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Summary

This study explores the origins and history gyfotaku techniques from their possible
beginnings in the early 1800's until today. The nature of the relationship bejyeky art and
sdence is investigated in terms of printmaking and print culture, the art of fishing and natural
history illustration. The development and spread\aftakufrom Japan to America and the rest of
the world is traced and analysed taking into considerationdherence between the techniques of
the gyotakuprint (such as its materials, tools and methods of production); the subject matter, the
aesthetics, 'style’ or outward appearance of the compositiongyotekupractitioners and those
who commissiorgyotaku prints; the effects and significance of particular cultural perspectives; the
diversity of disciplines in whiclgyotakuis currently encountered and the prevailing interest in

animal welfare, environmental issues and 'safer practices’ within printmaking

The paucity of information concerningyotaku in English and the generalisations and
contradictory data relating to its origins and history which is found in the existing information,
coupled with the fact thagyotakuis frequently categorised under tpeneric term 'nature printing'
and yet it has its own distinct characteristics, unique printed results and its origins are in the Far
East (unlike the European based 'nature printing') are factors which indicate that this is a subject
worthy of study in tis own right. Although the Internet features some information about
contemporarygyotakupractitioners several of the most influential persons do not have websites and
references to their work or available images are limited. Hence the data examinedizdetiim
this study comes from diverse literature and -text based sources as well as personal
communications with individuals and groups. Each chapter establishes a rationale which links
gyotakuto the different facets of its relationship with art awience and its interdependence upon
particular materials such as certain types of paper and ink as well as establishing the fact that

gyotakuprovides a versatile, accessible, ‘digendly’ and relatively irexpensive printing process



which does not redre a printing press and is suitable for printing a range of natural specimens and

manmade items.

This study makes a significant contribution to the existing body of work concegyatgku
which is currently available in English. It questions the pneeived idea ofyotakuas a 'fish print'
in the light of contemporary practice evident from the 1950's onwards which embraces a wide range
of subject matter. In conclusion | suggest that the importance of the relationship between the
techniques, materg subject matter and the cultural context is recognised. Not only have these
factors influenced the origins gfotaku,its development and aesthetics but they have also played a
significant role in the techniques spread from Japan to the USA and fanméddis of its use in a
wide range of disciplines. Based upon the diversity of works produced by contemgypogaigu
practitioners | propose the adoption of a modern definitiomyaitakuwhich, similar to other
printmaking processes, is not dictatedthg subject matter that is printed. | also suggest that a
fourth method ofgyotakuand the most recent development is recognised, called the 'Hawaiian'
gyotakutechnique or method. The application of the ink, the finishing process and the results are
significantly different from the traditional direagyotakualthough there are similarities in the
printing stage. Both theoretically and empirically this study confirms the importagy®taikuas a

contemporary printmaking process.



Resumo

Este estudo explaras origens e historia das técniggstakudas suas possiveis origens no
inicio dos 1800's até hoje. E investigada a natureza da relacadoypoiaky arte e ciéncia em
termos de técnica de impressdo e cultura de impressdo, a arte da pesca e illstrastvia
natural. E tracado o desenvolvimento e expansagydtakudo Jap&o para a América e para o resto
do mundo e analisado tendo em consideragcédo a coeréncia entre as técnicas e impgyssakudo
(como os seus materiais, ferramentas e métodgsrd® d u - « 0 ) ; 0O assunt o, a
aparéncia externa das composicOes; 0s praticantegyadtaku e aqueles que encomendam
impressdegyotaky os efeitos e significado de perspetivas culturais particulares; a diversidade de
disciplinas em que sencontra atualmente gyotakue o interesse prevalente em bem estar animal,

assuntos ambientais e fipr8ticas mais seguraso

A pobreza de informacao relativa ggotakuem English, assim como as generalizacoes e
dados contraditor® sobre as suas origens e histéria, conjuntamente cogyotaku ser
frequentemente categorizado sob o termo gen®r
suas caracteristicas distintas, resultados de impressao Unicos e as suas origens m@E&trEm
(em contraste com a fAimpress«o de naturezao e
gue vale a pena estudar por direito proprio. Embora a Internet contenha alguma informacéo sobre
praticantes degyotakucontemporaneos algumas das passmais influentes ndo tém sitios na
Internet e as referéncias ao seu trabalho ou imagens disponiveis sdo limitadas. Dai que os dados
examinados e incluidos neste estudo venham de literatura diversa e fontes ndo textuais assim como
comunicacdes pessoais thdividuos ou grupos. Cada capitulo estabelece uma légica que liga o
gyotakua facetas diferentes da sua relacdo com a arte e a ciéncia, e a sua interdependéncia de
materiais particulares, como seja certos tipos de papel e tinta, assim gyotaluseruma forma

ver s8til, acess?vel, Afamiga do ambienteodo e



impressdo que ndo requer uma prensa e pode ser utilizado para imprimir uma variedade de

espécimes naturais e feitos pelo homem.

Este estudo faz uma coibimicdo significativa para o conjunto do trabalho que se refere ao
gyotakuatualmente disponivel em inglés. Questiona a ideiec@néebida de que gyotakué a
Ai mpress«o de peixeso ° luz da pr8tica caont en
um conjunto largo de objetos. Em concluséo, sugiro que a importancia da relacdo entre técnicas,
materiais, objeto e contexto cultural é reconhecido. N&o s6 estes fatores influenciaram as origens do
gyotaky o seu desenvolvimento e estética, mas tambéaratn um papel importante nas técnicas
gue se expandiram do Japdo para os Estados Unidos e formaram a base para o seu uso num vast
grupo de disciplinas. Com base na diversidade dos trabalhos produzidos pelos praticantes
contemporaneos dgyotakuproponhoa adoc¢éao da definicAo modernagyetakuque, por analogia
a outros processos de producdo de impresséao, ndo é ditado pelo objeto que é impresso. Tambén
sugiro que seja reconhecido um quarto métodayeaky designado por método ou técnica
AHav ai aplicagdo deAinta, o processo de finalizacdo e os resultados séao significativamente
diferentes dagyotakudireto tradicional se bem que com semelhancas no estadio de impressao. Quer
teoricamente, quer empiricamente este estudo confirma a importanagotiku como um

processo de impressdo contemporaneo.
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Glossary of Termsand Abbreviations

ASTM 1 American Society for Testing and Materials.
Bokutakui A Japanese worfibr an impression made by a rubbing technique.

Chine colléi A collage technique in which papers are used to create localised areas of

colour and/or texture.
Chokusetsthoi A Japanese word for the 'diregyotakuprinting technique.
CIAC T Cephalopod Iternational Advisory Council.
CITEST Convention of International Trade of Endangered Species.

CMYK - Cyan Magenta Yellow and Keljne (Black). Cyan, magenta and yellow are
subtractive primaries identified as the opposite to red, green and blue (additive

primaries). The keyine colour which holds these together is always black.

Cyanotype- A photographic printing process discovered by Sir John Herschel ¢€1792
1871) also called 'Sun Prints' or 'Blue Prints'. Cyan blue coloured prints are

made from a mixtue of ammonium iron (lIl) citrate and potassium ferricyanide.
Daimyoi A Japanese word for the territorial Lords of4omedern Japan.

3-D Printing1 Also known as 'Additive Manufacturing' (AM) is a printing process in
which layers of a material are laid doyprinted) to make a thredimensional

object of any shape from a digital model.

Embossing A firm impression made onto paper from a relief block. When the block

is not inked it is called 'blind embossing'.
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Engravingi An image cut into metal (intagloor wood (relief) using a variety of tools
such as gravers, burins, etc. Copplate engravings were often used for

European natural history illustrations.

Etchingi An intaglio print process in which acid or another chemical is used to bite an

image irio a metal plate, generally, copper, steel, zinc or aluminium.

Gicléei A digital printing process for producing fine art prints either in editions or
unlimited editions. The information is stored on digital files so that prints can be

made on demand.
GNSIT Guild of Natural Science lllustrators.

Gyotakuno-kai T A Japanese word for the Associationgyotakuartists (sometimes

called the friends of fish print).

Haikui A very short Japanese poem consisting obd {phonetic units) in three phases

of 5, 7and 5 receptively.
Hankoi A Japanese word for a seal or 'chop mark'’ often printed in red on a print.

Intaglio T A printing process in which the image to be printed is made below the level

of a metal plate, by means of etching, engraving or scratching.
IAPMA i International Association of Hand Paper Makers and Paper Artists.
IGFAT International Game Fish Association.
IPCNY i International Print Center New York

Kabukii A Japanese word which can be translated as 'The Art of Singing and Dancing'
and is a fom of classical dance drama in which the performers wear elaborate
costumes and make up.
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Kakejikui A Japanese hanging scroll.

Kamii A Japanese word for the spirits or phenomena that are worshipped as part of the
Shingreligion.

Kansetstho1 A Japanese word for the 'indiregy/otakutechnique.

Kata 1 A Japanese word for a set pattern of movements which should be practised

repeatedly either solo or in pairs.

Kendoi Means 'The Way of the Sword' and is a modern Jaganertial art which

uses a bamboo practise swasklinaiand armourbogu.

Lithographyi A printing process developed by Alois Senefelder (1X834), which
depends upon the mutual repulsion of grease and water. Lithography was made

on limestone origially and later metal plates were introduced.

Matsurii A Japanese word which means a celebratory fesMatisuri originated from

theShind rites intended to ensure peace, pr

Monoprint / Monotypd Various methods of printmaking which produce a unique print

rather than an edition of prints.

MSDSi Material Safety Data Sheets. The American Health and Safety Standard for th

workplace.

Nature Printing Society or NPSAnN international organisation dedicated to the art and

history of nature printing (includingyotaku).

Nihonga A traditional form of Japanese style paintings based on traditions over one
thousand years old amiamed in the Meiji period to distinguishom those

works made in a Western style.
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NOAA i National Oceanic and Atmospheric Administration. A scientific agency within

the United States Department of Commerce.

Off Set Printingi refers to a printing proceds which an inked image is transferred (or

‘offset’) from a plate onto a rubber blanket and then to a printing surface.

PPAC i is the standard abbreviation for Professor Emeritus Elizabeth Lewisohn

Eisenstein's publication 'The printing press as an agfeftange’.

Reliefi A printmaking process in which the upper surface of a material such as wood

or lino is inkedup and printed from.

Rubber StampA printing process in which ink is applied to a 'rubber stamp’ which
consists of an image or text that hbsen carved, moulded, laser cut or
vulcanised on to a sheet of rubber. The rubber is generally cut out and mounted

onto a block for ease of printing.

Samuraii A Japanese word for the military nobles of medieval and -@aolgern

Japan.
Sensei A Japanesword for teacher.

Screen Printing A printing process in which a stencil is made on a screen and the ink

is pushed through the screen with a squeegee.

Shimenawand goheii ropesand white paper strips made from rice straw and washi
hung to mark the areahich leads from the profane to the sacred. Often seen in

Shin shrines and hanging around the trunk

Shin@i A Japanese word which translates as 'way of the gods', this refers to a religious

tradition associated with the landscape, naturetlamgeople of Japan.
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Shoguri A Japanese word for the military governor or 'general’ from 1192 until the end

of the Shoguns rule in 1867.

S h @ h stk A group of Japanese men who were seeking a reliable way of seeing
and creating representatiortd natual specimens without any evidence of the

hand that made it.
SITEST Smithsonian Institution Travelling Exhibition Service.
Sumii Traditional Japanese black ink in stick or liquid form.
Sumie’i A Japanese ink wash painting.
Suminagashi 'Spilled Ink’,a type of Japanese marbling.

Takuhoni A Japanese word for a rubbing technique used for making impressions of

stone memorials.

Tampo i An ink dabber used in indireagyotaku for the application of ink and
sometimes in diregjyotakuto blend inks togethesn the body or surface of the

specimen.
Tengarai A Japanese word for a type of traditional Japanese fly fishing.

Tenkarai A Japanese word for a traditional type of Japanese fly fishing in which a

bamboo rod and flies are used without a reel.

Tenshaho i A Japanese word for the 'transfgryotaku technique, introduced by

Hidenosuke Tanaka.
UNESCOIi The United Nations Educational, Scientific and Cultural Organisation.

Washii Japanese paper made by hand in the traditional Japanese manner.
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Woodblocki A Japanese printing process in which the pigments are mixed with water
and the registration mark& (e 1 arecut onto each block. The blodiaqg) is
cut down the wood grain (traditionally cherry wood) rather than across it as in
Western wood engravings. Mern Japanese woodblocks make use of special

Japanese plywoods faced with cherry, basswood, magnolia, etc.
Yoshii A Japanese word for foreign paper which came into use during the Meiji period.

Yumizu gyotakii A group of people in Japan who are dedicatedhe spread of the

direct colourgyotakutechnique as an art form.
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1. General Introduction

The purpose of this study is to determine the answers to three main questions,
firstly what are the origins and history of a printing process calgataku. This is
closely aligned with an investigation into the traditional and contemporary materials and
techniques used igyotaku.Secondly, what is theature of its relationship with art and
in particular fine art printmaking. Thirdly, what is the relationship leetwgyotakuand
science with regards to natural history illustration and, in particular, ichthyological

illustrations.

Robert W. Little (12976, p. 91) <cl ai ms, f
work on the Oriental practice dbyotaku (perhaps the onlpne in English) is Dr.
Yoshio Hiyama's boolkGy ot a k u : The Art and Techniqgue of
This is a commonly held opinion today, voiced by maggtakuand 'nature printing'
practitioners, even though Dr. Hiyamdisok was published in 1964n fact many
gyotakupractitioners think of Hiyama as their teacher and others began gysitaku
because they found a copy of Hiyama's book. One such person is Joe McAuliffe who

has practisedyotakusince 1992, and declares on his website that:

fi T h eglisktranslation of the boo&yotaku The Art and Technique of Fish Prihy

Yoshio Hiyama served as my most important and valued source of information on
technigues and methods. The guidance provided by this book was absolutely essential for
my artistic development and | consider Yoshio Hiyama to be gygptaku Sensei or

t e a ¢ Maulie, n(d.).

The Mexican artist Marcelo Balzaretti (192013) also testifies to the
i mportance of Hiyama's publication and expl
from threedimensional inked matrixes such a reproductions of a sheep's head, a skull or

my own face and body, | found the boGkotaku:The Japanese Art of Fish Printing by
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Yoshio Hiyama and after reading thmdT first

Anderson, 2006, p.2).Balzaretti created a range gyotakuimpressions which were

made into nine animated film loops and displayed on-lgihes

A number of English publications are in existence which feagyoeakueither
as illustrations or agyotakuimages accompanied by information about the printing
process and/or history. These range from examples of individual practitioners work and
groups such assyotakuno-kai (Association of Gyotak) and the Nature Printing
Society (NPS), to subjectsuch as fishing, cooking, scientific and natural history
studies, the catalogues and-lore publications of various art exhibitions, lesson plans
and educational events which featgyyotakuto more general studies relating to the
history and practise ohature printing’. However, the fact remains that there has not
been a comprehensive studygyfotakusince Hiyama's publication in 1964. | aim to
redress this issue by investigating the conceptotakuand how it has developed from
a single colour ‘tropy print' of a fisherman's catch to the diverse and colourful art form
as it exists today. This is achieved primarily by placing it in a historical context in
relation to the visual arts, particularly printmaking and science in terms of natural
history illustration, and in relation to the materials and techniques used to create

gyotaku

Printmaking and prints are central to our understanding of the past and the
present as well as for our future. Many scholarly studies exist regarding the centrality of
printmaking to human culture and perhaps one of the most influential of these is by the
American historian Professor Emeritus Elizabeth Lewisohn Eisenstein (b.1923) whose
epic work was first published in 1979 (two volumes) entiflée Printing Press as an
Agent of Change: Communication and Transformations in Early Modern Europe

17



(Eisenstein, 1979AIcorn Baron, Lindquist & Shelvin (2007, p.12pmmented on the

book

ifnWhet her viewed as a visionary or PPACmited sin
has doninated and divided conversations about print and its effects. Given our present

concerns about the fate of the book and reading in this age of electronic technological

revolution it is clear that the role of print in the historic development of scientific
intellectual, and cultural movements remains

Despite several explanations about the limitations of the Chinese moveable type
and Chinese and Japanese woodblock printing Eisenstein's and other scholarly studies
generally examine prints madeth a printing press and do not include ‘rubbings' in
their discourseGyotakuis not included in these studies and yet it plays a key role in the

Japanese culture of fishing and the decline of the military role @ahwuraiin Japan.

However, Georges DieHuberman, like Eisenstein, acknowledges the
importance of printmaking to human culture and yet he asks us to reconsider the
importance of the actual materials and techniques used in its production and the
heuristic value of the print This is clearly e®it in his publicatiorLa Ressemblance
par Contact: Archéologie, Anachronisme et Modernité de L'empraintéhich Didk
Huberman proposes that we reconsider the current situation of printmaking and in order
to understand our e n ¢ e need te besbothviistohansfiandmp r e s s
anthropologists. He intends to amend the ways in which we understand works of art in
their historicity, which he claims is too dependent upon a deductive model that assumes
a movement of Aprogr es sedr nfirsoom amodd etr ma ts mi & voc

art is possible. In a rough translation from the French he states:

iwe should be willing to put ourselves in fr
Marcel Duchamp, as beforepgint made by a historic hand. With suchiampression, in

fact, we do not know in advance, we must criticise everything we already know from a

stil |l cl oser exami nat-Huerman, 2008, p.d2).mat er i al i'tse
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Gyotaku has gradually become accepted in the field of contemporary
printmeking and is often chosen as a means with which to illustrate ichthyological
studies and yet there is a paucity of information concergyagakuand it is a process
which raises limited discourse in the field of contemporary printmaking. However, this
is gradually starting to change as the versatile qualities of this printing process are
becoming recognised and more artists are choosing to use this technique or to develop

their own variations ofjyotakufor creating their art works.

| aim to establish therigins ofgyotakuby analysing the existing literature and
exploring the interdependence which exists between the printmaking methods
/techniques, and the materials and tools such as paper, ink, brushes and tampo's with
their geographic origins. Thecormé¢ i on bet ween artistso mater
the direct contact and feel of these materials when they are used in specific techniques is
examined in the two volumes of Joseph Meder's publication Mastery of Drawing
first published in German in 19. This was later translated into English and revised by
Winslow Ames i n 1978. Me d et (frosnutgeg&eekk s t he
graphikos)to write, draw or incise is the inclusive adjective of drawing, printmaking
and writing in t(MederH@78, pw3d3).t |talsonsuggest ra Saxio
cultural connection with the materials and techniques usggotakuand the traditional

visual arts of Japan.

Another art form that is taken into consideration which in many ways aligns
itself with the pratise of martial arts ankiata is the art of Japanese fly fishing called
tenkarg as practised bamuraiand modern day enthusiast®lthough it is often
assumed that the earliest prints were made to record the catch from a successful fishing
trip the canection withtenkara has not been previously explorediith regards to
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fishing | also explore contemporagyotakupractitioners fishing philosophies such as
‘catch and release' and eating what they have caught after printing or freezing specimens
to useagain. In 2003 Victoria Braithwattend a team of researchers demonstrated that
fish feel pain. Further research revealed that fish have cognitive abilities which were
previously only seen in animals which are accorded protection in most countries such
as chimpanzees, dolphins, hawks and lions (Braithwaite, 20Bdaithwaite's work
caused a great deal of discussion and feedback from people who either thought that she
was persecuting fishermen, because they felt fish do not feel pain, or others who
thoudht that it was obvious that fish do feel pain, so why bother to perform this
research? Furthermore, the question of 'pain in fish' is one which margku
practitioners (who print fish and other aquatic life forms) have already developed their
own ethi@l philosophies about before the results of Professor Braithwaite's research
was published. Some people question the ideagywatakupractitioners are concerned

with nature conservation and environmental issues because they use a dead fish with
which to make a print. Therefore, | have examined a selection of artists work which
include fishes or other aquatic creatures either as live or dead specimens and various
attitudes towards their works. The more general area of 'animal studies' research has not
beendealt with irdepth in this study but some theories relating to human encounters

with fish have been addressed.

The definition of the wordyyotakuremains unresolved in current literature, it is

generally translated as ‘fish print' or ‘fish rubbing'inh &0 clarify the meaning and use

1 Victoria Braithwaite is Professor of Fisheries and Biology at Penn State University, USA
and Visiting Professor of Biologat the University of Bergen iNorway. In 2006 she was
awarded the fisheries Society of the British Isles Medal in recognition of her work and
contribution to fish biology.
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of the wordgyotakuby tracing its history and development, including early examples of
the diversity of subject matter. Also, included is a selection of contemporary
practitioners whose work is technically pushing therutawies of thegyotakuprinting
process and aesthetically embracing the process as a 'safer method of printmaking' and
as an art form in its own right. | aim to give an outline of the ways in wdycteakuis

used today, by whom and the particular reasamg this process is chosen as opposed

to other printmaking processé&ayotakupractitioners are a diverse group of people who
have proved to be difficult to categorise because their work, interestgyataku
practises relate to a variety of disciplinegls as visual art and graphic design, natural
history illustration, the art of fishing, nature conservation, education and even cooking
(the fact that many of them enjoy cooking and eating their edible specimens at the end
of a printing session). By explog a selection ofgyotaku practitioners | aim to
demonstrate the ways in which this process has a value to a range of disciplines and
crosses the boundaries of certain disciplines, either as simple ‘trophy prints’ or as a fully

developed art form.

In orde to investigate these issues, the study examines ggotakuprints first
hand including: a collection of Boshu Nagasgy®takuat the Fishing Museum in
Concarneau, France; in the USA the works of various members of the Nature Printing
Society who atteshed the 2010 Annual Workshop held at the Oregon Institute of Marine
Biology in Coos Bay, Oregon, a range of Japanese 'trophy printgyatakuworks by
Japanese artists in the collection of Dr. F. G. (Eric) Hochberg, Santa Barbara,
California, the worksof Genny and Shane Anderson and their marine natural history
collection, Santa Barbara, California, the works of the late artist Jerry Lee Ciblic- (1957

2011) Malibu, California; in the UK the natural history illustrations of the Reeves
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Collection held attie Natural History Museum, London, a range of illustrations and art
works from the collection of the Wellcome Trust, London, preserved and live aquatic
specimens, photographic images and diving equipment from the collection of the British
Antarctic Surveyin Cambridge, natural history illustrations, Japanese woodblock prints
and Chinese Stone and bronze rubbings from the Fitzwilliam Museum, Cambridge and
the British Museum, London. A wide rangegyfotakuworks were also viewed eime.
Articles, books, paphlets, DVD's, CD's, television programmes, exhibition catalogues
and records of organisations such as the Nature Printing Society and the American
Museum of Natural History are also important sources of information. | personally
contacted many of the peepdiscussed in this study in order to gain first hand opinions
and information about their own particular practice and information aggotaky

fishing and wildlife and environmental conservation in general.

Utilising these sources, this thesis addrestHee issues mentioned might
chapters, theninth chapter is the conclusion of this study. Chapigo takes an
overview of the Japanese wogglotakuand defines this by placing it in the context of
the tradition of European 'Nature Printing'. By drawamgthe three recognisegyotaku
printing processes their origins are explored. This is followed by an examination of the
spread ofgyotakufrom Japan to America and the rest of the world. A selection of
contemporary applications gfyotakuare discussedcluding ceramics, interior design

and household objects, scientific publications, wine labels and artists works.

Chapterthree examines the methods, mediums and history of natural history
illustrations of fishes and other aquatic creatures. Althaygiteku is a process suitable
for printing a wide variety of subjects the theme of aquatic life forms resounds
throughout this study because the earligsttakuextant are of fish. It also considers the
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problems with locating specimens, viewing them in thatural habitat, the change of
colour and how to render the colour accurately and the changes which occur with
preserved specimens. The effect of technology is examined such as the early forms of
photography and the introduction of printing processes iilegraphy and how this

was used in natural history illustration. It is also argued that Japan had its own tradition
of natural history illustration which because it was not printed, as in the European
tradition its dissemination was limited and yet it waghly skilled and accurate with

the majority of specimens being easily recognised by today's scientists and naturalists.

Chapterfour looks at howgyotakuhas developed from early ‘trophy prints' to a
recognised art form. By examinirgyotakuand other gnting process in conjunction
with works which are produced with the concept of a 'homage to nagiyotkuis
placed in the context of a 'safer practice’ or-fmmdly’ printmaking. The significance
and use of traditional colours in Japanese arxpdored as is the use of these colours
in gyotaku Also, the perspective, compositions and subject matter fougydtaku

impressions is examined.

Chapterfive considers thegyotakuwork produced by a range of practitioners
who are loosely categorised der the headings; artists and variationsggbtaky
gyotakumasters and practitioners, illustrators and graphic designers, teachers, scientists
and naturalists and fishermen. The works featured concentrate once again on aquatic
creatures although many tiie practitioner us@yotakuto print a range of subject
matter. This is in order that an ever present theme is recognised in the works that

present different styles, techniques, materials and reasons for making such images.

