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内容简介：

本书展示了一些日本艺术和设计最具代表性的案例，从武士和江户时代到高科技当代设计。V&A从成立之初即开始收集日本艺术品，并在将日本艺术展现给设计师、制造商和公众方面发挥了重要作用。这一传统延续至今，这本全新作品经过全面更新和修订，展示了V&A无与伦比的收藏。本书包含十章，重点讨论的主题包括仪式、军事和贵族文化、；武士、高度审美化的茶道、浮世绘与江户时代的平面艺术、与西方和帝国主义国家的交流，直到当代工艺和设计。
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内页样张：

[image: ]
[bookmark: _GoBack][image: ]


《日本艺术设计》

编者前言
日本地图
引言

第一章：宗教与仪式
第二章：武士
第三章：茶道
第四章：时尚生活
第五章：浮世绘与平面艺术
第六章：与欧洲的相遇，1543-1853年
第七章：日本帝国：明治至大正
第八章：民间工艺
第九章：现代和当代工艺
第十章：现代和当代设计

词汇表
年表
备注
推荐书目
索引
作者名单
图片来源
致谢


[bookmark: OLE_LINK38][bookmark: OLE_LINK43]感谢您的阅读！
请将反馈信息发至：版权负责人
Email：Rights@nurnberg.com.cn
安德鲁·纳伯格联合国际有限公司北京代表处
北京市海淀区中关村大街甲59号中国人民大学文化大厦1705室, 邮编：100872
电话：010-82504106, 传真：010-82504200
公司网址：http://www.nurnberg.com.cn
书目下载：http://www.nurnberg.com.cn/booklist_zh/list.aspx
书讯浏览：http://www.nurnberg.com.cn/book/book.aspx
视频推荐：http://www.nurnberg.com.cn/video/video.aspx
豆瓣小站：http://site.douban.com/110577/
新浪微博：安德鲁纳伯格公司的微博_微博 (weibo.com)
微信订阅号：ANABJ2002
[image: 安德鲁微信号二维码]


地址：北京市海淀区中关村大街甲59号中国人民大学文化大厦1705室，邮编：100872
电话：010-82504106，传真：010-82504200
网址：www.nurnberg.com.cn

image2.jpeg




image3.png
\o Theatre

Nois a dance-drama with a poetic, sung text
set to the accompaniment of three drums
and a flute. All the actors are male and the
performance takes place on an unlit and
virtually bare stage. Still performed today,
NG theatre first flowered in the fourteenth
century, when it was codified by the father-
and-son actors Kan'ami and Zeami under the
patronage of the shogun Ashikaga Yoshimitsu
(1358-1408). Zen principles of restraint,
understatement, economy of movement
and frugality of expression became essential
elements of N6 theatre. By contrast, the
garments worn for performance have always
been very lavish. Early costumes reflected
those worn in real life, but from the carly
Edo period robes for particular roles were
specially made in the Nishijin weaving district
of Kyoto. These were heavy, stiff garments
with emphatic designs, which suited the
slow, deliberate movements of the drama.
NG theatre was reserved almost exclusively for
the military elite, and regional lords vied with
each other to have the most lavishly dressed
theatrical groups under their patronage.
Various styles of robe are worn in No
theatre. The most elaborate is the karaori,
which is worn for female roles. It often has
three layers of simultaneously woven design:
a twill weave ground, a background geometric
pattern created with supplementary wefts
of gold or silver, and a top pattern of long
floats of glossy silk, which look almost like
embroidery. The ground fabric is sometimes
divided into blocks of alternating colours.
Atsuita costumes are technically similar, but

generally have bolder patterns and are used
for male roles (pl.42). Some of the robes can
be used for male or female roles, depending
on the play and character portrayed, and
these are referred to as karaori-atsuita. Other
types of N robe include kariginis, which
take the form of the hunting tunics used at
the imperial court and are worn by actors
in the role of nobles or deities. This striking
and luxurious example is made from dark
green silk with a bold design in gold (kinre
of interlocking hexagons, sixteen-petalled
chrysanthemums and flaming wheel rolinds
containing triple-comma motifs
performance, the kariginu s usually
over another robe, such as the afsuita.
Masks are used in a variety of plays to
express the concept of yiigen, a quality that
includes grace, darkness and mystery. In
the words of the Buddhist priest and poet
Shotetsu, ‘what we call pigen lies within

40 above, left

N6 maskof Imawaka
Suzuki Nobiin (1928-2003)
Carved and paint
(hinoki) wood

42 opposite, bottom

Costume for the
No theatre (atsuita)
Polychrome figured
silk (nishiki)

Kyoto; 1800-50

VEA: 2971963
Given by Mrs Edmund
de Rothschild

the mind..... it may be suggested by the veil
ofa cloud over the moon or by the mists of
autumn on the mountainside’. The maskis
made from a single piece of cypress wood,
alternately carved from back to front until
the desired thickness is reached and holes are
cut for the eyes, nose and mouth. It is then
coated with layers of gesso and glue, sanded
down and painted, with some areas gilded

or otherwise highlighted in colours. The hair
and outline of the eyes are usually finished

in black ink. Some masks, notably those of
demons or deities, have sheets of gilded
copperlaid over the eyes or teeth.

After donning his sumptuous costume,
the actor studies the mask, becoming one
with the character. The mask is then tied on,
any wig or headgear s put on and he lets the
mask take over his own personality before
being led to the stage. Masks generally have a
neutral expression, so itis the skill of the actor
that brings it to life through subtle changes
in physical attitude. This rests, however, on
the skill of the carver to create an inanimate
object that can be imbued with life by the
actor. For example, when he leans slightly
forward, a shadow falls under the eyes of the
mask, creating a sad expression described
as kumoraseru (‘clouding over').

‘The N& mask of Imawaka (pl.40)
represents a young man of noble birth. In
the carving of the mask the eyes look down,
and furrows above the nose-bridge evoke a
melancholy nature. A black rim at the top of
the mask indicates the base of a courtier's cap,
and parallel horizontal side-hairs suggest hair
pulled back and bound in the samurai style
called chonmage. The maskis used in various
plays, including Unrin'in (Unrin Temple) for the
ghost of the courtier and poet Narihira, and in
Ominaeshi for the warrior-poet Yorimasa. G1/aJ
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carvers of soft metal sword-fittings, who were not restricted by the styles
required for the shagun’s court (pl.4s).

‘The appreciation of the sword as an art object developed over time, and
in 1719 the Hon'ami family, official sword-appraisers to the Tokugawa family,
were instructed to compile a list of all the meitd (swords with a name’) in
Japan. Although fine swords had long been admired both for their efficacy as
weapons and for their aesthetic qualities, it was only really in a time of peace
that it became possible for connoisseurs to develop, codify and reflect upon
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Group of patinated
copper-alloy sword fittings
Clockwise from top left: kozuka
depicting the Kabuki actor Danjiird,
1700-50; pair of menuki i the form
of a bow with arrows in.a quiver,
1700; pair of menuki n the form

of the bodhisattvas Figen and
Monju, 1840-90; kozuka with three
carp,1760-1820; suba and kozuka
depicting the foxes' wedding, 1850;
Jiuchi-kashira with horses, c1800;
Jiuchi-kashira with butterfiis, c1820
VcA: Man1-1928; Mg8-1924,
Marcus Gift; M.476-1916, Gift of the
Misses Alexander; M.1414-1931, D:
W.L. Hildburgh Gift; M.33 & 34-1¢
M.624-1913; M.63-1957
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Short sword (wakizashi)

Steel blade signed Osafine Shichibeiji
Sukesada resident of Bizen province
Scabbard of lacquered wood with
silver fttings; ayskin-covered hilt
with silk bindings

Blade dated equivalent t01666;
scabbard and mounts c.1800

Ve Ma2-1947

ACC.Jahn Bequest
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Pair of long and short swords
in daishé mounting

Lacquer scabbards with silk
bindings, patinated and gilded-
copper-alloy mounts

Metal fittings 1650-1850,
scabbard c.1850

Ve M20 & 211949

WJ. Alt Bequest

their theories of what constituted a meitd. The samurai were still the only group
permitted to carry the daishd, but others, such as doctors, priests and, later,
merchants were permitted to carry a single short sword under strict regulations.

‘The blade of this elegant wakizashi has an extremely flamboyant tempering
pattern and is by a reputable smith (pl.44). The scabbard has been decorated
with the highest-quality lacquer and depicts a dragon emerging from clouds, a
decorative theme that is repeated in all of the solid silver fittings. The sword is
rather impractical, however, as the large silver dragon head on the hilt makes
it extremely uncomfortable to hold, revealing that it was probably mounted
for a wealthy merchant.

By the second half of the eighteenth century the bakufic had become
ineffective and corrupt. A succession of civil insurrections combined with a
series of natural disasters (volcanic eruptions and crop failures) contributed
to the rapid decline of the bakufic’s authority. In 1787 a series of reforms were
introduced by the daimy Matsudaira Sadanobu (1759-1829) in an attempt
to restore order. Sadanobu was a neo-Confucianist and under his influence
the country’s nationalistic spirit was revived; he advocated a return to things
that were purely ‘Japanese’, rather than to those values based on Chinese
or Buddhist examples. This revival brought about the development of

The Samura
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