
968  vase covered panels of flowers and birds gilt formal borders surmounted with seated figure of old 

man h 17 ½ in 10 sh sold 43 
969  vase butterflies flowers and characters blue background cloisonné, h 14 in 1 p sold 43 
970  vase as above  
973  vase covered cloisonné spray of leaves and flower on pale blue background, h 5 ¼ in 5 sh sold 43 
974  vase cloisonné Syrian blue floral design 5 ¼ in 5 sh (cover broken) sold 62 
975  vase cloisonné decorated  with birds, flowers and foliage in greens, yellows, pinks and reds on 

brown background conv floral border h 7 ¼ in 10 sh (chipped) sold 62 
976  vase as above ….. 
979  vase cloisonné floral design in sea green h 5 in 5 sh (good example) sold 62 
981  dish Satsuma decorated with male and female figures with oriental festival richly decorated gilt 

greens , browns, reds yellows floral designs in centre d 4 ½ h 3 ¼ (cracked and mended) sold 62 
984  dish landscape with figures 8 ¾ x 13 in 5sh sold 62 
985  dish cloisonne heron birds in tree blue ground diam 20 ¼ in 10sh  sold 62 
988  cake dish conventional birds floral panels octagonal 10 in 5 sh (modern) sold 62 
990  dish Satsuma figure with axe and dragons d 17 i9n 2sh 6 (broken) sold 62 
992  bowl floral design central landscape and figures h 16 ½ in (damaged) sold 62 
993  plaque cloisonné bird and reeds in gilt on blue border d 12 in 10 sh (mid 19

th
 c good example) sold 

62 
994  plaque cloisonne floral centre pattern d 12 in 10 sh (mid 19 th c good example) sold 62 
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995  same as above  
996  plaque birds and floral centre on blue ground d 12 in 10 sh (mid 19

th
 c good example) sold 62 

997  plaque same as above …. 
999  plaque landscape panels floral deco in reds greens blues and gold on white background d 14 ½ in 

10 sh (imari ware modern) sold 43 
1000  plaque landscape with figures d 12in 10sh (late 19

th
 c Satsuma) sold 62 

10001  plaque landscape birds, formal border d 12in 10sh (late Satsuma 19
th

 c) sold 62 
1002  plaque centre panel with floral motif in blue surrounded by 4 conventional panels with formal 

floral decorated throughout in red blue gold d 12 ¼ in 1 p sold 43 
1003  plaque raised figures in colour formal border d 7 ¼ in 5 sh (19

th
 c good example) sold 62 

1004  as above ….. 
1005  plaque Domestic interior scene with male and female figures surrounding a conventional border 

with 4 panels of birds, and flowers. Gilt edge d 16 ¼ in (in 2 pieces)sold 62 
1007  plaque centre panel flowers in blue surrounded by 6 panels and conv flowers, white background 

blue conventional lozenge border d 15 ¾ in 10 sh (modern) sold 43 
1008  plaque cloisonné floral design d 7 ¼ in 2sh 6 (19

th
 c good example) sold 62 

1009 plaque cloisonné floral design as above.. 
1010  plaque as above …. 
1011  plate panel on edge with butterflies and floral d 9 ½ in 5 sh sold 43 
1012  plate floral design in red blue and green d 9 in (modern reproi) sold 43 
1013  plate terracotta raised floral motif d 6 3/8 in (modern jap) sold 43 
1014  dish floral border centre panel with figures d 6 ½ in 2sh 6 sold 62 
1015  saucer decorated with figures in colours d 6 in 2sh 6 (modern) sold 43 
1016  teapot gilt landscape scene h 3 in d 3 ½ in 1sh 3 (modern ) sold 43 
1017  teapot gilt border h 3 in d 3 i/2 in 1sh 3 (modern) sold 43 
1018  figure  warrior seated in green black and red stand separate red brown h 14 in 10sh (sword handle 

broken) sold 62 
1019  figure group 4 seated figures designs on blue, green h 41/2 in w 8 in l 6 in (modern poor example) 

sold 43 
1020  jar lozenge paneled motif, floral and conventional designs on blue green h 16 in 10sh (modern 

good) sold 62 
1021  jar as above ….. 
1022  ladle formal design red, green and gilt l 5 in sold 43 
1023  incense burner panels of figures floral, Korean lion on cover, 3legs, richly decorated in gilt, red and 

blue on biscuit coloured ground h 9 in (handles broken) sold 43 

  



561 
 

 
APPENDICES to ‘The Formation of the Japanese Art Collection at the Art Gallery of South Australia 1904-1940:  

Tangible Evidence of Bunmei Kaika’, © Jennifer Harris, 2012   

Appendix 21    Western Australia: Tokyo Imperial Museum Archival 

Papers 

Appendix 21A:   Correspondence: Woodward to Japanese Consulate 
Source:  Paper no. 2-6 
Thanks to Melissa Harpley at the Art Gallery of Western Australia for facilitating access to these 
papers. 

 
 



562 
 

 
APPENDICES to ‘The Formation of the Japanese Art Collection at the Art Gallery of South Australia 1904-1940:  

Tangible Evidence of Bunmei Kaika’, © Jennifer Harris, 2012   

Appendix 21B: Porcelain and cloisonné  
Source: Papers nos. 2-25 ‘Porcelain wares’ (English);  

2-21 Ceramics nos. 1-10 (Japanese);  
2-22 Ceramics nos. 11-15 and cloisonné nos. 16-18 (Japanese);  
2-26 ‘enamelled works’ (English) 
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Appendix 22   Sir Joseph Kinsey  

 Appendix 22A:  Purchases 1914-15 
Source: Catalogue and Correspondence of J J Kinsey Collection 1935, 1944, 1915 Series no 4 / 1 Box 

no. 7, Canterbury Museum Records, Christchurch, New Zealand 

3 Dec. 1914, Thursday afternoon  
F. K. Miura, 7 Montpellier Parade Harrogate, ‘Dealers in Works of Art and Oriental Curios, Tokio and London’  
           
13 tsuba 
8 fuchi kashira 
4 inro 
8 netsuke 
1 kozaka 
1 cloisonne 
2 brasspieces    total 36 pieces   £ 31 – 15-6 
 
7 Dec. 1914             
Old lacquer stationery box and writing case    £ 25 
Transparent cloisonné vase and stand made by Hayashi of Nagoya    £33 (extensive notes accompany 
outlining technique) 
1 ivory carving   - Shungan Tokyo        £ 2 -10-0 
  
18 Dec. 1914  E & E K Preston ‘Dealers of Works of Art’, 28 Montpellier Parade, Harrogate 
57 tsuba    £ 12-15-0 
60 tsuba    £ 45  
13 netsuke   £ 4-17- 6 
3 fuchi kashira          15- 0 
51 tsuba     £ 12-15-0 
Short sword    £ 2 -10-0 
 
22 Dec 1914  Netsuke, inro and gold lacquer smoking sets etc £47-2-6   

Inro:  

Gold ‘nashiji’ decorated in takamakiye raised lacquer with design of group of hens and cocks 
Chinese sages  artist: Kajikawa 
Pheasants and autumn flowers  -Kajikawa 
7 Chinese literati in bamboo grove 
Takamakiye raised lacquer in gold and inlaid with mother of pearl with a design with various kingds of fishes  
- Kajikawa 
 
Kogo incense burner: 

Black lacquer dec with 16 petals of chrysanthemum 

Black lacquer with decoration of chrysanthemeum and flowers 
 Smoking set with raised lacquer decorations of musical instruments and brocade curtain, 

chased silver fittings with silver repousee work, very fine specimen 

 Buddhist hoke set sacred box dec with sword amid sacred fire in raised gold and red lacquer 

Inro-: Ivy leaves in pewter and gold 

Writing case suzuri bako 
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 Fine black lacquer writing case decorated in takamakiye (raised lacquer) with the group 

puppies and cherry tree in bloom on the black lacquer ground inside pink flower in raised gold 

lacquer on nashiji ground, a chased brass water ewer (mizuire) and ink stone 

Netsuke: 

Ivory ebisu (one of 7 gods) with fishing rod and fish,  
 beside him a child crawling     Signed:  Ichi Gioku 
Fishermen with octopus         Signed: Gioku zan 
Drinking party in conch shell and (karasu tengu)  
 in armour looking down from top of shell        Signed: Getsu sai 
Ivory 4 gods of luck with writing brush        Signed: Ga-zan 
5 gods of luck on wooden drum, inside group of Buddhist priests      Signed:  Shin sei 
Blind men in procession with paper lantern and their sticks         Signed: Shun zan 
Chinese saint with gourd            signed: Ko- gioku 
3 Chinese literati drinking tea          Signed:  Chu – mei 
3 dancers             Signed: Fuku- tei 
Courtier with cage and bird           Signed: Ko-tei     
  
Smoking set: 

Raised lacquer dec of cranes, plum tree, emblems of festivals, silvered sudare, fitting with silver tops 

repousse (illustrated) 

Netsuke: 

Ivory karashi-shi (kylin) with ball 

Chinese saint 

Gama sennin 

Old man asleep monkey stealing from his bucket 

Warrior 

Hotei with large bag     Signed: Gioku seki 

8 pieces ---- 3 wooden netsuke (boy with mask) man with cow, 3 children round a ball + 5 ivory   

 

4 Jan 1915           

7 scrolls, 1 makimono, 6 old prints, 2 gold lacquer boxes, 1 cabinet    £26 

7 scrolls -   kakemono         £11- 0- 0 

Oiran geisha in an elaborate holiday costume.  
A very brilliant painting on silk    Signed: Hosoda Yeishi 
Wild geese and reeds in stream  
Ferryboat- monkey, farmer, Buddhist pilgrims   rare piece Signed: Hokusai  £2- 10- 0 
Fishermen with net        Signed: Hokusai     £2- 10- 0 
Genroku beauty       Signed: Hishikawa  
       Moronobu       £1- 0- 0 
Kong Rikki – Buddhist subject, very old piece and has been kept in one of old temple,  
Kyoto (artist unknown) Daruma Rakayo          15/- 
Buddha and Miroku Bosatsu on lotus flower pedestal  
in brilliant colouring     

 Signed: Kanamasa       £2- 15- 0 
Gold lacquer: 

Letter box –fan with plum blossoms and feathers on back ground, signature of owner Tamura noble family 

in Kyoto 

Stationery box or paper case decorated outside with cherry decoration 

Stationery cabinet – 7 views of lake Biwa in togidASHI and hira makie finish on mirror black foundation and 

silver fittings 
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Makimono: 
Flowers and birds of 12 months painted in colours by famous artist Tsune-Kobu and stamp 1718- 1750 
 
Prints: Hiroshige and Hokusai 
 
14 Jan 1915  
8 kozuta 
6 tsuba 
3 netsuke and 3 inro 
2 lacquer boxes     £30- 0- 0 
 
20 Jan 1915   Total £15-2- 6 
For 6 pieces    £12-10-0: 
1 gold and takamakiye lacquer box with views of Yenoshima and Kamakura … 
1 gold lacquer inro – 5 views of Lake Biwa, artist unknown 
1 manju netsuke artist Hakumin, carved in low relief 
1 ivory netsuke by Shionen, Ashinaga (long legs) and Tenaga (long arms) both helping each other to catch 
fishes 
1 black persimmon wood netsuke Hannia mask 
1 Holy wood street singer in lacquered decoration 
9 prints and 2 books   £ 2-12-6 
 
30 Jan. 1915 

Short sword (tanto) sheath decorated with kenbishi aogai lacquer signature Jue-jo £4- 10-0 | 

Fuchi and kashira:     £2 -15 

 Plum flowers in gold and shakudo 

 Floral chariot drawn by praying mantis – shakudo 

 Various shells and waves shakudo 

 Dragon in red inlaid –shakudo 

 Dragon in gold on shakudo 

3 Feb. 1915  Fuchi kashira    Total £ 5 

 Masks momiji gari mask in copper,silver and gold, diaper pattern in shakudo 15 sh 

 Water in low relief and fire flies 15 sh 

 Quail in autumn grass and flowers in gold, silver 12 sh 

 Dragon in gold and silver   20 sh 

 Ferns and fern shoots by Yasuchika 12 sh 

 Wares in gold and floral arrangement 15 sh 

 Ivory manju – maple dance –momiji gariu dance 15 sh 

 Ivory netsuke –Hotei 10 sh 

 Ivory netsuke – Daikoku 10sh 

11 Feb 1915 
2 piece prints- Yoshitora and Yeisei  15 sh 
Kakemono by Hokusai – painting fish subject katsuo (bonita), seal means (hundred)   25 sh  
       
28 Aug. 1915     - Bill addressed to Cairn Hydro, Harrogate,Yorkshire (Kinsey’s hotel )    
Tsuba and Netsuke   £ 7-13-6 
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Appendix 22B: Goods lent to Oriental Art Exhibition June 1935 
Summary of typed catalogue list- Sir Joseph Kinsey 

114   Fuchi and Kashira 
137   Tsubas 
34     Kozuka 
75     Netsuke 
35     inro 
22     lacquer 
Pieces from China, Turkey, Persian rugs 
8      Japanese swords 
Bronze ornaments 
6     satsuma 
5     cloisonne + ivory 
61   Japanese prints 
1     bronze crab 
1    suit of armour 
6    kakemono 
2    makimono 
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Appendix 23    National Gallery Victoria:  Japanese acquisitions 1868-97  
Source: National Gallery of Victoria Publications, Melbourne, Victoria 

*Those with asterix were not included in the captions list provided by NGV, or their attribution is 

disputed.   

DESCRIPTION IMAGE 

Tobacco box (18th century) 
brass, precious stones, mother of pearl 
3.2 x 11.2 x 4.8 cm 
Accessioned, 1868 (2003-D1A) 
 

NO IMAGE 

Bottle (early 19th century) 
gold paint and lacquer on wood 
19.9 x 7.4 cm diameter 
Accessioned, 1868 (2005-D1A) 
 

NO IMAGE 

*Six Teacups (images of bijin) 
Ceramic, bamboo 
Purchased before 1873 
2125-D1A 
 

NO IMAGE 

Set of tea bowls (19th century–20th century) (images of bijin*) 
porcelain, gold paint, enamel 
(a) 2.8 x 5.8 cm diameter (b) 2.9 x 6.0 cm diameter (c) 2.8 x 5.8 cm 
diameter (d) 2.7 x 5.8 cm diameter  
(e) 2.8 x 5.8 cm diameter (f) 2.8 x 5.8 cm diameter (f) 2.8 x 5.8 cm 
diameter 
Accessioned, 1873 (2126.a-f-D1A) 
 

NO IMAGE 

Dish (19th century) 
copper, enamel (cloisonne) 
3.7 x 38.3 x 25.3 cm 
Purchased, 1875 (2082-D1A) 
 

NO IMAGE 

Dish (late 19th century) 
copper, enamel (cloisonne) 
3.7 x 30.7 cm diameter 
Accessioned, 1875 (2083-D1A) 
 

NO IMAGE 

Bowl (19th century) 
bronze, silver, brass, pigments 
11.8 x 36.3 x 27.0 cm 
Purchased, 1880 (2038-D1A) 
 

NO IMAGE 

Yoshimoto 
Japanese active (late 19th century) 
Vase (late 19th century) 
(bronze), gold, pigment 
25.5 x 13.2 cm diameter 
Purchased, 1880 (2036-D1A) 
 

NO IMAGE 

Box, lacquer on wood, gilt, gold paint, metal, shell 
6.8 x 23.2 x 19.5 cm.  
Purchased 1881 
2004 a-b-D1A  
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*Seiji Kaisha  1879-1889    
Incense burner (Kōro) (19th century),Arita 
porcelain, enamel   
(a-b) 38.8 x 35.7 x 21.3 cm (overall) 
Purchased, 1881 (2114.a-b-D1A) 
 

 
Birds and peonies (late 19th century) 
ink and pigments on silk, silk thread 
156.8 x 70.0 cm 
Purchased, 1881 (2202-D1A) 
 

NO IMAGE 

Set of five cups (19th century) 
porcelain, gilt 
(a) 4.3 x 5.8 cm diameter, (b) 4.3 x 6.1 cm diameter, (c) 4.5 x 6.1 cm 
diameter  
(d) 4.4 x 6.8 cm diamater, (e) 4.5 x 6.0 cm diameter 
Purchased, 1881 (2110.a-e-D1A) 
 

NO IMAGE 

Dish (19th century) 
porcelain (imari ware), enamel, gilt 
6.7 x 46.5 cm diameter 
Purchased, 1881 
2111-D1A 
 

NO IMAGE 

Dish (19th century) 
porcelain (imari ware), enamel, gilt 
6.7 x 46.5 cm diameter 
Purchased, 1881 (2112-D1A) 
 

NO IMAGE 

Incense burner (Kōro) (19th century) 
brass, gilt, gold pigment, (silver) 
(a-h) 31.0 x 15.1 x 11.7 cm (overall) 
Presented by the Hon. Walter Madden, 1883 (2039.a-h-D1A) 
 
 

NO IMAGE 

HougansengenJapanese active 19th century  
Hannya the witch (19th century) 
pigments on silk 
180.4 x 144.8 cm (overall) 
Purchased, 1887 (1901-D1A) 
 

 
Flute (Shakuhachi) (late 16th century) 
lacquer on bamboo 
(a-s) 53.0 x 9.4 x 7.7 cm (overall) 
Purchased, 1887 (2007.a-s-D1A)  
 
 
 

NO IMAGE 

Flute and case (17th century –18th century) 
bamboo, lacquer on wood, pigment, gold paint, metal 
(a-b) 3.2 x 40.4 x 3.4 cm (overall) 
Purchased, 1887 (2008.a-b-D1A) 
 

NO IMAGE 

Six teacups (19th century) 
porcelain, enamel, fibre, (lacquer) 
(a-f) 3.5 x 7.5 cm diameter (each) (cup) 
Accessioned, 1887 (2125-D1A) 

NO IMAGE 
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Bowl and stand (19th century) 
porcelain, enamel, gilt 
(a-b) 15.4 x 37.2 cm diameter (overall) 
Purchased, 1887 (2117.a-b-D1A) 
 

NO IMAGE 

Pagoda (19th century) 
brass, gilt, steel, (glass) 
(a-b) 57.8 x 21.0 x 23.5 cm (overall) 
Purchased, 1887 (2043.a-b-D1A) 
 

NO IMAGE 

Pipe (19th century) 
brass 
2.0 x 26.3 x 1.8 cm 
Purchased, 1887 (2044-D1A) 
 

NO IMAGE 

Death of Buddha (Buddha's Parinirvana) (19th century) 
pigments and gold paint on silk 
150.5 x 150.3 cm (image) 
Purchased, 1887 (1900-D1A) 
 

NO IMAGE 

Helmet (19th century) 
lacquer on wood, pigment, gold paint, silk, cotton,  
fibre, silk and cotton thread 
7.8 x 40.5 cm diameter 
Accessioned, 1888 (2025O-D1A) 
 

NO IMAGE 

Anhiro 
Japanese active late 19th century 
The devil man, okimono (late 19th century) 
ivory, ink 
24.5 x 4.8 x 6.4 cm 
Accessioned, 1888 (2075B-D1A) 
 

NO IMAGE 

Saddle and stirrups 1641 
lacquer on wood, gold, silver 
(a) 30.0 x 42.0 x 38.6 cm (saddle) 
(b-c) 27.5 x 31.0 x 13.8 cm (each) (stirrup) 
Purchased, 1888 (2025E.a-c-D1A) 
 

 
Armour (18th century) 
metal, wood, pigment, lacquer, gold paint, silk, cotton, leather, metal 
thread 
(a-k) 136.0 x 56.0 x 45.0 cm (overall) (installation) 
Gift of Mrs Henry Darlot, 1888 (2066.a-k-D1A) 
 

 
The boatman, okimono (late 19th century) 
ivory, ink 
19.0 x 7.3 x 5.0 cm 
Purchased, 1888 (2075A-D1A) 
 

NO IMAGE 

Drum (Shime-daiko) (19th century) 
lacquer on wood, leather, gold paint, fibre cord 
(a) 34.8 x 16.2 x 34.8 cm (drum)  
(b-c) 35.5 x 3.3 cm diameter (each) (stick) 
Purchased, 1888 (2010.a-c-D1A) 
 

NO IMAGE 

Picnic set (19th century) 
lacquer on wood, gilt, metal, pigment 
(a-k) 35.5 x 34.3 x 20.2 cm (overall) 

NO IMAGE 
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Purchased, 1888 (2011.a-k-D1A) 
Cosmetic cabinet (19th century) 
gold paint, pigments and lacquer on wood, gilt 
(a-e) 65.0 x 27.2 x 25.7 cm (overall) 
Purchased, 1888 (2012.a-e-D1A) 
 

NO IMAGE 

Box (19th century) 
lacquer on wood, gold, brass 
(a-b) 23.6 x 40.4 x 33.0 cm (overall) 
Purchased, 1888 (2014.a-b-D1A) 
 

NO IMAGE 

Stool (19th century) 
wood, leather, metal, gold paint, paper, fibre 
41.2 x 27.8 x 33.7 cm (open) 
Purchased 1888 (2022-D1A) 
 

NO IMAGE 

Covered bowl (19th century) 
lacquer on wood, gold paint 
(a-b) 21.3 x 23.7 cm diameter (overall) 
Purchased, 1888 (2025A.a-b-D1A) 

NO IMAGE 

Hot water kettle (19th century) 
lacquer on wood 
(a-b)18.7 x 31.0 x 19.3 cm (overall) 
Purchased, 1888 (2025D.a-b-D1A) 
 

NO IMAGE 

Water ladle (Hishaku) (late 19th century) 
lacquer on wood, mother-of-pearl 
17.2 x 62.4 x 12.0 cm 
Purchased, 1888 (2025J-D1A) 
 
 

NO IMAGE 

Kahihan 
Japanese active (17th century) 
Saddle and stirrups 1670 
lacquer on wood, gold, silver, pigment, cotton cord 
(a) 27.5 x 42.3 x 38.4 cm (saddle)  
(b-c) 25.3 x 29.4 x 12.0 cm (each) (stirrup) 
Purchased, 1888 (2025M.a-c-D1A) 
  
Box (19th century) 
tortoise shell, gold paint, lacquer 
(a-b) 9.0 x 14.5 x 29.5 cm (overall) 
Accessioned, 1889 (2001.a-b-D1A) 
 

NO IMAGE 

Dish (19th century) 
porcelain, enamel, gilt 
8.2 x 39.4 cm diameter 
Purchased, 1889 (2113-D1A) 
 

NO IMAGE 

Rat with a chestnut (19th century) 
copper alloy 
10.3 x 16.0 x 10.0 cm 
Purchased, 1890 (2039F-D1A) 
 

 
Plaque (19th century) 
bronze, brass, gilt, pigment 
5.0 x 54.6 cm diameter 
Purchased, 1890 (2039A-D1A) 
 

NO IMAGE 

Tea bowl (Chawan) (19th century) 
stoneware (Karatsu ware) 

NO IMAGE 
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6.8 x 12.3 cm diameter 
Gift of Mr W. Percy Wilkinson, 1897 (362-D2) 
Vase (Hanaire) (19th century) 
earthenware (Satsuma ware), enamel, gilt 
12.0 x 5.8 cm diameter 
Gift of Mr W. Percy Wilkinson, 1897 (363-D2) 

NO IMAGE 

 

DEACCESSIONED OBJECTS 

 
The wrestlers 
2039b-D1A 
Sold, Leonard Joel’s 1943, lot. 566. 
 

The tea farmer 
2039d-D1A 
Sold, Leonard Joel’s 1943, lot. 567 
 

The archers 
2039e-D1A 
Sold, Leonard Joel’s 1943, lot. 608. 
 

Bronze cast 
2039h-D1A 
Sold, Leonard Joel’s 1943, lot. 601. 
 

Stand 
2025n-D1A 
Sold, Leonard Joel’s 1943, lot. 621. 
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Appendix 24   Alfred Felton: auction of his Japanese collection 
Source: Gemmell, Tuckett & Co Catalogue of the valuable collection of marble statuary, bronzes, carved 

ivories, sterling silver, art furniture, china, curios &c., &c. accumulated by the late Alfred Felton, Esq : to be 

sold at auction by Gemmell, Tuckett and Co. under instructions from the Trustees, Executors & Agency Co. 

Ltd. on April 29 1904 Mason, Firth & McCutcheon, Printers, Melbourne 1904. 

Wednesday 27, Thursday 28 April            Oil paintings and water colours (first sale) 

…’ he has left the greater part of his fortune- over £500,000 -to the Hospitals and for the 

cultivation of Fine Art. This with an annual income of £5,000  forever, to purchase pictures for the 

public, the name of the ‘Felton Bequest Collection’ will acquire in the future a reputation akin to 

that of the Vernon Gallery, The Tate Gallery, and the Sheepshanks’ Collection in the records of art. 

…. His oil paintings for instance by such famous Royal Academicians as Benjamin Leader, Peter 

Graham , HWB Davis, G Dunlop Leslie, and Vicat Cole……     

foreword by Joshua Lake. 

Friday 29 April      Marble statuary, bronzes, carved ivories, sterling silver, art furniture,   

china, curios etc  

P 3 Art furniture-  
LOT 11  Japanese 4 fold screen , lincrusta decoration on silk panels 

 
P 6 Japanese bronzes 

LOT # DESCRIPTION 
77 pair vases, high relief and pierced decoration 
78 pair vases wide necks, 
79 small covered incense burner, 

80, 81,82 pair handsome vases inlaid with ‘birds and flowers’, 
83 paper weight – tortoise, 
84 pair storks and tortoises 
85 pair incense burners ‘birds’ on stands 
86 paper weight ‘tortoise’ on stand 

 

Japanese carved ivories- this is undoubtedly the finest collection ever submitted to public 

competition in Melbourne. Several of the pieces are marvelously executed and represent the work 

of years by leading artists.  

LOT # DESCRIPTION LOT # DESCRIPTION 

87 pair large tusks –‘monkeys at play’,‘trees   
flowers etc’ 

121 monkeys riding dragon 

88 tobacco jar – grouses in grass 122 a devil 
89 tobacco jar – ‘life and death’ 123 eagle and rabbit 
90 articulated dragon 4 ft long 124 Sacred fountain 
91 figure- ‘the fisherman’ 125 family group 
92 tusk richly decorated in gold lacquer 126 labourers 

93-97 Carvings 127 priest with devil’s head 
93 the duel 128 men quarreling 
94 the hawker 129 grotesque figure 
95 the poultry farmer 130 broom seller  
96 ladies and children 131 boy and frogs 
97 the traveler 132 fish 
98 the sweeper 133 Boy smoking 
99 priest, doll and child 134 the witch 

100 skull with snake and frog 135 the letter writer 
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101 the broom seller 136 the broken sandal 
102 fisherman and eel 137 Boy an dog 
103 lady and monkey 138 tiger tamer 

104 man, snake and frog 139 the conjurer (wood and ivory) 
105 baby and mask 140 the workshop 
106 devil fish and fisherman 141 a tusk with birds 
107 man, monkey and rabbit 142 serpents and flowers in relief 
108 men fighting 143 the gardeners, old man and snake  
109 man seated with bowl, 144 geisha girl 
110 musician and mask 145 lady angler 
111 the smoker 146 boy with tortoise 
112 man and monkeys 147 the fruit seller 
113 man and staff,  148 grotesque figure 
114 lady with fan and flowers 149 priest 
115 the practical joker 150 the shogun 
116 man carrying boy 151 priest on lotus 
117 man hunting rat (wood) 152 animals and birds 
118 Ishodoro 154 grotesque figure of man 
119 smoker and goddess 155 child and tortoise 
120 fagot bearer and child  156 old man and woman 

  157 pair cups gold and bronze lacquered 

  
P 10 Japanese cloisonné ware  
 

LOT # DESCRIPTION 

201 pair vases inlaid rich floral designs on blue 
202 pair vases ‘flowers’ and gold tracery on blue 
203 pair vases intricate workmanship on pale blue 
204 pair vases richly coloured on blue 
205 pair small bowls on stands 
206 pair vases 
207 pair bowls to match 
208 incense burner with carved wood cover 
209 large Wall plaque blue centre dark border 
210 wall plate very old 

 

Art China etc-  

LOT 220  Kaga porcelain tea pot  
LOT 222  Kaga porcelain covered incense burner hand painted and gilt 
LOT 224  costly Kaga porcelain wall plaque hand painted ‘Japanese noblemen’  
LOT 225 Kaga porcelain wall plaque hand painted and gilt. 

 
P 11 Curios and sundries –  

LOT 235  Japanese antimony wall plate,  
LOT 242  cigar and cigarette box with Japanese bronze top panel,  
LOT 246  3 carved Japanese papier mache boxes. 
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The Argus (Melbourne) Wed. 25 August 1875  6 

The Japanese Court    The Argus (Exhibition 
supplement)  

Fri.  3 September 1875 2, 4,6 

Japan                              Melbourne Age  Fri. 3 Sept. 1875 4,6 
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Co.      

The South Australian 
Advertiser  
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Progress of the 
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Notes  
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Japanese ware                    The Adelaide Observer  Sat. 27 August 1881 34 
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The Japanese Court            The West Australian Tues. 22 November 
1881 

 5 

The Rev. J.E. 
Tenison-Woods       

The Queenslander 
(Brisbane) 

Sat. 16 Jan. 1886 93 

Arrival of the 
Japanese Corvette 
Ryujo                    

The South Australian 
Advertiser  

Mon. 9 May 1887 7 
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Register  
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A Japanese House               The Brisbane Courier  Wed. 21 Dec. 1887 
  

6 

Building a la Jap                The Boomerang Sat. 24 Dec. 1887 18 

Overland Passengers 
to and from 
Adelaide                    

The Argus (Melbourne) Sat. 21 Jan. 1888  12 

A Volcano in Japan            The Argus (Melbourne) Sat. 12 Jan. 1889 13 

By Telegraph and 
Otherwise    

The Queenslander Sat. 18 May 1889 917 

The Late Rev. J.E. 
Tenison Woods                                  

The Advertiser (Adelaide) Tues. 8 Oct. 1889 6 

‘Dr E.W. Way’s 
Yachting Trip’ 

The Adelaide Observer  31 October 1891  30 

Japanese Art 
Productions   

The Argus (Melbourne) Tues. 19 Sept. 1893  6 

Trade with the East, 
Return of Mr A 
Marks, The Japanese 
Treaty                                   

The Advertiser (Adelaide) Thurs. 9 January 1896  5 

Australia and Japan              The Brisbane Courier  Fri.  17 January 1896   7 

Forty five years of 
Japan, interview 
with Mr A Marks  

The Sydney Morning 
Herald  

Sat.  20 May 1905 9 

Japanese 
Immigration           

The Register  (Adelaide) Tues. 14 November  
1905 

6 

Famine in Japan                   The Register (Adelaide)  Thurs. 16 Nov  1905  5 

A Trip to Japan                     The Register (Adelaide) Fri. 22 December  1905 7 

The Ogawa Art 
Collection    

The Sydney Morning 
Herald 

Sat. 4 May 1907 9 

Hokusai                                The Argus (Melbourne) Sat. 22 May 1909 6 

Death of a Peer                    The Advertiser (Adelaide) Sat. 19 August 1916  9 

Death of Mr L.A. 
Jessop     

The Register (Adelaide) Tues. October 17, 1922   7 

Obituary                               The Register (Adelaide) Fri. 15 December 1922  8 

Personal                                The Barrier Miner  
(Broken Hill) 

Thurs. 22 February 1923  2 

Mrs  . Rasp’s Story           The Barrier Miner  Sat. 16 August 1924  6 

Feudal Armour 
Auctioned                       

The West Australian Thurs. 22 April 1948 10 

Papanui link with 
Scott of Antarctica       

News Advertiser 
(Christchurch ) 

Tues. 15 June  1971 (page 
unknown) 

 lifton’s links with 
the Antarctic                             

The Press (Christchurch)  Sat. 15 November 1975 13 
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objects   http://museumvictoria.com.au/collections/themes/3181/john-twycross-1880-
melbourne-international-exhibition-collection?start=121    
Accessed 9 August 2011. 
 
Kato Gosuke, cup and saucer, Victoria and Albert Museum 
http://collections.vam.ac.uk/item/O171028/cup-and-saucer/    
Accessed 21 April 2011. 
 
St Paul’s Anglican  emetery, Papanui Road,  hristchurch. Compiled by Richard L. N. 
Greenaway June 2007.   
http://library.christchurch.org.nz/Heritage/Cemeteries/Papanui/StPaulsPapanuiCemet
ery.pdf  
Accessed Dec 1 2007. 

 

The Allan Wilkie-Frediswyde Hunter-Watts Theatre Collection 
Barr Smith Library, University of Adelaide 
http://www.adelaide.edu.au/library/special/theatre/theatre_bib.html 
Accessed 24 March 2012.  
 

http://museumvictoria.com.au/collections/themes/3181/john-twycross-1880-melbourne-international-exhibition-collection?start=121
http://museumvictoria.com.au/collections/themes/3181/john-twycross-1880-melbourne-international-exhibition-collection?start=121
http://collections.vam.ac.uk/item/O171028/cup-and-saucer/
http://library.christchurch.org.nz/Heritage/Cemeteries/Papanui/StPaulsPapanuiCemetery.pdf
http://library.christchurch.org.nz/Heritage/Cemeteries/Papanui/StPaulsPapanuiCemetery.pdf
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