Chaptersix probes the historgf papermaking. Takingvashi, Japanese hand

made paper, as its central theme this chapter analyses the most important plants and
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additives used in its production and the traditional production methods and tools. It
clarifies whatwashi is and why it is avital substrate for use in the creation and

development ofgyotaku The Japanese papermaking process is contrasted with the
European tradition, materials and tools. This chapter ends with an appraisal of

contemporaryvashi.

Chapterseven and eigltgcrutinse the inks, tools and techniques usegyotaku
printing. The definition of an inks clarifiedand an overviews givenof its history and
the traditional production oBumi ink, which was used in the earliegyotaku
impressions and is still used today some practitioners. It introduces the basic formula
of modern oil based inks and justifies the standard testing and labelling of modern inks
in different countries. The tools such as brushes and their history are investigated as
well as the silicone rplica life-forms various gyotaku kits or patents for special

chemical treatedyotakupapers.

It is hoped that this research contributes to a greater understandjpgtaky a
versatile, safer and accessible printmaking process and adds to the dxisinigdge
concerning its origins, history, development and current practise which are worthy of

dissemination.
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2. Gyotaku Fish and Aguatic Life-Forms as Print Matrix

2.1 .Introduction

The first issue addressed in this chapter is to defywakuby outlining tree
recognisedgyotaku printing processes and by placing them in the context of 'Nature
Printing' and the European tradition in order to understgraiakis' unique qualities.

The second issue deals with the origingydtakuand builds on existing kndedge and
hypotheses concernirgyotakus origins and history from the 1800's to today, noting the
important developments and applications of the techniques. Furthermore, | explore some
of the cultural symbolism and social conditions in whigyotaku impressions were
produced. Specifically those connected to Japanese fishing and freshwater fly fishing,
Tenkarg as distinct from its European counterpart. | suggest a connection between

gyotakuas akata® and the arts practised by Japanese nobleSantirai.

The remainder of the chapter investigates the spreggaddkufrom Japan to the
rest of the World. | examine the dissemination of ideas and skills trggiotakuis
journey in America. Firstly, | explore the link gfotakuwith science through the natl
science illustrations of Janet Roemhild Canning at the Smithsonian Institute. Secondly, |
considegyotakdé s | i nks with art and artists and hi

Japanese traditional aesthetic. Finally, | investigate the NatumgngriSociety and its

2 Tenkarais a Japanese word which literally translated means 'from heavawnoitife skies'.
It is a traditional type of fly fishing in which a bamboo rod is used without a reel.

3 Katais a Japanese word which means 'form' and is associated with the traditional Japanese
arts. AThe establishment faomrdm f(okanad) s@t ( Davio
2002)
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role in education and the promotion gpfotakuglobally. The chapter concludes with an
overview of contemporargyotakuincluding; alternative forms of fishing trophies and
verification of the prize catch used in Japanese fishinghgooents, artistigyotakuand

mixed media, natural science illustrations, educational uses, decorative and design
applications such as apps for iPhones, ceramics, surf boards, clothing, household items,
and wine labels. This chapter enables the readeaitoigsight into; whagyotakuis and

why it is different from other forms of 'nature printing', the theories regarding the
techniques origins, the spreadgybtakufrom Japan to the rest of the world, hgyotaku
crosses the boundaries of art, science aports fishing.Gyotaku is placed in a
contemporary context indicating the significant events and people involvgybiakus
progression. The publication in 1964 of one of the most influential books in English,
about gyotaky was by Yoshio HiyanfaSine then there have been several printed
publications concerning 'how to makgyotaky catalogues of exhibitions and books
dealing with the wider topic of nature printing, monographggydtaku practitioners

work, and publications in whichgyotakuillustrate the works of marine biologists and
instructional fishing techniques. Also, an increasing number of articles, videos and
discussions abougyotakuare available on the Internet. However, an in depth study
bringing together the many facetsgyfotakuhas mt been published in English and this
thesis will provide up to date information, and present alternative theories about a

subject which has, at times, been marginalised and overlooked.

4 Yoshio Hiyama's book was published under two slightly different titles. One book is titled
Gyotaku: Fish Printwith the 1964 copyright held by the University of Tokyo Press. This book
was printed in Japan and doest bear a Library of Congress Catalogue Card Number.
Another version exists with the titl8yotaku: the Art and Technique of the Japanese Fish
Print.It was published in 1964 by the University of Washington Press and states that this is the
American editionThe Library of Congress Catalogue card number i839B.
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2.2What is Gyotaku?

In simple termsgyotakuis a Japanese word used describe specific printing
techniques whose original intent was to create impressions from fish using the genuine
fish as the print matrix (platefsyotakutechniques do not require a printing press at any

stage of the process.

Some confusion surroundstnonly the wordgyotaky but also its meaning. For
clarification it is necessary to examine the two Japanese 'Kaniji' charaptérant taku
(Figure 1). Literally translatedgyo means ‘fish' and is formed from the pictodray a
body of the fish, with fins and tail fused with a man bending over to catch theradgil '
means 'rubbing’ or 'impression’ and is related to the Chinese tagrthé common form
for 'rub’ or 'rubbing’. Phoneticallgyotakuis pronouncedjheeoh-tah-koo. Sometimes,
English expressions are used such as ‘fish print', ‘fish rubbing’, 'fish impression’' or

occasionally, 'Ichthyography'.

VAR

Figurel - Kaniji of gyotaky gyo = fish, taku = rubbing or impression

The word gyoteku was promoted in the 1950's by the gro@potakuno-kai
(Fish-Print Friends or Association @yotaki) (Hiyama, 1964a, p.9). Br to this several
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expressions were used and the group aimed to unify and clarify the different techniques

by decidinguponte fiproper o word. Yoshio Hiyama dec

il n the past Gyotakelbecame widelh esedwbesid@yotaky the terms
Gyo-shu or Uezuri werealso usedwith the same meaning d@yotaku AShuo or fisur
(Zuri is the samentads oSHiyamaploaap®)s At o pr

Another similar expression Byo-kei or Uo-gata, which means #fAi mpr
Af or m or s Thha meaning ofthe Japasebe. wgydtakuhas changed with the
passage of time. Originally, it referred to printitegchniques in which the print matrix
was a genuine fish. Subsequently other aquatic specimens were encompassed such as,
cephalopods, crustaceans, mollusc, seaweeds, rocks and pebbles. Bpcaake
techniques can be applied to create impressions afietyaf flora, fauna and inanimate
objects the wordgyotakuis also sometimes used as a general term, referring to the
printing techniques rather than the subject matter which is printed. For example, today, it
is possible to use the same printing techegjto make impressions from silicone-lifee
replicas of fish, the prints made from these are still referred gy@sku The artist and
one of the founder members of the Nature Printing Society, Robert W. Little comments

on the use of the worglyotaku:

iAs | understand it, th@eyotdkapaeans fMdmshf ompti
or Afish rubbingo. [ think the word is misus
called a nature print, but | do not think that a print of a maple leafild be called

Gyotakw ( Li ttl e, 1985, p. 91)

Currently, severalgyotaku practitioners may disagree with Little's comment,
making use of the word to refer to the printing methods rather than the subject matter. A

case in point is Mineo Ryukyu Yamamétwho claimed:

5 Lecture presented at the Beaty Biodiversity Museum, British Columbia, Camal1,
https://www.youtube.com/watch?v=D1bhNI7hs&dtrieved June 12, 2013
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https://www.youtube.com/watch?v=D1bhNI7hssM&list=WL57F1CD107E723AFB

i T hyyotakuis good record of the shape of flower or fish or any animals, and now | am
promoting gyotaku should become common word such as sushi, tempura, sukiyaki or
karaoke or manga. Someday, | wish you can understand argyataéuword even the

print is flower or any animal not only the fish. | am trying in myself, but still | have some
objection i f | say print(Yamamoto,2@er hard t o

Creating Life from Death

Gyotaku: the Japanese art of Fishprinting

with Mineo Yamamoto
Thursday, July 28, 2011, 7:00 p.m.

o~

this special community event at the UBC Beaty
Biodiversity Museum. Learn about the history
of gvotaku and observe a demonstration of this
ancient art form. Stay after the lecture for free
refreshments and a chance to make a scallop print

(%

ﬁ\ Join Master Fishprinter Mineo Yamamoto in
A

&

Space is limited, so please register early!
Go to www.biodiversity.ubc.ca/register

Beaty Biodiversity Museum at UBC
Thursday, July 28, 2011, 7:00 p.m

L -
Mmoo CFS L% @ BFATY b Froe admission, donations welcome. Ages 10+ with an adul
..:,:_."_“ . ey - ' Register at www.biodiversity. ubc.ca/ rogister
Learn mone at www2a bughobw me g/ ~gyosabu

Figure2 - Mineo Yamamoto's flyer for thiecture and demonstration at the Beaty
Biodiversity Museum. Image courtesy of the Beaty Biodiversity Museum,
University of British Columbia.

In the present thesis the wagglotakuis used to encompass three specific printing

techniques for making faithfudopies of aquatic life forms, botanical specimens, other
natural specimens, and marade objects. | recognise that all three techniques can be
used to create impressions of natural or 1meade items other than fish or aquatic life
forms as suggested by Yamoto, but when items such as sand or dried leaves are glued
onto these aquatigyotaku | refer to these as 'mixed medgyotaku! Similarly, |
understand Little's statement abgybotaky but recognise thajyotakutechniques have

been used over a perioof time and the subject matter available for printing has
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diversified. Therefore, | believe this diversity should be taken into account and the
definition ofgyotakushould not be connected to what is printed but the process of how it

is printed. The namdsr other printing techniques such as 'screen printing', ‘etching' and
'lithography' do not describe the images or objects which are printed, merely the
technique or process of production. It should be noted that this categorisation is purely a
personal peference. Some of the uses and the different meaning of the gyotdku

have been briefly described but it is also important to place the technique in context with
nature printing techniques to enable the reader to understand the unique qualities of
gyotaku and why it is different from other forms of printing. Occasionaflyptaku
impressions are classified as 'nature prints' due to the fact that the image is made from
either natural or preserved specimens or fromlilfe silicone rubber replicas whidiave

been cast from genuine specimens. However, the term 'nature prints' is a more general
term and generally refers to a tradition of printmaking, in which a diverse range of
techniques, including photographic processes, and subject matter can be dmploye
Examples of subject matter for nature pr.i
include flora, fauna, minerals, insects, (lepidochromy from pigments in butterfly & moth
wings) mammals, reptiles and amphibians, discarded skins (snakes), aninmainaamal
skeletongCave, 2010)Therefore gyotakucan be categorised as a dlibision of nature
printing because the subject matter itself is from nature, however, such a definition does
not take into account the uniqueness and differences of the technioagerials,

aesthetics and the fact that maade subject matter can also be used.

Nature printing has a rich history and some of the earliest images classified as

nature prints were made approximately twenty thousand years ago:

il n the c danvmanyparts of Eurapey Blorth Africa and elsewhere, as well as
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pictures of animals, scenes of hunting and so on, hands form a very common image.
Sometimes these hands are scratched or painted, in the same way that the images of
animals were produced, bsbmetimes one sees hands which have been outlined by
pigment, in a method much like stencilling. These nature prints from the-Rezteecaves

near Cahors, France (or wherever else ones sees them) have a haunting effect. The people
who made these pringg2em more real, more individual, because we can see these hands.

We have no idea why they made these pictures, whether they had magical or religious
significance, but considering how most later nature prints use plant forms, it is interesting
tonotethat ave paintings sel d@awme 2000 p.1d)v er i nclude

In fact, closer analysis of the image of hands in ancient cave paintings suggest
they were made from genuine human hands as they have variations such as missing
fingers and deformities. Agrt from these very early examples, the majority of early
nature prints were made from botanical specimens. There is no evidence of fish or other
life forms being printed. Simple botanical prints were produced by coating a sheet of
paper with oil, this washen held in the smoke rising from a candle or oil lamp until it
became completely blackened. A leaf or other botanical specimen was laid on top and a
piece clean paper placed on top of this. An impression was made by burnishing the
specimen through theaper with a smooth surfaced tool. The oil and soot transferred to
the surface of the leaf. The leaf was then placed between two sheets of clean paper,
burnished once again and the result was a transfer print. One of the difficulties
encountered in produwy early botanical prints was the leaking of the plant fluids onto
the paper (Armstrong & De Zegher, 200Fhis could be remedied if the plants were
pressed beforehand but it was still only possible to create a few prints per specimen using
this method. konardo da Vinci and his friend Luca Pacioli both wrote detailed accounts
of how to make nature prints from leaves. These are found in Pacioli'sDmdkribus
Quantitatisthought to have originally been written in 1498 (Cave, 2010). Perhaps better
knowni s da Vincids print of a sage | eaf and
prints written around 1508 in his folidodice AtlanticoqBrooks & Harris, 1989)During

the 1500's an interest in the use of medicinal plants in Italy lead to an increhse in t
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production of nature prints to illustrate medical manuscripts. The knowledge of these

techniques gradually spread from Italy across Western Europe:

AiFor all its virtues, nature printing had a
indefinitdy, and after several inkings and stampings it would fall apart from use. So
fedi t i onKniphofs warensevarsly limited. Clearly and alternative to the direct

print method was needed, one that could transfer the the plant's impression to a printing

pl ate. o (Di Noto & Winter, 1999, p.95)

Hieronymous Kniphof, professor and librarian of the botanical society of Erfurt
city, produced botanical prints (directethod) in partnership with the bookseller and
publisher J.M. Funcken in about 1728 calokarica in Originali se herbariunVivum
(DiNito & Winter, 1999) Over the next three hundred years alternatives to the direct
print method were developed. Both the amateur and professional involvement and interest
in nature printing played a significant rolethese developments. A range of new printing
processes, printing materials and advances in technology lead to a wider range of subjects
being printed. Techniques developed included the electrotyping method, stencilling
techniques, lithography techniques stones and plate, etched methods including soft
ground, and Taylor's lace printing method, a range of photography and photography
based methods for example cyanotypes, gum dichromate prints and sun prints (Cave,

2010).

An important factor which distingshesgyotakuprints from other nature printing
processes is the probable origin of the technique in the Far East, independent of the
European printing industry and 'Western' technological developments and culture. In fact
the influence of the European prriindustry only came after the Japanese seclusion from
the west and the Tokugawa (161868 CE) system ended and with the implementation
and rise of the Meiji era (186B912 CE) when Japan shifted swiftly from a semi

colonised status to the position o¢@onial power (Gordon, 2003). Furthermoggptaku
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prints were originally produced using specific materials found only in the Far East such as
oriental papers and inks, (explained in detail in chapter and seven Nonetheless,
gyotaku techniques sharsome technical aspects also used for other nature printing
techniques. This can be seen in the simplest process of making botanical prints; a leaf is
covered in ink and paper is pressed onto it, which in many aspects is similar to the direct
gyotakutechnque. However, the use of different materials, composition and aesthetics in
gyotakuall lead to an ‘'oriental style'. More importantiyyotakuprints are always made

by the artist himself without the use of other artists or craftsman to interpret the ajtis
original work or to prepare it for printing in another medium, which can be the case with

some nature printing techniques.

Figure3 - Photo offishingtackle shop window in Kobe, Japan, 2004. Photo by the
author

Many peop e 6s f i r st e n gyotakndreethe pmwis tdieplaygd in e c t
fishing tackle shops in JapaRigure 3) or hands on experience using this technique in

schools in America or by participating in art workshops or classes.ifidw technique is

33



generally the preferred choice of fishermen for creating ‘trophy' prints of their prize catch.
It can be a relatively quick and easy technique and can be performed outdoors with
minimal materials, in a boat or beside the river or seashNone of thegyotaku
techniques require a printing press. A brief introduction to the gyatakutechniques

are now outlined and are described in detad illustrated in lcaptereight

2.2.1.Direct Gyotaku

In Japanese diregyotakuthis is calledChokusésuho. The first stage with all
three techniques is the cleaning and preparation of a specimen. Once this has been done it
is laid out as flat as possible with the help of supports under the tail and fins. A single
colour or several coloured inks can hepked with soft brushes or dabbed onto the
surface of the specimen with 'dabber's’, ‘dauber's’ or ‘tampo's'. It is important to ensure
there are no visible brush strokes and the application of ink is thin and even. Once
sufficiently inked up a sheet of par (preferably Japanese or one with long fibres and a
good wet strength) is placed on top. Then gentle pressure is applied from the fingertips
onto the paper in order to print the specimen. The impression will be a mirror image and
if it is made from a Bh the eye is painted in by hand once the print is completely dry

(McAllister, 1986).

2.2.2.Indirect Gyotaku

In Japanese indiregyotakuthis is calledKansetstho Once the specimen has
been prepared a vital stage in this technique is the application of tee (pagloth). If
this can be successfully mastered it makes a great deal of difference to the quality of the

finished print. This stage cannot be performed hastily as there may be the possibility of
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air bubbles, folds or wrinkles forming in the paper lotlc which will impair the printing
process and the finished print. Once the paper or cloth has been applied successfully, and
is fully dry, printing can commence. Ink is applied with dabber's or tampo's onto the
paper or cloth and the colours and any nmg& on the specimen are made up gradually

in layers. Each coloured ink is applied with a separate tampo. When the printing is
complete the paper or cloth is carefully removed and left to dry. The final stage is
painting in the eye. This technique resutiisa right reading image which has a softer
appearance than the graphic impressions produced using the direct te¢Kmicpiad,

1987).

2.2.3.Transfer Gyotaku

AiA third met ho d-hairdrodacad by MrdHIDEKNGSUKEer ANAKAR The
Tenshaho method map e transl ated as the fATranspainting
1964a, p.12)

This technique is used for transferring oil based paint or ink from a specimen onto
a variety of substrates such as leather, wood, metal or glass or for printing onto objects
such as handbags. The specimen is cleaned and prepared as usual. Special attention is
paid to ensuring that the specimen is thoroughly dry before the next stage. Oil paint or ink
is applied directly onto its surface in a slightly thicker layer than is negessthe direct
method. A sheet of polythene is placed on top and printed by applying gentle pressure
with ones fingertips. The polythene is then placed on top of another substrate or object
and transferred using t he TPhisestlod ecleoesfeff o m t h

set' printing techniques.
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2.3.The Origins and Early History of Gyotaku

Although nature printing, (human hands), can be traced back to twenty thousand
years ago and the methods used for reproduction have a complex and interwoven history,
the origins ofgyotakuremain obscurelhere are twanain hypothesis regardirgyotakis
origins. The first one recognises China's influence upon Japan and reasayothkil
probably developed from the ancient Chinese art of stone rubbing. In caotthst the
alternative hypothesis speculates tipadtakuoriginated in Japan independently, and may
or may not have been influenced by Chinese rubbing techniques or the Japanese rubbing
techniques calledakuhon (Fukuoka, 2012). Due to the lack of docuntaion it is
difficult to determine exactly when, how and whyotakudeveloped, or if indeed the
oldest knowrgyotakuextant, represents the oldest example of a relatively new art form.
Earlier examples may be discovered in Japan, Korea or China, tyet tine of writing
the present thesis the oldegtotakuextant example is of a carp of the Mogami River
created in 1857 and housed in the Honma Museum in the Yamagata prefecture, Japan.
(Japan's oldest fish print, c.a. 2010he uncertainties surroundjrgyotakucan perhaps
be better understood by examining the significance of fish in Chinese and Japanese
culture, in order to understand some of the reasons that people wish to create and own

images of fish.

Ancient pictograms were the basis for the wnttéhinese language and evolved
over the centuries in Japan to form Kanji (Dykstra, 1980metimes these are so far
removed from their origins that they resemble completely unrelated characters. An
example of this is the Chinese character for fisghtha was initially represented as

simple head, tail and fins and now several hundred years later resembles a combination of
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the Chinese characters for 'field" and 'fire' and is interpreted as a fish swimming in a field
of water, its skin flashing like firen the sunlight (Yibin, 2009)It is not only the
appearance of the written characters but also the pronunciation which has influenced the

meaning, for example:

iThe Chinese wor d for "fish' (y Ya) i s phone:
'‘abundanceaffluence' (yl): so the fish symbolises wealth. A picture of a child with a fish
means 'May you have an abundance ofhighn ki ng sons' 0 (Eber hard, 1

It is interesting to note the association of status with wealth also described by
Basil M. Alexeive in his lecture delivered at the School of Oriental Studies at the

University of London on the 28th March, 1926:

iThe idea of wealth in both ancient and mode
combined with the desire for high official rarikhe oppressed people, seeing how rapidly

and inevitably the holding of an official position was followed by the acquisition of a

fortune, regarded the two as inseparable. Hence the combination fu kuei wealth aind rank

an expression of very ancient origin ( Al exei ev, 1928, p. 7).

Fish not only represent wealth and, by association, rank but are also emblems of
regeneration due to their reproductive powers. They are symbols for harmony and are
thought to bring goodlick because they are seen to be happyeim #lement. The iconic
image of the leaping carp embodies the idea of endurance, courage and accomplishment
and is a metaphor for success in passing the imperial examinations as this leads to
employment as a government official, ensuring a life of prestigd wealti{Figure 4).

Chinese legend proclaims thaarp swam upstream in the Yellow River annually to

spawn. Those that were able to leap up and over the waterfall at Dragon's Gate were
transformed into dragon®ingying, 2014. The notion that dragon's were once fish has
been |Iinked to the | arge size of their sca
over the Dragon's Gate' is still in use. Chinese and Wegtertakupractitioners enjoy

creating impessions of carp as not only are they a symbol of courage, endurance and
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accomplishment but their scale pattern means they are a particularly suitable fish for
printing with either the direct, indirect or transfer methods. The symbol of the fish is

closey related to union and fertility:

ffa brace of fish is presented amongst ot her
bride-elect on account of its auspicious significance, as fish are reputed to swim in pairs, so

a pair of fish is emblematic dhe joys of union, especially of a sexual nature; it is also one

of the charms to avert evil, and is included among the auspicious signs on the
FOOTPRI NTS OF BUDDHAOG (Wil liams, 1974, p. 185)

It is stated that a person who achieves the 'true Buddha seteaotipation’ will
know of no restraints or obstructions and is therefore similar to a fish which is able to
swim in any direction. The three main schools of thought in China, Confucianism,
Daoism (Taoism) and Buddhism greatly influenced every aspeaiaént Chinese and
Japanese culture and so the symbolism of the drelvails today in modern culture

(Makeham, et al., 2008).
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Figure 4 - Gyotakuby Joseph R. McAuliffe 'Carp Leaping Over the Dragon's
Gate'. Image courtesy dbseph McAuliffe

Buddhism came to Japan from Korea and China during the sixth century CE.
Shintj already existed in Japan with its central belief in animistic gods chéed,
perceived in all aspects of nature while others are sacred to human activities such as art
and agriculture (Harris, 2001). The symbolic meaning associated with fish maynacco
for the desire to create and own images of them thus enhancing harmony, abundance and
wealth and avoiding evil. Images of fish are much appreciated in China and Japan and are
frequently depicted as decorative motifs in architecture and on objectasyciicelain,

textiles, ink paintings, lacquer ware, and live fish are kept in ponds and aquariums.

In order to create an acceptalggotakuthe fish or other specimen used as the
print matrix must be dead. Although Buddhism advocates the avoidanceling kil
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animals such prohibitions were not evenly accepted or zealously applied when used for
food. This exception explains why the prohibition was frequently reinforced in different
periods; for example, during the Meiji period the official prohibition rdgey meat
consumption was lifted (Richie, 1992). Fish which were printegyasakuwere usually

eaten after printing and one of the ways to avoid any spiritual ills was through a ceremony
which ritually cleansed and avoided evil from the act of killingreas in order to eat
them. This ritual cleansing could easily be applied to fish which may have been printed
before being eaten. One such cleansing ritual can be found in the elaborate knife

ceremony as used by chefs:

AiThe spiritual d ingnméird 1 fishreeemd hard to snagine) biven that,

in pre modern Japan, Buddhism provided ample arguments against taking life a®l Shint
warned of the contamination from contact with blood and death. Nevertheless chefs
interpreted the knife ceremony as a powerful way to cleanse any spiritual ill effects of
taking animal life for food, not only from themselves and their patrons, who &t ligh
ranking aristocrats and samurai, but also from the fish or bird that found itself on the
cutting tableo (Rath, 2010, p. 39).

Today, in both China and Japan fish are eaten at New Year, in the hope of
bringing good luck and prosperity in the comingayeBoth countries consume vast
guantities of fish and have an ancient fishing culture and cuisine. The legendary Chinese

Emperor Fu Hsi (2952838 BCE) was said to have been given his name which means

AHIi dden Victimo becaus e sandtaugla tiepeaple hoiveéor e n t

hunt and fish. Margo Demellexplainsthe connection between hunter gatherer cultures

and some of their beliefs as follows:

AWild animals such as bear s o rgathererlcitees. t end
For examplehe Ainu, the indigenous people of Japan, believe that a spirit called kamuy

runs through all living beings, but that bears have more than other creatures, and that when
gods appear to human kind, they do so in the guise of bears. Generally, those hunting
cultures that depend on one animal above all else tend to ritually honour that animal, and
may hold festivals in their honour, as do Alaskan tribes for the whale. Fishing cultures too,
may have gods that reside in fish, as with the Japanese deity ofdalnisuhat took on the

gui se of either fisher man or a s (pamello,, and
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2013, p.313).

It is possible that the Anuikamuycould have been integrated into lag&mintd
beliefs and become known kami, in a similar manner that Buddhism did not displace
the native faith oBhintZ Instead the two religions were made to complement each other
and Japan adopted aspects that it needed or admired grafting the foreignsetenteeits
own existing order. Temples and shrines occasionally merged into one 'sacred space' and
served the different needs in the lives of the people. In modern day Japan household gods
and shrines to Ebisu, one of the seven gods of Japan and thegddtsbermen, became
popular in the Muromachi period (139%573CE). Today, there are over one hundred
Ebisuor seven lucky god shrines in Japan as a whéllesu ensures a good catch for
fishermen and a safe journey for all seafarers since he himsg#din Japan from the
sea. He is always depicted with a beard and pointed cap carrying a large fish either a red
sea bream or a sea bass dangling from a fishing rod in his right hand or carried under his
left arm (Fujino & Skinner, 1997). Some of the ezsliexamples ajyotakuin Japan are
of redseabream. Is this merely a coincidence or does it have some specific relevance? Or
perhaps the frequency of prints of red sea bream is related to its abundance and the
frequency with which it was caught. No dodbe fish would have been eaten so perhaps

less tasty fish or inedible specimens were released and did not bgyotaleu

Despite Ebisu's popularity it is the god of wateBuijin-sama who protects the

neighbourhood oNihonbashiand the infamous Tsuykfish market in Tokyo:

iTs uki j-samahol@ditle foia domain that is discontinuous geographically and to an
increasing extent socially. The tiny Sujin shrine at Tsukiji is a branch of a slightly larger

shrine to Suijirsama located in the precc t s of the Kanada My@jin
kilometres tothenortwe st 6 ( Best or , 2004, p. 93).

This is one of Tokyo's largeShin@ shrines and is where the old fish market

stood until 1923.
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Clearly, an outline of the symbolism relating to fish, fishimgl avater has been
explored and evidently certain aspects are still prevalent in modern day Japanese culture.
However, it is necessary to revigyotakus relationship with fishing as this undoubtedly
influenced the techniques and provides support for yipethesis thagyotakis origins

|l ie in Japan. Edi tGyatakuUAof Aat 1872Fpehl Pcant ol

it he ol dgyaakuwdksmdanein 1855 in Yamagata prefecture, Japan, by a knight,

Mr. Yokomori, who was in the service of Duke Sakabdlieve it is entirely possible,

however, that still older ones may yet be found. It is clear, however, that this is among the
youngest of Japanese art formso (Hiyama et al

An alternative and earlier explanation about the history and omgiggotakuby

Hiyama (1964a, p.7) states the artist was unknown:

AinA few years after the publ Gyotakdin Japanesefbyt he f i r
members of our Association, a newspaper reported the finding of the Glgettkuin

Japan and perhaps in the world up to the present moment. These pieGg®tatkuwere

found in the private museum of Mr. Homma, a millionaire landlord of Sakata City,

Yamagata Prefectwra local area of Japan. It is now known that a century ago, LORD

SAKAI of that district made a big catch in just one night, and to preserve this catch in

memory of his triumph, fish prints of the catch were made. BeauBfydtakuof Red Sea

Bream, many of them were large, were probably made on LORD SAKAI'S order, by some
unidentfied artist. Two of the prints, one made by the 'direct method' and the other by the

fii ndir ect Gyotegktwa® af tecert dbrigin, it was indeed a great surprise to see

these beautiful pi eces, made by thentsii ndir ec
dressed on scrolls. 0

Mr. Yokomori described as a knight may have been a lower rarkamurai
whose Lord Sakai was ttizaimyo,the provincial Lord, and both of these men may have
been skilled in the art of fishing and perhaps botlyyiotaky a natual extension and
keepsake of fishing trips. Kevin Kelleher MD and Misako Ishimura (2011,ded9ribe

the roots otenkaraor tengarawith relation toSamurai:

fAiDur i ng Jyeg &do' psriod2(8603868), the Tokugawa shogun ensured the

region's seclty and peace through an iron rule. With this peace came leisure, especially

for the samurai. These warriors, a significant portion of the populace, were encouraged to

fish. Some say this was to temper their warlike nature, others say it was to keejit them f

and trained in stealth, agility and quick reactidhg samurai who were the dominant class,

made fishing fashionable and commi ssioned rod
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BecauseSamuraiwere encouraged to practise the arts such as calligraphy, poetry
and fly fishing, it is conceivable thagyotakuwas included as a natural extension of fly
fishing. The modern martial art &fendohas its origins in the training of swordsmen and
Samurai The practice of a set pattern of movements caikgd is a highly benegial
system for training and maintaining the direct links to the origins of classical
swordsmanship. These movements are performed so that they can be performed
automatically, without thinking, leaving the mind empty and clear from distraction
(Turnbull, 1986).Despite the fact that todgptais associated with the practice of martial
arts some Japanese artists create works of art in a similar manner and follow a variation of
a kata or a 'ritual for working' in which they empty their minds almost as ifain
meditative state and perforgyotakutechniques in a set pattern, similar to performing a

kata.

Towards the end of the Edo or Tokugawa period, Japan witnessed the beginnings
of westernisation and an increasing interest in all things Japanese by tign fore
government officials working there. The first referencaeiokarafly-fishing in English
was made in 1878 by Ernest Mason Satow in one of his diaries called 'Diary of Climbing
Mt. Tateyama' (Allen, 2014). Satow worked under Sir Harry Parkes who isrkim
have encouraged his staff to research and document certain aspects of Japanese life (Ota,
1998). Another early account of Japanese fly fishing came from George@&#igbry to
the Asiatic Society on March 28, 1877 in which he describes in somi ttietke-bari
fly fishing rod as being fashioned from simple bamboo and the line is used without a float
or sinker and a simple artificial fly (Kelleher & Ishimura, 2011). In factkarawas not
only practised bySamuraiand nobles but was a form of fisag used by subsistence

fishermen and professionals living in the interior of Japan. The forested and rocky
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geography with streams and rivers meant farming was more difficult in these areas and
therefore a particular style of fly fishing developed thatetheled on local materials and
efficiency. The abundance of bamboo, there are over forty six different genera and well
over six hundred species, meant that the Japanese rods were made from bamboo. These
were manufactured in sections, facilitating easy trarispnd storage and there was no

need for a reel which was developed in European fly fishing due to the fact that the rods

were manufactured from heavy wood and the reel helped to extend the reach.

It is conceivable that professional fishermen &adnuraimay have made images
of fish to record the abundant supply of fish and to bring them good luck. Although the
majority of thegyotakuhoused in the Honma Museum are of saltwater fish there are
several references in Japaneseayyotakuof the freshwater cruan carpof the Tinsel
Moat, that may have been printed in 1839 (Shimizu, 19%tlped Hiyamg1964a, p.7)

reports:

iThere are many persons in Japan who believ
technigue ofGyotaku The late Mr. SEIJN MURAKAMI perhas first had conceived the

idea of Gyotakuwhen he noticed that the fish he caught had left an impression on a white

paper bag after receiving a coating of some dye from the candy that was also in the bag.
Another person, Mr. SHIRO SHINOZAKI was very fownd collecting rubbings of stone

monuments, and for this purpose he developed his own technigue; which we now call the
Afindirect met hodo.

Admittedly, the history of the indireagyotakutechnique can be traced to Mr.

Shiro Shinozaki, Dorothy Goodwin repotteat:

iA magazine, Tsuribito (gyotakuhet manh}, i andpbheof
Gyotakbd was told in its Jgyotgkuartidt &s¢hd Nagasageweals | n t h
that he learned the method from the archaeologist, Shir@&tkn He remembers that the

archaeologist also showed him an old book entitled Rubbing BooksGgothku 0o

(Goodwin, 1956, p.440)

Isshu Nagata, a member of the grdeyotakuno-kai, later went on to write about

gyotaku in Japanese and was one of the editof Gyotaku An Art of Fish Print’,
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published in 1972, the chief editor being Professor Emeritus Yoshio Hiyama. Shinozaki
also taught Mr. Funajendo aad Kouyou Inada, perhaps one of the artist with whom
Western gyotaku practitioners are more familiar thi due to the recent publication
Antarctic Fishes: illustrated in the gyyotaku method by Boshu Nagatas publication

Professors Mitsuo Fukuchi and Harvey J. Marcleapiain:

fiGyotaku Master Kouyou Inada (1891974) is credited with the development the
polychromatic indirect method in the late 1940s and 1950s. He began by using silk to cover
the fish, and later moved to the use of fine paper. Nagmsestudied under Master Inada

for five years. One of the principal living exponents of the polytiatic indirect method,

he is himsel f (Marckadtd Fuluchi 2006, pM&.st er 0O

Although evidence exists regarding the history of the indirect and polychromatic
indirect gyotaku techniques the history and origins of the direct technique remains

elusive.

2.4.From Japan to America

Speculation and uncertainty still surrounds the origingyotakudespite the links
found with Chinese stone rubbing and fishing activities and multiple dates are proposed
for the oldest extargyotaku 1839 is the date sggsted on the Japanese website 'Fishing
year history Shond&i' Dr. Hiyama and the editors of the 1972 publicat@®yotakuAn Art
of Fish Print' claim the oldegfyotakudates from1855, and 1862 is the date suggested by
Hiyama (1962a). In fact, an even k&r date is proposed by Michael L. Frankel (1990,

p.302):

fiHere's somet hing you can do between the tin
evening meal. It's calle@YOTAKU(pronounced ghita-'koo). Gyotakuis a Japanese fish

printing art which ha®een around since the™LTentury recording catches of sport fish. It

is believed to have been practised by Samurai warriors who were required to be skilled in
fishing, the fine arts, as wel | as marti al ar

6 Fishing year history Shonai. Retrieved June 12, 2014 from
www. homepage.2.nifty/com/hekisuiturishi/saikgyotakuhtml
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Evidently it is not only the origins, anddldate credited to the earliest fish print
extant, but also the type of fish which were printed which are also in question. Peter B.
Moyle (1993, p.247c | ai ms t hat : gyotekuis dn arp form developeg byo r
the Japanese initially as a meansemording large or unusual fish caught before the days
of refrigeration and taxidermy.o It is 1log
be created quickly and were probably made outdoors. However, theyygatdkuhoused
in the Honma Museum &t in both the direct and indirect techniques and are impressions
of Red Sea BreanRagrus majorwhose maximum length can reach 100 cm. The fish
printed are generally much smaller and this species is not an unusual catch in Japan.
Records show that it hdsen considered an auspicious fish, associated with traditional
Japanese New Year foo@sechir y @ince the Heian perio@gKazuko, 2001). Similarly
the Japanese white crucian caBarassius cuvieria freshwater species that was part of
the staple dieand has a maximum length of only 35 cm was also printed. So the earliest
fish prints appear to be made from fish which were commonly caught and eaten by a large

part of the Japanese populace and were not unusual species.

In April 1955 the groupGyotakuno-kai (Association of gyotaku artists,
sometimes called friends @h print) was formed at the University of Tokyo (Hiyama,
1962a).Yoshio Hiyama, was one of the founders of the group and Koyo (or Kouyou,
which is an alternative spelling). Inada, Is¥agata, Hideo Sato and Yokoku Shimizu
were all founding members (Hiyama, et al., 1972). This group played an extremely
important role in defining exactly whatyotakumeans as the subject matter had already
expanded to include plants, flowers, insects amdherous inanimate objects. They also
helped to spread the knowledgegybtakuto countries other than Japan, particularly to

the USA, and helped to create an interest in this printing technique elevating it from a
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simple means of recording fish captunedfishing to a recognised art form (Hiyama,
1955). Gyotakuno-kai's first exhibition was held in the Matsuya Gallery in Ginza,
Tokyo, Japan. Members of the group were responsible for organising work to be sent to
the USA for an exhibition held at the Anean Museum of Natural History, New York,

from June 21 until September 4, 1956 entitlegotaku the impression of a figknox,

1956) This exhibition helped raise awareness algyatakuamongst the public and was
helped by the fact that Janet Roemi@ldnning the natural history illustrator and artist,
gave demonstrations of the technique in the museum so visitors could gain a further
insight into how these images were produced (Hiyama, 1964a). At this stage, the history
of the two maingyotakutechniqwes remains impenetrable, despite efforts to document

gyotakus history in Japan.

When natural history illustrators and scientists began t@ysekutechniques in
the 1950's they considered the indirect technique in black and white gave the most
suitableimpression for scientifidllustration (Auberjonois, 1954). Thisea has changed
over time and today black and white, colour, direct and indirect prints are considered
suitable for natural history illustrations and artistic works. Undoubtedly, Shir@&kn
greatly influenced the indirect technique, but clearly the prints at the Honma Museum

demonstrate that the technique was not new but already used during the mid 1800's.

After the Second World Wagyotakustarted to receive international publicitych
Isshu Nagata (1903988) the well known photographer wa&wotakuno-kai artists who
contributed to its spread from Japan to the USA. Articles featuring his work, with-a step
by-step guide about how to makgotakuappeared in several major US publioas.
Will Burtin (19081972), a pioneer in graphic design and information design was

responsible for publishing examples of Nagata's and Inggatakuwork in the Summer

47



1954 issue of Scope magazine. Burtin worked as the Art Director for Scope médgazine
twenty two years and first encountered black and wdytgakuimages in January, 1956

in a copy of 'New Japan' magazine, Burtin wrote to the company 'English Manichi' care of
the Japanese Consul General in New York and after several months he raqeackdge
containing severalyotakuimages (Remington & Fripp, 2007). Howeyéris not known

if the author of thegyotaku article, Fernand AuberJonois (I®X 2004), a highly
respected journalist, was familiar wigiyotakuor if he was commissioned terite about

it (AuberJonois, 1954)The Scope magazine, was produced on a quarterly basis, as an
Upjohn Pharmaceutical Company magazine for distribution to Doctors and other
professionals in the medical field across the USA. Burtin was awarded the Actddg

Club gold medal for the1954 summer issue of the Scope magazine feayotagu(Art
Directors Club, 1954)In 1960 Nagata's monograplyotaku' (Nagata, 1960) was
published in Japanese and featured a selection of freshwater and saltwater fishes as
Nagatasan was an avid angler. He later went on to become one of the editors (with
fellow members of th&yotakuno-kai group) of a large format book published with
Japanese and E gotakusAh Art of kigh Protg publeshed id 1972

(Hiyama, et al., 1972), the chief editor was Professor Emeritus, Yoshio Hiyama.

Shiro Shinozaki is also thought to have taught Mr. Fufraglo whose print of five
seahorses published in the 1972 book demonstrates that Jappmdaku artists
continued to exp@ament with different materials and push the limits of the techniques.
Although no further details are listed about the dimensions or the substrate used for the
print, the seahorse or seahorses were probably dried specimens. The print is listed as an

indirect gyotaku The substrate appears to be a white decorative paper with random sized

48



holes and to which six maple leaves were added when the paper was made. Funaji Endo's

signature seal can be seen in red ink in the lower left hand corner (Hiyama, €12)., 1

Another student of Shinozaki was Kouyou Inada, a professional gold engraver,
keen fisherman, and member of the gr@ymtakuno-kai. Inada was one of the editors
and contributors to the 1972 publication. He is perhaps one of the artists with whem no
Japanesgyotakupractitioners are more familiar due to a recent publicat®mtarctic
Fishes (Fukuchi & Marchant, 2006), illustrated in tiggotakutechnique by his student

Boshu NagaseHgureb):

fiGyotaku Master Kouyou Inda (18971974), is credited with the development of the
polychromatic indirect method in the late 1940s and 1950s. He began by using silk to cover

the fish, and later moved to the use of fine paper. Nagmsestudied under Master Inada

for five years andas one of the principal living exponents of the polychromatic indirect

met hod, he i s hi mduekichi & Marchaht, 2006,00.18.s Mast er 0 (

;
Xid

Figure5 - Boshu Nagase, indirect polychromatjgotaky Portunus convexysto
X 32 cm. Courtesy of Oceanographic Museum Monaco®.

Despite the paucity of evidence, in English, regarding epdyakuand its origins

the third technique, the transfer technique is considered to be relatively new. Hiyama
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(1964a, p.13) offers further supp for this notion and also describes a further

development:

i Mr . HI DEO SATO introduced another met hod a
Met hod. 6 I n this method, a thin sheet of pape
Ink or watercolour ighen applied all over the paper sticking to the fish body, either by

brush or tampo. Finally, just as in the direct method, the sheet of paper that is to receive the
impression is laid over the first paper already on the fish. The outer surface ofdhd sec

paper is now rubbed so that the impression may be received on the inner surface. In this

method it must be observed that if the first paper is not thin enough the impression will be
obscure. o

The transfer technique is not widely used outside of Jgpabably because

gyotakupractitioners are more familiar with the direct and indirect methods.

Yoshio Hiyama (1909 1988) one of the founders @yotakuno-kai, is often
credited with bringinggyotakuto the USA and did indeed introduce various profesg®n
in the USA working in a scientific capacity to the techniquegyaitaku As a graduate
from the Department of Fisheries, Faculty of Agriculture, of the Imperial University of
Tokyo in 1934, Hiyama was familiar witfpyotakuproduced by fishermen acrodapan
and recognised igyotakuthe potential for creating both natural history illustration and
artistic images. His scientific research covered a wide spectrum and he contributed

greatly to the progress of science and international collaboration:

fi H e gab leis research with fish taxonomy. He contributed to various important projects,

such as the classification of Triglid fishes around Japan, descriptions of new species
(Chloropthalmus acutifrons, Bathyraja tobitukai, etc.), and venomous fish in the South

Seas. In the latter study he examined precisely the names, taxonomic positions,
morphology, toxic organs, and toxicity of specimens etc. For this study he received an

awar d from the Association of Japanese Agr |
(Shimizu, 1988, p.1).

Hiyama was also a pioneer in fish ecology and worked on studies of the effects of

radiation fall out.

iHi s broad vi ews, profound knowl edge and f ai
appreciated in many governmental committees concermitugation, welfare, fisheries,
atomic energy and ¢€himizurleadd,ment al probl emso
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Gyotakuprovided Hiyama with a means of further scientific study and a technique
for illustrating scientific research. Furthermore, he fostered an appreciatiantarest in
the technique amongst the public and-sorentific communities which helped to elevate

gyotakuinto a recognised art form.

However, there is also evidence that people who were not connected to science or
the Gyotakuno-kai group also playe a role in spreadingyotakuin America. One such
person was Chiura Obata (188975). Obata was born in Okayama prefecture, Japan,
and his father was an artist. Obata was an apprentice to the painter Tanryo Murata, when
in Japan, and trained in westemdalapanese art. His first name is Zoroku and Chiura is
his artist name which refers to the beauty of the ‘thousand bays' on the Japanese coast
near Sendai. He came to the USA in 1903 and continued to study art and worked in
various jobs (Ross, 2000). 1921 he became a dounder of the East West Arts Society
in San Francisco. After the death of his father in 1928, Obata returned to Japan for a short
period where he supervised the production of thirty five coloured woodblock prints as
part of his 'World landscape Series'. These were printed in editions of one hundred by the
Takamizawa Print Works in Japan (Stephens, 1993). When he returned to the USA he had
several exhibitions of his work in California, which were very well received. Shortly after
his retun to the USA, Obata was appointed from 1932 until his retirement as professor
emeritus in 1953 as an instructor in the Art Department at the University of California,
Berkeley. He had a successful career as an artist, illustrator and educator and produced
over three thousand illustrations and numerous front cover pages fdapheé magazine
published for the Toyo Kisen Kaisha Steamship Company. His career was interrupted
during the Second World War when as one of the more than one hundred thousand

Japaese Americans, he was forcefully relocated to an internment camp. He spent over a
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year at the camp from 19443 where he managed to teach art and produce numerous
works depicting day to day life in the camp. Over two hundred of Obata's paintings and
skethes were researched and reproduced and edited in a book by his granddaughter Kimi
Kodani Hill, entitled Topaz Moon: Chiura Obata's Art of the Internmékbdani Hill

2000). Once the military exclusion ban was lifted in the USA Obata was reinstated at
U.C. Berkeley. He is probably best known for his landscape paintings and prints of
Yosemite National Par{Driesbach & Landauer, 1993)lthough Goodwin (1%6, p.441)

reports:

iln the United States, school chil danen have
flowers petals. It was in 1932 that fish prints were first introduced to the American public

by a Japanese artist at the University of California. In that year Chiura Obata's print of a
Steelhead was reproduced in the Oakland, California Tribune acethien Mr. Obata has

taught many of his interested students and friends how to gyakakw

Goodwinds articl e gydakuintludingsatdireattpendofdy v ar
large Stripped Bass of thirty six pounds six ounces, caught in San FranagcanB

printed on the 18 September 1949.

In America, it appears that interestggotakugrew in the early and mi@l950's
after the Second World War. Hi yama (1955,
printing has caught the fancy of persons atiraad among them, Mrs. Janet Canning, a
welkk nown American painter of fHggrdee Sagnkahas m:
Knox's (1956, p.313hort article in theNew York Timesabout the exhibition ofyotaku

at the America Mseum of Natural History in 1956 reports that:

i As Mr s. Canning showed, gytotakd ahtists work aithi ew o f
subjects fias dead as a mackerel 0, varying ki
she took up the art in 1951 hertmgtions from Japan were so mysteriously worded that it
took her three years to unravel them. 0o

Francesca La Monte (189982), fisheries scientist, author, editor and founding

member of the International Game Fish Association (IGFA) was the Associat®Cafra
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Fishes at the American Museum of Natural History at that time, and comments in SCOPE

magazine (AuberJonois, 1954, p9):

ithe task of American scientists would be ¢
6fingerprintdéd fish i rsontha docksmaac pieesrtakingWape s p e nd
measurements, counting scales, and filling notebooks with figures, whereas the fish print,

accurate in every detail, is like a blueprint which we could study at our leisure. In other

words, an ichthyologists dream comnee. As yet only two people in America seem to have
mastered this art. o

Unfortunately, there is no mention of the name of this other person and at the time
of publication it is known that people such as Chiura Obata were already making fish
prints and teehing the techniques to his students. But it is plausible that the artists and
scientists had little contact and therefore this article is referring to another scientist who

masteredyyotakutechniques.

For clarification regarding names and the tradidmarried women taking their
husbands surnames it should be noted that Mr. John Canning sent a note to the Nature
Printing Society which was published in their first newsletter in the FalkigBewees,
Hochberg, Geary, & Little 1977a, p. 4jat clarifes Janet, the natural history illustrator

and artist's name:

iFrom John Canning, Br e a h e aAnote Romuahatyg this Or kney,
effect: AWhere Janet's name occurso on early
better known asahet Roemheld. All of Janet's important paintings and illustrating works

were signed Roemhel d. 0o

Dorothy Goodwin reported in October 1956 that the interegyatakucontinued

to grow and supports this by statif@oodwin, 1956, p.441):

i But i t vy iartists am tichthyafobists who have become interestegydtaku

Learning of the prints from an American soldier who had become acquaintegywidku

in Japan, one American housewife who wanted an opportunity to create something artistic
tried her had at it. When she became an expert devotagyofaky her husband an artist,

had to make one too, and soon he was turning out fish prints as a hobby. His employer, the
J. Walter Thompson advertising agency, was not slow to realize that it had something
special in its own back yard. Last year Joseph Fekes's prints were exhibited in his
company's offices throughout the country. o
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Figure 6 - Indirect gyotakuof a 'Sucker' by Janet (Roemhel@anning, 1950's.
Exhibited at Pressedn Paper: Fish Rubbings and Nature Prints' on tour in the
USA from 19811985. Courtesy of Eric Hochberg.

A composite of Joseph Fekegjgotakis were featured on the front cover of the
American Artistmagazine in October 1955 (Feke, 1955, p. 8) and hesvaotarticle for
the magazine about how to perform fish printing. There are reports that Yoshio Hiyama
introduced the viewers to the art gyotakuin an episode of the popular American
television programme 'You asked for it', although records of this@nage were unable
to be located so this can not be confirmed. However, there is a document which aecords
radio talk in 1956 (Shimizu, 195@yesented in English, abogyotaky its author another
member ofGyotakuno-kai, Yukoku Shimizu. Also, Roger L. r@ssgrove, Professor
Emeritus of Art at the University of Connecticut, worked at the Pratt Institute,
Department of Graphic Design and lllustration in New York for approximately fifteen
years, during which time he is known to have produced several dyetaku As an
instructor it is possible that he taugiytotakutechniques to students at the Pratt Institute

(Parker, 1991).
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Both Obata and Hiyama promoted goodwill and cultural understanding between
the US and Japan and helped to further scientific aimt egsearch through the medium
of gyotaku In fact, Obata received the 'Order of the Sacred Treasure Award' from Japan
in 1965 in recognitia of his work (Kodani Hill, 2000 Evidently, this was also helped by
the members oByotakuno-kai, who played amajor role in the dissemination gjotaku
techniques, experimentation with variations on the techniques and different materials. The
Gyotakuno-kai group alsohelped to enrich the subject matter and produced prints not
only of aquatic subjects but alsapts and seaweeds, insects, dried and smoked fish, fish
preserved in scientific collections in alcohol and formaldehyde, rocks and pebbles and
ceramic vessels. The activity in Japan and America helped togsaiseskufrom a record
or trophy of a prize cah into a widely appreciated art form. It also contributed to
encouraging peace and understanding between nations at the end of the Second World
War and an appreciation for nature. The sharing of information whether scientific or
artistic helps to fosteco-operation and collaboration agyotakuis the perfect medium
as it crosses the boundaries of both and includes the art or sport of fishing. It is not until
the 1970's that another group, the Nature Printing Society, had sufficient influence to

promoteand actively spread and encourage the knowledge and practigetaku

2.5. The Nature Printing Society and International Gyotaku

Another group of enthusiasts who have helped to spread the practice of and
information aboutgyotaku across the world is the Nat Printing Society (NPS).
Christopher M. Dewees, Frederick G. Hochberg, Junior, known as Eric Hochberg and the
late Robert W. Little are the founder members of the Nature Printing Society. It was

established in 1976 as an international, -poofit, public benefit organisation. The
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Society's purpose is both artistic and educational to advance nature printing. Current
members, in 2013 are based in Australia, Canada, Germany, India, Japan, Mexico, New
Zealand, Norway, Portugal, Sweden, Switzerland, the UKthe USA. As stated on the

Nature Printing Society websitet gwww.natureprintingsociety.orgfi | t s pur pose
dedicated to the education, the history, and practice of the art of nature printing, and to
those who support our philosophy of respect for maturt hr ough t he art
Furthermore that, A Me mber s hi @uidelises forprents t o a
were established by the society and were based on those followed by thé&goaaku

no-kai and are listed in the Society's firstWaetter. It is interesting to note point five

under the heading of '‘Guidelines for submission of prints:' that indicates:

APrints shal/l be pure and unretouched. OoOnly
accomplish a print (i.e. in vertebrates dndsome invertebrates such as cephalopods and
crustaceans) will it be permissible to paint in this structure later. No other structures (such

as fins, spines, scal es, teet h, et c. shoul d
Little, 1977b)

This guidelne echoes the ethos of magyotakupractitioners today.

In order to advance nature printing in all its forms the society actively encourages
publications of articles, demonstrations of nature printing, teaching classes and
workshops, the creation of warkor displays and exhibitions and curating exhibitions of
nature prints. It also aims to encourage cooperation and the dissemination of ideas and
knowledge and furthers the interest of its members by promoting acquaintance and
cooperation amongst themn8e 1981 an annual NPS workshop has been held in order to
promote such aims. The workshops usually last for approximately one week and have

been held in venues across America, and in France, Germany and New Zealand.

Christopher M. Dewees one of the foundembers has taught and participated as
a student in many of the classes held at the annual NPS workshops. He pgydteias
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from a wide range of aquatic creatures using both the direct and indirect médtiguote (

7). Christofher is a Marine Fisheries Specialist Emeritus of the University of California
Davis. His main area of research is marine fisheries management. Tom Sharp, a fellow
graduate student in fisheries biology at Humboldt State University introduced Dewees to
gyoteku early in his career in 1968. Dewees recounts his early experiences on his website

(Dewees, 2008):

AiTom had seen a demonstration and we spent mt
methods and materials with fellow fisheries students. This sexwveah excellent diversion

from our studies as well as a way to earn a few dollars to pay the rent by selling prints at

fish festivals and in shopping malls! | then continued to print fish in Chile during our two

years of Peace Corps duty. o

Figure7 - Spot Shrimp, 2006, indiregyotakuby Christopher M. Dewees. 35.5cm
X 48.2cm, silk mounted on paper. Image courtesy of www.deweeshature.com

Now with over f or gygtakyDewneessduntless grheevementsc e 0

in this field include the publication in 1984 of the bo®ke Printers Catch: An Artist's
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Guide to Pacific CoasEdible Marine AnimalsDewees, 1984b)It offers a wealth of
information regarding the life history of species, fishery information with diagrams of
popular commercial fishing methods and consumer information about edible fish,
cephalopods, and crustaceans from the Pacific and a step lgystaekuguide for direct

and indirect printing. This book is illustrated with sixty three of Devggegakuprints

The detailed information provided, clearly represents Dewees scientific
background and yet with regard ggotakuhe comments on the artistic expression of his

prints:

AiA few times my works has taken on a sol emni
pond full of valuable koi carp lost many of his fish because of a pump failure. He
immediately called me and asked that | do prints of his prize fish. Another time an

aquarium store owner called to request a print of his deceased longtime companion, a
Brazilian arawana. Incidents like these point up the characteristic fascinatyotaku It

is a technigue that allows one to make an exact, literal recastjetsand events while

directing the viewer's perception of them through selection and comopodithe image is
accurate and Atrueo but can be shaped so as t
this sort of communication that any artist se

Dewees has published assorted articles and illustrations gypatatky and taught
numerous classes and workshops, his work has been exhibited in prestigious solo
exhibitions of gyotaku and groupexhibitions of gyotaku and nature printing across
America, Japan and New Zealand. The majority of his prints are of aquatic speeintk
can be found in private and public collections. Christopher comments on his website

(Dewees, 2008):

AiMy job as well as my passion for fishing br
Over the years I've developed contacts with other psintth the midl970's Eric

Hochberg, Jr., myself and a Pennsylvania botanist Robert Little put together the Nature
Printing Society. We expected to attract 15 or so people with similar passion for nature
printing. Little did we know that the Society wouddon grow to over 300 members from
around the worl do.

F. G. (Eric) Hochberg, Professor and Curator Emeritus of the Invertebrate

Zoology Department of the Santa Barbara Museum of Natural History has had an equally
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successful career, actively involved ineasch on a diversity of marine and terrestrial
mammals. His main area of research is the taxonomy and biology of cephalopods and
their parasites. He is one of the world authorities in this field and has had several species
named after him by other scietisWorking with colleagues Hochberg has named and
described thirty one new species. He-feconded and served as president of the
Cephalopod International Advisory Council (CIAC) and in 2009 he was presented with a
Lifetime Achievement Award for his workS@nta Barbara Museum of Natural History,
2012).Hochberg is one of the leading nature printers in the USA and has been active as a
printmaker since 1968. His prints are represented in private, corporate, and museum
collections in North America, Europe, Awslia and Japan. Hochberg produces prints
from a diversity of natural subjects which involves printing by hand and printing press
and both the direct and indireglyotakutechniques. However, unlike margyotaku
practitioners who favour one particular gdi, Hochberg is equally skilled at botanical
printing (Figure8) and aquatic life forms. In Sukey Hughes article 'Eric Hochberg's Fish

Heads and Other Rubbings from Nature' there is an explanation for this duality:

i What dtintarestedbin is the subject itself, and how to best express the form on a
pi ece of paper . 0 Hochberg's met hod combi nes
harnessed intensity, the same qualities he brings to his science. He is rare among printers in

that he is accomplished at bot h plant and fi st
says Virginia printer Marian Cromley who exhibited with Hochberg in a show at the
Smithsonian I nstitute this year: fifiHaures one of

printing he has recorded serpent stars and seashells, barracuda and bat ray, hatchet fish,
shovelnose guitairfish, and one rare big scale pomfret found by two old ladies on the beach.

He's captured the graceful, fleeting impression of male leavdsshepherd's purse, wild

cucumber, sudew, filaree, and ground pine. In a breezy print of a plant called goat's

beard, Hochberg's imagination and art take flight in the image of dried flower seeds

plucked and scattered about the flower as if caughttlyt wi ndo ( Hughes, 1981,

Hochberg belongs to several international and national organisations which are
concerned with printmaking, natural science illustration and the dissemination of

information regardinggyotaky these have included; memberstip the Japan based
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society devoted to fish printingsyotakuno-kai, from 1983 to 1988, the Wildlife Art
Society of Australia from 1985 to 1988 and he is presently a member of the Guild of
Natural Science lllustrators (GNSI), Santa Barbara Printmakerdntémational Fish

Print Studio, based in Higashimatsuyama, Japan (Personal communication, September 17,

2012).

In 1976 Hochberg became a lifetime member of the NPS. In 1985 Hochberg was
the Museum of Victoria's Science and Humanities Scholar, whicHezhhim to create a
gyotakuportfolio of Australian plants and fishes. This exhibition toured Australia during
1985 and 1986 accompanied by a publication about nature printing techniques written by
Hochberg (Hochberg, 1985). As well as participating irsfig@ous one person and group
exhibitions he has also curated innumerable exhibitions. In 2000 Hochberg curated the
large exhibition ‘Impressions of Nature' at the Santa Barbara Museum of Natural History.
Hochberg has published numerous articles aboutrengbunting, taught classes and
workshops and presented public lectures. The archives of the NPS have remained at the
Santa Barbara Museum of Natural Historyand Hochberg has been the archivist from 1976
to 2011. Al t was t hi s reptlyisfiuanded Eric's irvdlventete mu s
in nature printing by having a venue (the Santa Barbara Museum of Natural History) for
classes, ar c h(Andeesen, 2000)h 197X beforb thd feaunding of the NPS
Hochberg was already teaching naturetprnand taught a weekend fish printing class at
the Santa Barbara Museum. Two of the participants were Genny and Shane Anderson,
who remained friends with Hochberg over the years and yet had little involvement with
nature printing. They returned ggyotaku in the late 1990's and often work together on

large specimens. It is interesting to note that although Hochberg was already teaching
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gyotakuclasses in 1975 he continued to study and take part in classes taught by master

printers and nature printers frofustralia, Germany, Japan, North America, and Taiwan.

Hochberg declares that his biggest influences in nature printing have come from
Robert Cale, an artist who studied at the Rhode Island School of Design, Southern lllinois
University in Carbondale and #telier 17 with Stanley William Hayter and Krishna
Reddy and the botanist and biology professor and botanical printer Robert W. Little

(Hughes, 1981).

by EEG. Hochberg

Figure 8 - Leaf prints made by Eric Hochberg featured in a handout 'dlatur
Printing: Leaves & Plants'. Imageproducedy the author with permission from
Eric Hochberg.
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The work of the late Robert W. Little can be found in both private collections and
important botanical collectiongigure9) such aghose of the Hunt Institute for Botanical
Documentation at the Carnegie Mellon University, Pittsburgh Pennsylvania. Little was a

selttaught nature printer and states:

filt wa s -1I980's thdt eny experiments began. They were stimulated by a single
paragraph in a Boy Scout manual on how to make leaf impressions. | liked the results, and

for many years in my spare time as a teaching biologist | continued to print plant specimens

of diverse species. Eventually | began to experiment with different tfpieks and a rich

variety of Oriental papers. Training in the fine arts led me to pay attention to colour
combinations, form and design, and my wor k t

p.7).

Little had a wide experience as a botany and biologshera He taught classes at
various high schools, higher education institutions, art and craft institutions and natural
history museums including: Haler High School, the University of Pittsburgh, Powedermill
Nature Reserve of the Carnegie Museum, Califothmaversity of Pennsylvania, and
WQED the educational television channel. Robert was the first president of the Nature
Printing Society, Dewees was the first Newsletter Editor and Hochberg the first Secretary
and Treasurer. Clara Herron reports (Herrorg 89, p. 15) nAt | east 3

printing society's members began as Littl e

In 1976 Little publishedNature Printingand in 198%Creative Concepts in Nature
Printing (Little, 1985). Before this he collaborated ¢ t1970 book titledAs Oaks from
Acorns Sproufeaturing Little's nature prints and haiku by Billie O. Hubrig, who at the
time of publication was a professor of ElementaryEducation at the California State
College, California, Pennsylvani@Hubrig & Little, 1970). Many of Little's students
continue to practice nature printing aggiotaku One such former student is Gudrun

Garkisch who:

fitook her first class in nature printing witdt
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since. She has been a membkthe Nature Printing Society since 1986 and has attended

many of their annual meetings and workshops as a student and as an instructor. From

nature printing by hand she has branched out to monotype, intaglio and nature printing on

her etching press. hs a member of the Pittsburgh Print Group and has exhibited her

prints in juried as well as invitational shows. During the summer months, following in the

footsteps of Robert Little, she keeps up the tradition of teaching at Touchstone Center for

Craftsin Farmington, Pennsylvania, where many a printer had been introduced to the art

and technique of nature printingo (Larsen, 20

In June 2013 from the 24th until the 28th Gudrun was teaching nature printing at
the Touchstone Centre for Crafts. Tanbur his name a Robert W. Little Scholarship was
set up by the Touchstone Center and is open to any student enrolling at one of their adult

level nature printing classes.

Figure9 - Spanish moss and live oak featured on tbatfcover of the exhibition
'In Touch with Nature: The Art of Nature Printing in America'. Photo by the
author.

Another honour for Little was the invitation to become a member of the group

Gyotakuno-kai and having his work included in their 1972 publicatias one of only
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three nonlapanese members. Little met Professor Yoshio Hiyama in 1956 at Janet
Roemheld Canning's home in Maryland and it was the first time that he had heard the
word gyotaku pronounced with a 'g' as in Goethe. He was also able to cpestica
specimens printed in the direct and indirect techniques (Little, 1976 As.@ member of
Gyotakuno-kai Little was invited to exhibit his prints in Tokyo, in 1972 and 1974 and

visited Japan for the 1972 exhibition. The group had held at leastxbit@tion in Japan

every year since its inception in 1955 and
was held at the American Museum of Natural History in New York City. This exhibition

also toured to other cities in North America.

Another exhilition which had a major influence upon the public's awareness and
appreciation of nature printing involved the three founder members of the Nature Printing
Society. Eric Hochberg was the guest curator and Christopher Dewees and Robert W.
Little (Figure 10) assisted Hochberg as jurors. The renowned exhibition 'Pressed on
Paper: Fish Rubbings and Nature Prints' was jointly organised and sponsored by the Santa
Barbara Museum of Natural History, the Nature Printing Society, the Smitrss
National Museum of Natural History, and the Smithsonian Institution Travelling
Exhibition Service $ITES) (Hochberg, 1981). Thimaugural show was held at the
National Museum of Natural History Smithsonian Institution, Washington, DC and the
exhibtion toured North America from April, 1981 until February, 1985. It then went to
Australia where it was displayed from June, 1985 until October 1986: The show featured
fifty five works from twenty six printmakers based in the USA and Canada. Undoubtedly,
many visitors to the exhibition contacted the NPS and became members of the society
while others realised that there were other people with similar interests and that they no

longer had to work in isolation.
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With the current advances in print based teabgiels, the revival of historical
printing techniques and photographic techniques, and the manufacture and availability of
new materials, printers are currently able to experiment with a wide reserve of techniques
and materials enabling new subject mattebeé printed. Therefore, nature printing itself
is in a healthy state of flux, unlike some other print techniques in which very few
advances are being made. Also, the greater awareness and desire to have a low impact on
the planet and its resources pgi®taku at the forefront of ecdriendly and nortoxic

printmaking.

Figure 10 - Original logo designed by the founders, Christopher Dewees, Eric
Hochberg and Robert W. Little. Courtesy of Nature Printing Society

2.6. Contemporary Gyotaku

Roderick Cave (Cave, 2010, p.168) professes:

iThose coming to nature printing today have |
are quite different from those of previous generations. Special packs of sensitized paper for
making cyanotypes aravailable from many craft suppliers. Sitting at my desk, with a
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packet of skeleton leaves from Thailand (which | have purchased in a craft shop in a small
English country town) | can experiment with different combinations of these fresh or dried

plants ormy computer, | can print out a variety of attractive images and never even get my
hands dirty. It is a new world. o

It is not only the precoated cyanotype papers mentioned by Cave, but also digital
printing technologies, digital photography and printdemand facilities which have been
added to the contemporary nature printers 'tool box'. Taglatakuis used by a wide
variety of people including artists, designers, educators, fishermen, illustrators and
scientists, for diverse reasons from creatingksf art to illustrations and decorative
applications, fishing trophies, educational and research purposes. Their original
impressions can be manipulated and reproduced with the help of these new materials and
techniques. For example magyotakupractiioners take a considerable amount of time
to create the perfect print. They now have the opportunity to reproduce this print as
limited, or unlimited, giclee prints on archival quality canvas and papers. They can also
manipulate images on the computer &age these digitally printed. In 2006 Genny and
Shane Anderson made their first digital prints on canvas from an orggiatakuprint of
a opah fish on white polyester fabric (Anderson, 2008). By taking the origyaahaku
print and taping the fabric ta piece of foam core any visible wrinkles are eliminated and
it is then possible to take a high resolution digital photo. The photo is then manipulated
on the computer using Photoshop software. In this case the orientation was changed so
the head of theigh is facing towards the right, this was then printed out at a local camera
lab as a digital print using archival quality inks. The digital print is sprayed with an
acrylic coating which protects it from environmental pollution and filters out a certain
amount of ultraviolet light. The Anderson's issue a certificate of authenticity with each

digital print signed by both of them and stamped with their signature seals.
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Original gyotakuprints are used in various ways to create works of art. The artist
Fred Rsher of 'Aquatic Impressions' is an avid fisherman and it was his interest in fishing
that led to the desire to create visual memories of his catch ggatgku Unlike some
other artists who create underwater scenes by printing seaweeds, or rocksiaia aq
plants, Fisher uses mixed media techniquegyotakuand collage. He applies genuine
objects generally collected at the fishing location such as dried seaweeds, aquatic plants,
sand, shells, and pebbles to the canvas or paper that suppprtdaéu printed fish

(Fisher, n.d.).

Artists have also usedyotakutechniques to create limited edition handmade
artists books such aehe House of Cogublished in 1996 by Picnic Press in Phoenix
Arizona. Designed, printed and assembled by Linda Smith withbiexCarol Schatt the
pop up structure is designed to imitate a house of playing cards with a fishing trawler on
top and netting covering the structure. It is comprised of relief line engravings and
gyotakufish, printed on a variety of Mexican, Philippiaad Thai handmade papers in an

edition of fifty. It is signed by the Author and printer (Smith & Schatt, 1986).

Recently, the Spanish artist and Director of the Paper Mill Museum Capellades,
Victoria Rabal created a limited edition artists book to accompaer project and
exhibition Gyotaku capturar I'anima dels peixo$Gyotaku capturing the spirit of fish).
Several of hegyotakufish impressions, which were printed on location at the Central
Fish Market in Barcelona, were reproduced in a screeriegrioook igure 11). A
limited edition of three hundred copies was printed by taller Vallirana, Barcelona in 2011
onto abaca handmade paper produced by the Paper Mill Museum of Capellades. The text
was written by Jordi LleonartFisheries Biologist and Scientific Researcher of the

Institute of Marine Sciences (CSIC), Barcelona, Richard Schweid a North American
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author and journalist and Joana Mas6 a Lecturer at the University of Barcelona,
Researcher at the Center for Women aneérhiture and UNESCO Chair for 'Women

Development an@€ulture' (Rabal, 2011).

Figurelli Victoria Rabal artists limited edition boo&yotaku capturar I'anima
dels peixo's 2011. Photo courtesy of Lourdes Grobet.

Contemporarygyotaku artist can not only produce artists books using genuine
gyotakuor gyotakuprinted in another medium such as screen printing, used in Rabal's
book, but can now create and publish their own standard format books of their work for
use as exhibition ¢alogues and monographs, using a number of companies based on
line. New digital printing technologies have contributed in part to this and current
concerns regarding environmental conservation combined with a desire to create
multiples has led to 'print cslemand' ofline companies. This technology has made short
run and limited edition print runs commercially viable in a range of formats including;
various dimensions, black and white or full colour, soft back, hard back, on a range of
papers. The artistavks on a computer to create the layout and finished printed project.

When this has been proofed and finished by the artiiherit is uploaded to the 'print on
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demand' website and can be purchased by anyone with access to the internet. Once the
custome 6 s payment has been verified the prod
shipped anywhere in the world. A perfect example of this is the Hdwek Gyotaku

Project by Jeanettelobson (Jobson, 2011) availalfitem 'Blurb’, in either soft cover,

hard coer with a dust jacket, hard cover with an image wrap and also ashaoke,

ibook, which can be downloaded onto an iPad.

Another person who has taken advantage of the availability epsblishing is
the Canadian professiongyotakuartist and avid arlgr, Mya DeRyan, known as The
Fish Rubber Her bookFish Tales and StorieDeRyan, n.d.) features images of her
saltwater and freshwatgyotakufish and a baby Green Sea Turtle which was produced
as a special project sanctioned by and in support oCtrébbean Conservation Corp.
Two hundred and fifty impressions were taken from a perished turtle hatchling and
DeRyan believes this may be the figggotakuof a Green Sea Turtle, as they are a
protected species and she has not been able to locate &mycdlisrecords of turtle

rubbings.

Today,gyotakupractitioners are able to reproduce their origmatakuworks in
other print mediums which offer quick and accurate solutions for reproduction onto a
variety of substrates and objects. It is no longaressary to spend an entire day printing
a genuineggyotakuonto an item. Once the artist has created a suitable image it can be
reproduced in a fraction of the time taken to create the original. At present two companies
in England take advantage of variowproduction methods to print a range of interior
décor and unique coastal products, which started life as origymahkuimpressions.

Natalie Mason explains that the artist:

iSusie Ray at The Padstow Mussel Co. has g
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beachcombing in Cornwall from a young age, taking inspiration from the many interesting
treasures washed up daily from the Atlantic. As time has gone by Susie has made a living

using her love of the Cornish coast and has now found a way for the lodatadtave a

more | asting i mpression in her worko (Mason,

Ray startedyyotakuexperiments by printing prawns and shells using oil paints
and an old cotton bed sheet. She then progressed to crabs which she found more
challenging as the claws had to fmnted separately and the pieces joined back together
on the computer. After pleasing results Ray started printing fish from the local
fishmonger called, 'Wingsivhich has a range of locally caught fish. Ray explains that all
of the gyotakuimages are canned into her computer where she paints in the eye if
necessary, and cleans up the area around the prints (Ray, n.d.). Once the image is
perfected on the computer they can be printed out onto paper or canvas as limited edition
prints or screen printed as her range of one hundred percent cottontoeeels. The
Padstow Mussel Co. has a range of items in the Cornish Fish Rubbing Collection from
teatowels, to handmade greetings cards signed by the artist, digital reproductions printed
on archival paper wh pigment dye light fast inks and a new range of bone china mugs
and tableware. Ray's seaside inspired work is well known in England amgydtaku
collection has been featured in the 2013 July issue of issue of 'Country Living' magazine

(Hardage BarreQ013).

Another enterprise, The Real Fish Rubbing Company was launched in 2010 at the
Fossil and Art Fair in Lyme Regis, England. A collaboration between local artist
Christine Allison and business owners Tony and Stephanie Colston they offer a range of
gyotaku images reproduced as greetings cards, canvas mounted or unmounted on a
wooden stretcher and signed by the artist, ceramic tableware and tiles. In recent
collaborations with a company called 'The Reefer Sail Company' diietakumarine

images haveden printed on recycled sail cloth to produce wash bags, tote bags, cushions
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and the quintessential furniture of the British seaside, deckchairs (Colston, 2010). Unlike
the Padstow Mussel Co. they do not have their own shop but items can be purchased from
stockist in Dorset, Devon and Cornwall including the shops and café of esteemed seafood

chef, Rick Stein.

Handmade and hand printed ceramics feature prominently in the work of
Hawaiian artist Reid Yoshida based in Honolulu. He graduated in Fine Arts, with
specialisation in painting and ceramics, from the University of Colorado in Boulder,
USA. Born and raised in Hawaii, Yoshida is an avid fisherman whose work is influenced

by the oceans. He states in personal communication to the author on Septembe2:25, 201

iMy ceramic art ventures into new territory e
clay. My goal was to discover a way to combine ceramics and painting to create new and
extremely original pieces. This goal materialized in February 2000, whemteatia of art

meshed. Clay became my canvas for the printing and painting of prized Hawaiian reef fish.

| began perfecting the ancient Japanese style of fish printing @GH&TAKU 0o

Figure12 - Reid Yoshida hanthade andjyotakuceramic printed tiles, Mahi
Mahi, 2008, 1270 mm X 965 mm. