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要 旨

近代の美術 史学は1764年 、 ヨーゼ フ ・ヴィンケルマ ンの 『古代芸術史』 をもって始 ま

る とされ るが、彼の学 は、古代 ギ リシャ古典期 の芸術に こそ芸術の本質が もっともよ く

実 現 されてい るとす るもので、 ギ リシャ美術 に続 く古代 ローマ美術 は、 ギ リシャ芸術 の

退廃 、あるいは付録 と見 られが ちであった。ヴ ィー ンの学者 フランツ ・ヴィクホフは、

1895年 、 ヴィー ン国立図書館蔵 の旧約聖書写本 のファクシ ミルを刊行す るにあたって、

その写本挿絵に古代 ロー マ美術の固有性が色濃 く残 されている と考 え、序文 の中でこれ

を詳説 した。 これが近代 におけ るローマ美術 史の始 ま りである。それ は、 まもな く様 式

史の名 で呼ばれ るよ うになった近代美術史学の方法 を樹 立す る とともに、古典期 ギ リシ

ャ美術 になか った新 たな芸術性の誕生 と発展 を論 じることとなった。彼は古代 ローマ美

術 の発明 として、イ リュー ジョニズム、 および風景 を背景 として切 れ 目な く連続 して展

開す る物語表現形式 を挙 げ、西暦第一世紀末にその達成 を見 た。

ところでヴィクホフのA一 マ美術 史論 の発表は、 いわゆ る 「世紀末」 に当たっている。

この頃 ヨー ロッパ の文化 は、一 方では ジャポニスムの大流行 が あ り、他 方 では クロー

ド・モネ を中心 とす る印象派芸術が最 高潮 に達 した時代 であ った。 この二つが密接 に関

連 してい ることはよ く知 られているが、 この よ うな事情はヴ ィクホフのローマ美術史論

形成 に も濃い影 を落 としている。彼は その著の 中で、 印象派絵画 を古代絵画 と積極的 に

比較す る とともに、彼 のい うイ リュー ジョニズムは、西洋にはるかに先駆け東洋美術 に

おいて実現 されてお り、 とりわけ 日本美術 にその極致 を見 る と主張 した。

本論は、 もともとシ ドニーで開かれ た展覧会 「日本 の四季」に合 わせ、2003年8月 メ

ルボルン大学の求め に応 じ行 った一般公開講演 に、多少 を加 え訂正 したものである。 し

たがって、上 記の問題に対 し新たな知見 を提供す るよ りは、む しろあらためて世紀末 ヴ

ィーンにお いて近代美術史学 を確 立 した学者の思考 をた ど り、その錯綜 した視点 を解 き

ほ ぐしてみ ることを目指 した。今や 百年以前の もの となったヴィクホフの ローマ美術 史
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論 は、今 日の学的基準か らは到底その まま受 け入れ るこ とはで きないが、本論 は最近 の

視点か らの批判に触れつつ も、む しろ彼の論 が、今昔、洋 の東西 を越 えた、視覚芸術 に

おける時間性の問題 に対す る深 い洞察 を蔵 していたこ とを重視 し、その視点か ら東西両

洋 の芸術、 とくにパ ンクテユエ イションを伴 わない連続 した時間表現 の諸例 を観察す る。

キ ー ワ ー ドFranzWickhoff,,japonisme,Romanart,thetimeinthevisualarts.

Theobjectiveofmypresentationtodayisnotsomuchtoofferabriefoutlineof

thefamiliarstoryoftheimpactofJapaneseartontheEuropeanart.Itistruethat,

inthesecondhalfofthenineteenthcentury,Japaneseartcontributedagreatdealfor

theformationofmodernartinEurope.Ukiyo-ewoodcutprintsandJapanese

minorartswerewelcomedbyanumberofrevolutionaryartistsandconnoisseursat

thattime,aswefindimportedJapaneseprintsandcraftworkspaintedintheworks

ofEdouardManetorVincentvanGogh.

Thisso-called ,japonismehasbeenturnedintoasubjectofarthistoricalstudyand

extensivelydealtwithbyanumberofscholars.Findusieclewasindeedpermeated

bytheJapanesqueineveryaspectoflife,beyondthecircleofartlovers.Eventhe

classiestsalonsinParis,whereMarcelProustfrequented,therewasoftenserveda

bowlofSalade/aponaise,whichthesophisticatedmemberofthehigh-societylike

Marcelregardedintolerablybangle.

Insteadofsuchapopulartopicofjaponismedlamode,Iwouldliketoinviteour

audiencetodaytotheshadycornerofthestudyroomofaViennesearthistorianat

thattime.且iscontribution,togetherwiththatofanothergreatViennesescholar,

AloisRiegl,eventuallyledthecourseofarthistoricalstudyofthefollowingcentury

intonewdirection.

Itwasindeedtheverybeginningofwhatwassoontobecalledthe`historyof

style',whichdominatedthemodernscholarshipuntiltheemergenceoficonoiogyin

themiddleoflastcentury.ThenameoftheViennesescholarisFranzWickhoff.

In1895hepublishedavoluminousfacsimileofthefamousilluminatedmanuscriptof

theOldTestament,whichisstilldepositedintheAustrianNationalLibraryin

Vienna.

Today,weallagreethatthemanuscriptdatesfromthesixthcentury,butatthe

timeofWickhoff'spublication,itwasdatedmuchearlier,aroundtheyear400.
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2)
Soon,hisbookaswellasthemanuscriptcametobecalledtheViennaGenesis.In

additiontotheelaboratecommentaryonthenumerousminiaturepaintingsinthe

manuscript,WickhoffwrotealengthyintroductiontothehistoryofRomanart.It

wasforthereasonthattheauthorbelievedthattheminiaturepaintingsintheearly

ByzantinemanuscriptretainedessentialcharacteristicsofancientRomanart.

Then,however,theauthorhadtofaceadiceytasktointerpretthehistoryofthe

ancientRomanartfromaviewpointthatwascompletelydifferentfromthestan-

dardofhistime.Tounderstandthispoint,wemustscrutinizeintothestateofart

historicalresearchatthattime.

Asiswellknown,thehistoryofthemodernscholarshipofarthistorybeganwith
3)

JohanJoachimWinckelmann'sbook,HistoryoftheAncientArt,publishedin1764.

TheauthorregardedtheGreekClassicalartasthequintessenceoftheartthrough

ages,andinhisview,onemustappreciatetheancientRomanartaslongasittakes

overthelegacyoftheancientGreek.

Incidentally,itmaybeworthwhiletorememberthatGottholdEphraimLessing's

famousbook,Laokoon;or,theLimitsofPaintingandPoetry,waspublishedin1766,

thatis,onlytwoyearsafterWinckelmann'sbook.Thisisbynomeansaccidental

butsignificantenoughtounderstandthemodernnotionofthevisualartsthat

governedtheentirenineteenthcentury.Weshallcomebacktodiscussthispointin

detail.

SinceWinckelmann'sphilhellenism,‐dotingloveforanythingGreek‐prevailed

thescholarshipofthenineteenthcentury,indigenouscharacteristicsofRomanart

werealmostignored,andtheartofRomeatlargewasthoughtmerelyasadecadent

formoftheGreekClassical.OnlysomeaspectsofRomanartthatobviously

reflectedtheGreektradition,suchastheartunderEmperorHadrian,wereadmired

andthoughttobeworthyofstudy.FranzWickhoffhadbeenquiteunsatisfiedwith

suchatraditionalapproachtothehistoryofRomanart,andheboldlyattemptedat

emancipatingthestudyofRomanartfromthecenturylongvenerationoftheGreek

Classical.Thus,inhislongintroductiontothecommentaryonthestyleofthe

miniaturepaintings,heproposedasetofwhathebelievedtobespecificallyRoman

inRomanart.
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AccordingtoWickhoff,thefirstoftheoriginalcharacteristicsofancientRoman

artistheillusionismthatisobservableinRomanreliefsculptureandpainting.Ido

notknowwhenandbywhomthisarthistoricaltermofillusionismwascoinedfor

thefirsttimeinthehistoryofmodernscholarship.Whoeveritmaybe,theconcept

`illusionism'stillremainsfamiliarwithus
,andFranzWickhoffwasnodoubttheone

whoforcefullyadvancedit.

AccordingtoWickhoff,illusionismdevelopsfromnaturalism,andtheprogressof

thenaturalismintheClassicalartshouldbeascribedtotheGreeksbeforethe

RomandominationoftheMediterraneanworld.Hefurtherinsiststhat,thoughthe

ancientGreekartistssucceededinthefaithfulrepresentationofobjects,aboveall

humanbody,theirworkshadtoremain,so-to-speak,in`getrockne(dry)'naturalism.

Wickhoffpointsoutalackofthesenseofthree-dimensionalspaceintheHellenistic

reliefworks.Tothecontrary,hecontinues,theRomanillusionismgoessofaras

toproduceastrongimpressionupontheviewer'smindwiththerepresentationofthe

depthofspace,themassivenessofbody,andeventuallythevividreality.

TheViennesescholarbelievedthatthebesthistoricalparallelinstanceofsuch

developmentfromnaturalismtowardillusionismisfoundintheartofQuattyocento.

LeonardodaVinciattaineditsgoal,beginningwithmeticulousstudyofobjectsand

thendevelopingitintonewrealitybymeansofehiayoscuro,theeffectoflightand

shadow.

WithregardtoRomanart,itwasinthelateRepublicanandJulio-Claudianart

thatWickhofffoundthetransitionfromtheGreeknaturalismintothenewRoman

illusionism.Namely,thespecificallyRomanevolutionofstylebeginswithAugus-

tusandfinallyreachesitsperfectionintheFlavianartinthesecondhalfofthefirst

century.

MorethanacenturyafterthepublicationoftheViennaGenesis,wecannolonger

beuncriticalofhistheory.Anumberofnewlydiscoveredfactsandfreshobserva-

tionshavemadeitratherdifficulttosupportitentirely.However,someofhis

tenetsarestillvitalforus,and,atleast,itdoesdeserveacarefulanalysis,clarifying

howhistheorywasformulated,and,moreimportantly,whatwasthehistorical

backgroundthatenabledhimtoembarkontheboldtheorization.

AmongthemajorvisualevidenceonwhichWickhofffosteredhisidea,therewere
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apairofreliefpanelsthatdecoratethelateralwallsofthepassagethroughthe

triumphalarchforEmperorTitus.Itwasbuiltanddedicatedtotheemperorbythe

RomanSenatesintheyearA.D.81tocommemoratehisvictoriousreturnfromhis

campaigninJerusalem.Oneofthepanelsonthesouthwallrepresentsthetrium-

phantprocessionenteringintothecitygate(fig.1).Althoughthepanelhasbeen

considerablymutilatedthroughthecenturiesafteritwascarved,thevividrepresen-

tationofthescenestillappearstoussorealisticasifitwerealivescenebroadcast

bypresent-daynewsreelonTV.

Particularlyitmustbenotedthatthefiguresandobjectsinthereliefarearranged

insuchauniquemannerthattheyform,so-to-speak,anumberofoverlapping

`screens'paralleltothereliefsurface.(TheFrenchmaycallsucharowofscreens

passages.)Thesescreensgraduallyrecedefromtheforegroundintotheback-

ground.Thefiguresandobjects,whichareplacedclosertotheviewer,arefully

modeledlikeindependentstatues,but,thefurthertheydrawbackintotheback-

ground,themoretheylosetheirthree-dimensionalquality.Finally,inthedeepest

background,thereliefbecomesextremelyshallow,likethefamousschiacciatto

techniqueappliedbyDonatello,anditismorethanlikelythattheywerepaintedwith

colorsintheoriginalstate.

Further,weshouldnotoverlookthelivelychiaroscuroeffectproducedbythis

intricatepassagetechnique.Especially,theroundedfiguresintheforegroundare

dynamicallyoverlapped,bringingforthdeepcontrastoflightandshadow.Asthe

reliefscreensdrawbackintothebackground,thecontrastisgraduallysubdued.

Theeffectisnotunlikethatofatmosphericperspective.

NowonderthatWickhoffrecognizedthesamedevelopmentofillusionisminthe

coevalRomanpainting.However,Wickhoff'sargumentontheevolutionfrom

naturalismintoillusionisminRomanpaintingisnotasstraightforwardaswhathe

propoundedonRomansculpture.Theaporiaisasfollowing:hestatesthatthe

naturalismoftheGreekClassicalpaintingbegantobereplacedbytheillusionism

primarilyintheSecondPompeianStyle,whichflourishedinthelateRepublicanand

Augustanperiod.Forexample,hequotesthefamousgardenpaintingdiscoveredin

theHouseofEmpressLivianearPrimaPortaofthecityofRome{fig.2}.

Thisisamarvelouswork,ajeweloftheClassicalpainting.Whatweseeisan

idealgardenwithrichfoliage.Someofthetrees,grassesandtheirflowersare
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delicatelydepictedwithfondlingbrushworks.Birdsareperchinghereandthere,

pickingthefruitsandgailychirping.

Nevertheless,whatsurprisesusmostistheexquisiteillusionismofthepainting.

Thepinetreeinthecenteroftheforegroundisdepictedindetailandfullymodeled

withfinechiaroscurowork,andsoaretherosesandtheotherflowersinthe

foreground.Then,asourattentionmovesawayfurtherintothedepthofthe

picture,treesandtheirleavesgraduallyturnintosilhouettesthataregentlyrustling

againstthebluesky.ThusthereisnodoubtthatheretheillusionismofRoman

paintingalreadyattaineditszenith.

However,WickhoffseemsratherreluctanttoadmitthattheRomanillusionism

reachedtheirgoalasearlyasintheAugustanperiod.Wemustrememberthat,

accordingtoWickhoff'stheory,wemustwaitonehundredyearsuntiltheindigenous

RomansculpturereachesitsfullmaturityintheFlavianperiod.Asforthepaint-

ing,WickhofffindsthezenithoftheRomanachievementintheFourthPompeian

styleunderEmperorNero.

Therefore,inhisViennaGenesis,hehadtoemphasizenotsomuchthewonderful

illusionismofthegardenpaintingastherealisticdepictionofthetreesandbirdsin

thepainting.WickhoffinsistedthatthepictureshouldreflecttheearlyRoman

naturalismratherthanmatureillusionism.Aslongaspaintingisconcerned,his

interpretationoftendeviatesdeliberatelyfromtherealcourseofthestylistic

evolution.Weshallsoonwitnessamoreobviousinstanceofhisfabricationassuch.

WhateverWickhoff'shistoricalinterpretationmaybe,Iwillnotmincemy

admirationofthiswonderfulaccomplishmentoftheancientRomanartist.Ifany

partofthepaintingweresetinamodernpictureframe,noneofyoumightbelieve

thatsuchabeautifulcombinationofnaturalismandillusionismcouldbeaproduct

ofanartistmorethantwomillenniaago.Infact,anancientpaintingoftenlooks

somodern.LetuslookatafamousportraitofaRomanladyfromthesecond

centuryA.D.(fig.3).ItwasfoundinFayuminEgypt,andwhendiscovered,ithad

beenplacedonthefaceofhermummy,accordingtotheancientEgyptiancustom.

Idonotknowhowoldtheportrayedwasatherdeath.Nevertheless,itdoesnot

matter,becauseitwasalsocustomaryatthattimethataportraitwaspreparedin

lifetime,andinthecaseofawoman,probablyattheprimetimeofherlife.

First,letuslookattheelaboratehairdoofherjet-blackhair.Thisiscertainly
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thehairstyledlamodeintheAntoninedynastyofthesecondcentury,A.D.Her

crescenteyebrowsareequallydarkandimpressive,andherpassionateeyesunder-

neatharewideopen,butfaintlymelancholicsothattheyincreaseherfeminine

charm.Hersmallbutslightlyprotrudedlipsseemalmostseductive.Andthe

glitteringaccessories,probablypearlsandpreciousstoneslikelapislazuli?After

all,however,whatamazeusmostaretheexquisitelightandshadoweffectandthe

fluent,vivaciousbrushstrokes,thatliterallyanimate,enliventheimage.

Again,ifyouwereshownthisportraitwellsetwithinamodernpictureframe,to

whomwouldyouattributeit?Idonothesitatetosaythatthiscanbebest

comparedwithaworkbyEdouardManet.Bythesametoken,wemayperhaps

drawonClaudeMonettodescribethebeautifulgardenpicturewehavealreadyseen.

Therefore,itisnolongersurprisingthatFranzWickhoffhadadeepadmiration

ofhiscontemporaryworksoftheFrenchImpressionists.TheImpressionismhad

reacheditsfulldevelopmentbythetimeWickhoffproposedhisreappraisalof

Romanartin1895.Monetalreadybeganhisserialworksin1890,firstthatof

Haystack,thenthegloriousseriesofRouenCathedralin1892/3.TheWateyLily

seriesstartedin1899afterthepublicationoftheViennaGenesis,andthemonumen-

talOrangerypaintingcomesonthehorizontobestartedin1916.Wecanhardly

confirmiftheViennesescholarcouldactuallyseesomeofMoneysrevolutionary

works,butwecancorroboratehissincereappreciationofhiscontemporaryart

throughhisreappraisaloftheancientRomanart.Letusexaminehislengthy

explanationonthe`fundamental'distinctionofillusionismfromnaturalism.There,

herepeatedlyemphasizesthattheartofillusionismisbasedonimpression.Iwill

summarizejustoneparagraphfromtheViennaGenesis:

"Theattainmentofillusionismismoreeasilyobservableinpaint -

ingthaninreliefsculpture.Theuniquequalityoftheillusionismin

paintingcanbedefinedmoreexplicitly,becausethereexistsonlyone

intentiontorepresentamomentousimpression....Foragenius

talentedinpaintingtherecomesadecisivemomentwhenherealizes

thatapictorialphenomenonhasnothingtodowithhisartfully

elaboratestudiesandpreparationsattheinitialstage.Nowhe

understandsthatahumanbody,whenfoundinitscolorandacciden-

tallighteffects,doesnotshowanywellplanned,coordinatedcombi一
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nationofparts,butaconfigurationofjuxtaposedelements,inwhich

verydifferentlevelsoflightanditsphysicaleffectsappealtoour

eyes.Theimage,whichanobjectpresentstooureyes,isnota

smoothlymodeledreliefbutconsistsofajuxtapositionofstainsand
4)

dotswithdifferentcolorsanddifferentdegreesoflighteffect."

Thus,itisnosurprisethat,laterin1911,WernerWeissbach,aprominentart

historianoftheage,publishedabooktitledImpressionisminAncientandModern

勲 ゴ競 ゜ng.

Here,IwouldliketosupplementWickhoff'sappreciationoftheImpressionist

paintingsonthebasisofmycomparisonofcolortechniquebetweentheancientand

modernimpressionism:thereisoneveryspecialcharacteristicinthecoloring

techniqueofancientpainting,thatis,theuseoftheso-calledcouleurschangeants,i.

e.,changingcolors.SincetheItalianRenaissance,mostoftheoilpaintingsweredone

insuchawaythattheartistfirstpreparedthegroundandthenpaintedfiguresand

objectsindarkbrowncolor.Onlyafterthispreparatorystagewasfinished,the

artistappliedtransparentcolorpaintsonit.Thus,theunderlyingmodelingofthe

figuresandobjectsinmonochromewerevisiblethroughthetoplayerofpaint,

endowingthepaintingwithstrongplasticquality.

Incontrast,theancientpainters,especiallythefrescopainters,seldomused

darkeningcolorssuchasdarkbrownorblackformodelingandshading.Instead,

theyappliedvariouscolorswithdifferentcolorvaluesforthepurpose.Namely,the

artistsappliedviolet,blue,green,etc.forshadyparts.Theresultisamarvelous

harmonyofcolorandluminosity.Itisimpossibletoreproduce,evenwiththemost

advancedelectronictechnique,thesubtletyofthisextremelydelicatecontrast

betweenchangingcolors.

Inmyopinion,itmaynothavebeenthroughastudyofancientpaintingthatthe

FrenchImpressionistsdiscoveredthesamecolorsystem.Iwouldsuggestthattheir

experienceofoutdoorperformanceledthemtotheultimatetechniquetoabtainthe

similarluminosityandmagnificentcolorscheme.Anyway,theresultissurprising-

lyalike,anditisforthisveryreasonthatweareseldomsatisfiedbyanyreproduc-

tionofCezanne'spainting,becausehisspaceandmassconstructiontotallydepends

onhisapplicationofinfinitelydelicatecolorvalues.
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* * * *

However,whatismoresignificantforusisthatWickhoff'sadmirationofhis

coevalImpressionismasa`newpainting'wasverycloselyrelatedtohisadmiration

ofJapaneseart.Actually,itseemsthathewasmoreaudaciousandexplicitin

appreciatingthehistoricalroleofJapaneseart,thoughhisapproachtotheJapanese

artisoftenoddatourpresentdayview.

WearealmoststunnedbythehighkeynotesinhispraiseofJapaneseart.Imay

quotejustafewlinesfromtheViennaGenesis:

"FarEasternartachieveditshighestcreationinJapanesepainting
,

andbegantoexertitsinfluenceupontheEuropeanartofourtime.

Here,thetwogreattributariesofart,theEuropeanandtheFar

Eastern,havebeenunitedaftertwomillenniaofseparation.The

developmentofthemodern.paintinginlastthreedecadescannotbe

understoodwithoutconsideringJapaneseart.Intheso-called`plein

-air'(outdoorperformance)andtheImpressionism ,thereisthe

legacyoftheFarEasternartjustasmuchasourrecentartistic

creation.Sensitiveartistsandartlovers,amongthemtheEnglish,

too,immediatelydiscoveredthattheseJapanesehadinventeda
5)

systemofornament,apurelyillusionisticsystem,...."

Itmustbepointedoutthattherewashisgrand,almostfantastichistoricalscheme

behindWickhoff'shighevaluationofFarEasternandJapaneseart.Accordingto

hisview,artoriginatedintheremoteantiquityinbothEgyptandtheFarEast.

AlthoughEgyptianartwasacceptedbytheGreeks,andthenwassucceededbythe

RomansandtheEuropeans,theycouldscarcelyrecoverthekeenillusionistic

sensitivitythatwasfoundattheverybeginningoftheevolution.Tothecontrary,

Asianart,andaboveallJapaneseart,continuedthepureandimmediateapprecia-

tionofnatureuntilthedayofWickhoff.

ItistruethattheEuropeannotionoftheOrientanditscultureinthelate

nineteenthcenturywas,ontheonehand,fullofprejudice,andgroundlessinsistence

onthesuperiorityofEuropeancivilizationoverheterogeneouscultures.Onthe

otherhand,inthisregard,theEuropeansshowedtheirJanus'faces.Manybelieved
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thattheyfoundanultimateparadiseinanalienculture.Wehavealonglistof

thosedevoteestotheidealizednon-Europeancultures,beginningwithPaulGauguin

andVincentvanGogh.

Further,suchatrendproducedanumberofscholarsandamateurswhoneverlost

theirhighregardsofaliencultures.Therearenamesofprominentscholarsamong

themsuchasJosephStrzygowski,whowasadamantonhistheoryoftheOriental

originofByzantineart,andHenriFocillon,whosecareeractuallystartedasa

studentofJapaneseart.EvenRudolfHitler,whoissonotoriousuptodayforhis

cruelsuppressionofnon-Ariancivilization,organizedalargeexhibitionofJapanese

artin1937inBerlin.Thedictator,whoappearedthereonthefirstopeningday,did

notreservehissincereadmirationofSesson'sSailboatintheStorm,andproudly

commentedonitforhisentourages.

Ashasbeenmentionedbefore,Wickhoff'sapproachtowardJapaneseartis

strangelybiased,andoftendifficultforustounderstand.Forinstance,hewasvery

muchconvincedthatthestyleoftheAugustanreliefsculpturewaswellcomparable

withJapaneselacquerworks,becausetheyshareincommonthesamesensitivity

towardnature.Morerecently,attemptshavebeenmadetodemonstratethatthe

humanvisionisessentiallyrelative,differentiatedbetweenindividuals.Inother

words,humanvisionisalwayssovulnerableto,andconditionedby,itsethnic,

cultural,andpoliticalcontext,orbygender.Therefore,itiseasytoimaginethat

Wickhoff'svisionofOrientalartconcurredwithhiscontemporaneousviewofthe

Orient.

Yet,thisisnottheplacetodiscusswhatwasreallytendentiousinhisvision.

Instead,Iwouldliketoshowthat,despitetheinsufficientknowledgeofandexperi-

enceinJapaneseart,Wickhoffhadcertainlyabighunch,orIwouldevensay,an

importantinsightintothefutureofthescholarshipanditsrelevancewithJapanese

art.Fordemonstratingthispoint,wewillreturntotheViennaGenesis,andsee

whereWickhoff'shistoricalschemefounditsdestination.

Ashasbeendiscussedatlength,accordingtoWickhoff,illusionismistheprimary

characteristicoftheancientRomanartthatdistinguishesitfromtheGreekClassi-

cal.Now,heputsforwardthesecondcharacteristicoftheancientRomanart,and

again,heharksbacktotheancientGreekarttoclarifytheformativeprocessofthe
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Romanoriginality.

WhatWickhoffproposesiscontinuousnarrativerepresentationinfriezeform.

Toexplainhistheory,hefirstsetsforththreedifferentmethodsofvisualizing

narrativesequenceinantiquity.First,theancientGreeksoftenappliedwhathe

called`complementing'method,wherethemainfigureandpivotalsceneisplacedin

thefocalpointofthecomposition,whiletheotherfiguresandobjectsrelevanttothe

narrativesurroundorstandbythecentralimage,thusvisuallycomplementingthe

story.Wickhoffassumesthat,havingitsoriginintheancientOrient,examplesof

thismethodaremostlyfoundintheblack-figurevasepainting.

Thesecondmethodofnarrativerepresentationiscalled`distinguishing'.Here,

onlyagroupoffiguresorasinglesceneattheclimaxofthenarrativeisselectedand

occupiestheentirecomposition.Wickhoffinterpretsthatthismethodisessentially

inaccordancewiththeprincipleoftheunityoftimeandplaceintheGreekClassical

dramas.Therefore,examplestoillustratethismethodaretakenmoreoftenthan

notfromthelateArchaicandearlyClassicalred-figurevasepaintings.

Ithappensquitenaturallythat,iftheartistwantedtonarratetheentirestoryby

thismethod,hehadtocreateanumberofindependentscenesandlinkthemin

sequence.Therefore,alongtextsuchasaHomericepicdidactuallyneedhundreds

ofscenes,asactuallyseeninthefamousmanuscriptofIliasAmbrosiana,orinthe

so-calledIliacTablets.(fig.4)

Thethirdmethodiscalled`continuingmethod'ofnarrativerepresentation.This

emergesatthefinalstageoftheevolutionoftheindigenouselementsoftheancient

Roman.art.Namely,itappearedonlyaftertheRomanillusionismreacheditspeak

ofdevelopment.There,anumberofscenesarelinedupagainstacommonback-

ground{mostlylandscape},oftenintheformofalongfrieze.Naturally,the

landscaperecedesintothebackgroundsothattheactualscenesdevelopmostlyin

thefore-andmiddleground.Itmaybesaidthatthecontinuouslandscapeback-

groundrepresentsanuninterruptedflowoftime,whileindividualscenespunctually

correspondtothedifferentmomentsoftimeinnarrativesequence.

Asisexpected,Wickhofffindsthebestexampleofsuchacontinuousnarrative

friezethepost-Flavianperiod,morespecifically,fromthereignofEmperorTrajan.

HistriumphalcolumninForumTrajaniwaserectedaftertheyear106A.D.,

commemoratinghisvictoryovertheDaciansontheDanubefrontier.(fig.5)A
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longspiralbandofreliefdecoratestheentiresurfaceofthecolumn,depictingin

detailthedeedsoftheemperorandhisarmyinthetwoDacianwars.Duetothe

unusualshapeandsizeoftherelief,arthistorianshadbeencontendingsincethe

nineteenthcentury,especiallyonitsorigin.Manysuggestedthatthefriezemight

havebeencreatedonthebasisofanillustratedscroll.ActuallyRomanarmywould

takeartistsduringtheircampaignandletthemdepictthedevelopmentof.thewar

onaroll,whichwasmadeofvariousmaterials.Someofthesevisualdocuments

werebroughtbackfromthebattlefronttothecapital,anddisplayedatapopular

place.Or,weknowthatavictoriousprocession,liketheonealreadyseenonthe

archofEmperorTitus,isusheredbysuchatriumphantpicturepartlyunrolledand

exhibitedtothepopulace.

Now,theancientRomanarthasanotherfamousexampleofvisualnarrativein

paintingcomposedbythecontinuingmethod,thatis,theOdysseyLandscapefoundin

1843nearViaGraziosaontheEsquilinehillinRome.Letusbeginourobservation

withthesecondsectionofthepictorialfrieze,whichisactuallythefirstofthe

survivingpartsofthefrieze.(fig.6)Attheupperleftcornerthereareafew

wingedfigures.Wecanhardlyrecognizethemsincetheyarenotonlymucheffaced

butalsodoneinthesamecolorsandhuesastheskyinthebackground.Still,we

canseethemrepresentedindifferentpostures,andsomeofthemblowinghorns.

MostlikelytheyrepresentthewindsindifferentdirectionswhichAeolus,thewind

god,gaveOdysseusasgifts,onlytobecarelesslyreleasedfromthecontainerbyhis

crews(Odyssey,X,34ff).

Thepresenceofthepersonificationsofwindswouldnaturallyassumetherepre-

sentationofragingseaunderneath.However,thewaterbelow,iscalmandclear,

quiteagainstthenarrativeofOdyssey,X,47-48.We,therefore,oughttoidentifythe

lowersceneasOdysseus'arrivalatthelandofthecarnivorousgiants,theLaes-

trygonians{X,87-96).Thefleetanchoredinthebaywithfoldedsailsandan

oarsmanaboardcorrespondtotheHomerictext.

Thisarrivalsceneisclearlydistancedfromthenextbyahugepromontoryrising

fromtheearthintheforeground.Itseparatesthetwosuccessivescenesnotonly

spatially‐seaandland‐butalsochronologically.Thestrongchiaroscurowork

‐seethebrilliantlylitleftsideasagainstthedarkshadedrightside‐also

reinforcestheimpressionofthespatio-temporaldistance.
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Anotherhugerockintheslightlyrecededmiddlegroundisalsomodeledinthe

samefashion.Herethedarksidecontainsadeepcavefromwhichafountainflows

intoasmallstreamintheforeground.Thetallfigureofthedaughterofthegiants'

kingappearsfromtheleft,carryingawaterjarinherhand.ThethreeGreek

surveyorsturntowardherinfrontofthedarkcave,asiflitinaspotlightfrom

s>

above.

Theclearstreamintheforegroundleadstheviewer'seyetotherightofthe

composition.Thehugerockwehavejustseenattheleftthrowsalonganddark

shadowonthemiddleground,whichisextendedfurtherbeyondthepaintedpilaster

intothethirdsection,whichcontainscattleledbyaherdsman(Mostpartofhis

figureisoverlaidbythepilaster.)andastandingguardorashepherdattheright

end.ThescenecorrespondstotheHomericdescriptionoftheunusualpastorallife

oftheLaestrygoniansinBookX,82ff.Itisnolongernecessarytoemphasizethe

beautifulillusionismtechniqueappliedhere.

Inthisregard,Wickhoffhadtosilentlyadmitthattheillusionismhadalready

attaineditsmaturityfarearlierthantheJulio-Claudianperiod,becausehehimself

acceptedthelateRepublicandateofthismagnificentfrescofrieze,c.40,B.C.

However,ItISonlyaftertheSecondWorldWarthatscholarsatlargecameto

recognizetheoriginoftheancientillusionismasearlyasintheHellenisticづeriod.

ThediscoveryoftheroyalgravesoftheMacedonianDynastyandtheirdecoration

inVerginanearThessalonikiin1970shasfinallygivenustheconvincingprooffor

this.

ThenextpictureshowsSection60ftheOdysseyLandscape,whichonceformed

thecenterofthelongfrescofrieze.(fig.7}ThehugemansionofthesorceressCirce

dominatestheentirepicturespace.Totheleftofthecompositionthereisan

elaborateentrancetothecourtyard.Apparently,thereiswateratthelowerleft

corneroftheforeground:itbynomeansresemblesapulviumoftenfoundina

Romancourtyard.Withthesurroundingbushesandearthmounds,itseemsrather

asmallinletofariverorsea.Lastly,thereisahugeexedraatrightwithdouble

colonnadesandasumptuousaedicula.Theyseemmoreappropriateforapalatial

buildingthanforaprivatehouse.

Inthecenterofthecomposition,Odysseusmanacesthesorceresswithaswordin

hishand.Thegorgeousutensilsonaroundtableinfrontoftheaediculaseemtobe
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akindofpyolepsis,thatis,thevisualanticipationoftheluxuriousobjects,which

Homerdescribesindetailonlyinthelaterpartoftheepic.Aftertheheroandthe

heroinreachedcompromise,Circe'sfourmaidsbroughtouttheseutensilsfortheir

banquet(w.349-359).

Inhisexplanationofthecontinuingmethod,Wickhoffrightlypointedoutthat,in

alongnarrativefriezethuscomposed,themaincharactersofthenarrative,notto

saytheprotagonist,arerepeatedagainandagainasthestoryisunfolded.Inthe

Trajan'scolumn,theemperorappearsnolessthan300times.Here,inSection60f

theOdysseyLandscape,allthefigures‐Odysseus,Circe,andthemaid‐appear

twiceinoneandthesamecomposition.

ThelastexampleofthecontinuousnarrativeinfriezequotedbyWickhoffis

anotherfamousworkoftheso-calledJoshuaRoll.(fig.8)Thisisalongparch-

mentrollillustratingthestoryoftheconquestofCanaan,thelandofpromiseforthe

Israelites,bytheBiblicalheroJoshua.Thereislittledoubtthattheillustrationis

inspiredbyaRomantriumphalmonument,perhapsTrajan'scolumnitself,because

notonlythefigureoftheprotagonistJoshuabutalsoallthesoldiersaredressedlike

aRomanemperorandhisarmy.Therichpictorialfriezefurthershowsanumber

ofartisticdevicesappliedintheOdysseyLandscape,nottomentiontherichland-

scapebackground.Thescenesareagainseparatedbyanumberofpromontories,

trees,etc.,justasintheOdysseyfriezeinRome.Morethanonce,thepersonages

arerepeated.Theillustratedrollalsoshareswiththefrescofriezeasetofsecon-

dart'elementsincommon,suchasthepersonificationsofspecificlocalesandthe

scatteredarchitecturalmotifs.

AtWickhoff'stime,theJoshuaRollwasbelievedtodatefromtheperiodaround

theyear400.Today,themajorityofscholarssupportsthattherollwasaproduct

ofthetenthcenturyImperialworkshop.Ithasbeensaidthatthisrareinstanceof

illustratedscrollwascreatedprobablyunderthedirectionofthehumanistemperor

ConstantineVIIPorphyrogenitosduringhisreignfrom913to959.Or,more

recently,itisascribedtoalaterByzantineEmperorJohnITzimiskes(969～976),

whosecampaignintheHolyLandmayhaveinstigatedthecreationofsucha

traditionalRomanimperialmonument.

Whateverthemotivationmayhavebeen,theJoshuaRotulusisdeliberately

assimilatedtoanancientImperialmonumenttodemonstratethatthethroneofthe

Byzantineemperorisnothingbut .thatofthelegitimateheirofthoserulersofthe
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RomanEmpire.

Thisunusualworkhaslongbeenthefocusofdisputeamongthespecialistsofthe

historyofRomanandByzantineart.Theissueatstakeiswhetherornotthisroll

is,ifnotadirectcopyofanearliermodel,areminiscenceofthebasicformofof

illustrationintheClassicalantiquity.Generationsofscholars,includingWickhoff

himself,regardedtheJoshuaRollasanimmediatecopyofaRomanoriginal.Their

notionwasfurtherdevelopedtotheextentthatanillustratedrollfromtheClassical

periodshouldserveasthemodelforthosemonumentalnarrativefriezeslike

Trajan'scolumnortheOdysseyLandscape.During1950sand`60s,prominent

scholars,includingKarlSchefold,etal.wereinvolvedinaseriesoflivelydiscussion

astowhethertheOdysseyLandscapewasbasedonapicturerollfromtheHellenistic

period.

Asidefromthishotdebateontheexistenceofapicturerollintheancientperiod,

Iwouldliketointroducethetheoryproposedbymyteacher,thelateKurtWeitz-

mann.InhistwobookspublishedsoonaftertheendofthelastWorldWar,the

JoshuaRollandRollandCodex,hetriedtoprovethattheimmediateiconographical

sourceoftheJoshuaRollwasnotaClassicalillustratedscrollbuttheillustrationin
7)

aGreekOldTestamentcodex,theso-calledOctateuch.(fig.9)Whatisallthe

moreimportantformypresentationisthattheillustrationsintheallexisting

Octateuchmanuscriptsarenotinfriezeformbutintheformofanextensiveseries

ofnumerousindependentscenes,mostofwhicharedoneeitherinthedistinguishing,

or,atbest,complementingmethodofWickhoff.AccordingtoWeitzmann,the

Byzantineartistofthetenthcenturypickedupthepicturesscenebyscenefromthe

Octatuechillustration,andmadeupalongpictorialfriezewithuninterruptedland-

scapebackground.

Iamnotgoingtotaketheaudiencefurtherintothecomplicatedstateofresearch

ontheissuehowtheVaticanpicturerollwascreated.However,inmyview,

Weitzmann'sobservationstillholdsonthatthereisaconspicuousiconographical

resemblancebetweentheOctatuechillustrationandtheillustrationintheJoshua

Roll.Hisinterpretationaccepted,itisallthemoreintriguingthatsuchtransforma-

Lionofaseriesofindependentpictureintoalongfriezecouldbedoneinthe

ByzantineEmpireinthesecondhalfofthetenthcentury.Namely,iftherehad

neverbeenanyprecedinginstanceofsuchtransformation,howcoulditsuddenly
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occurspecificallyatthishistoricalmoment,whentheEmpireenjoyeditslast

prosperityasthesoleworldpower?

WhiletalkingabouttheByzantinecourtinthetenthcentury,wehavecometoo

farfromViennaattheendofthenineteenthcentury.However,interestingly

enough,wemaystillaskthesamequestiontoClaudeMonetbusilyworkinginthe

gardenofGivergnyin1894:whyandhowhestartedwithaseriesofindependent

tableauxofWater五 ゴ1ゴθs,andthen,displayedthemensembleinhisonemanshowin

Paris.Finally,hadFranzWickhoffbeenluckyenoughtosurviveandseenthe

OrangerieinParisin1916(Toourregret,hediedin1909.)(fig.10),hecouldhave

beenexaltedandneversavedhisadmirationtotheImpressionism,becausetherehe

couldfindsaperfectproofforhistheoryoftheevolutionofstylefromillusionism

tocontinuousfrieze.

Then,whatwouldWickhoffhavesaid,ifhehadhadachancetolookatandstudy

aJapaneseillustratedscroll,suchasthevitacycleofBuddhainoneoftheearliest

extantJapanesepaintedscrollsfromtheeighthcentury?Itseemsunlikelyagain

thathehadsuchanopportunity.Or,ifnotanillustratednarrative,whatwouldhe

havesaid,ifhehadjoinedMonetinappreciatingatypicalJapanesefoldingscreen

withtherepresentationoffourseasons,likealargescaleworkattributedtoShubun

fromthefifteenthcentury,nowintheKosetsuMuseuminKobe?(fig.lla,b)

Thislastinstanceismostinteresting,andIwouldliketoconcludemypresentation

todaywithabriefanalysisofthepicture.

Thesubjectmatterofthispaintingunfoldedonthepairoffoldingscreenisthe

EightScenesofXiaoxiang.Thecreationofthisnewsubjectmatterisoften

attributedtoaneleventhcenturyChinesepainter,SongDi,fromNorthernSung

Dynasty.Hisworkisnolongerextant,butobviouslyitconsistedofeightdifferent

sceneschosenfromthesceneriesoftheprovinceofXiaoxiangneartheLake.The

earliestexistingexampleisasetofeightpicturesattributedtoWangHong,nowin

PrincetonUniversity.Eachpiecedevelopsinahorizontallylongstretchedformat,

almostlikeashortfrieze.Thisparticularformatwasmuchfavored,andrepeated

inthewell-knowneightpiecesetattributedtoMuxifromthesecondhalfofthe
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thirteenthcentury,nowscatteredinvariousJapanesecollections.

WemaypayourattentiontoacoupleofmattersregardingearlyXiaoxiang

paintings.First,itmustbenotedthat,althoughhorizontallylongstretchedina

frieze,eachpieceoftheseearlyChineseexamplesoftheEightScenesofXiaoxiang

containsonlyasinglescene,whichrepresentsasingle,ephemeralmomentof

transienttime.Thisformofthesetofeightpiecescontinuedevenafterthesubject

matterwasimportedfromChinaandgreatlyfavoredbytheJapaneseintheearly

fourteenthcentury.Shokei,whowasactiveinlatefifteenthcentury,leftanexam-

plenowinHakutsuruMuseuminKobe.Thisworkstillconsistsofeightseparate

hangingscrolls.(fig.12)

Now,whileJapanesepainterslikeShokeistillpracticedthisformatofaseriesof

eightindependentscenes,thenewformatofXiaoxiangpaintingssuddenlybecameso

popularandfavoredbytheJapaneseclientsfromthelatefifteenthcenturyon

throughthenextcentury.Japaneseartistsboldlycombinedtheeightscenesina
8)

large,butasinglepictureinfriezeform.Mostofthemconsistedofapairoffolding

screens,eachofwhichhadfourtosixwings.Whatattractstheviewermostisthe

subtleandskilfulrepresentationofthetransienceoftheseasonsinalargecontinu-

ousfrieze.Whilewanderingfromtherightlowercorneroftherightscreen,the

viewer'seyeisautomaticallyledfromSpringtoWinter,passingthroughtheAutumn

scenerieswiththemoonshiningontheLake,andfinallyreachingthesobersnow

landscapeattheleftendoftheleftscreen.

Intermsofthetemporalstructureofthevisualart,theviewer'stimeexperience

withtheseJapanesemightScenesofXiaoxiangisverymuchthesameasthegreat

friezebyMonetintheOrangerie.Thereisnopunctuation:thevieweriscarried,as

ifquietlydriftingawayongentlestream,fromthepresentintotheeternity,and

certainly,thisexperienceofthetransienttimewasanticipatedbytheancient

Roman,asVitruviusexplicitlystateswithregardtothelandscapewiththescenes

fromtheOdysseia.InhisDearchitetura,BookVII,5,1-3,heenumeratesvarious

motifsderivedfromspecificlocalitiestodecoratealongcorridorofaRomanhouse:

theyare'harbors,promontories,cliffs,streams,fountains,straits,sanctuaries,

groves,hills,cattleandshepherds.

"ambulationibusveropropterspatialongitudinisvarietatibus

topiorumornarentacertislocorumproprietatibusimagines
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exprimentes;pingunturenimportus,promunturia,litora,flumina,

9)
fontes,euripi,fana,luci,montes,pecora,pastores."

Today,wenolongergiveafullcredittoFranzWickhoff'stheoryoftheessential

characteristicsoftheancientRomanart,thoughitwascertainlyrevolutionaryat

thattimeandgaveanimmeasurableimpetustothestudyofarthistoryatlargeof

thesubsequentgenerations.However,itisundeniablethathecontemplated,from

theshadycornerofhisstudyinViennad勉 ガ%dusiecle,afundamentalvision,the

imageofthetransientworld,Ukiyo,ofwhichwemankindarecertainlyapart.

1)

2)

3)

4)

5)

6)

7)

8)

9)
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TheJoshuaRoll,Vatican

(Author)
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fig.9ParchmentCodex
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Attr.toShubun,EightScenesofXiaoXiang
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ShokeitoShubun,EightScenesofXiaoXiang

(HakutsuruMuseum,Kobe}
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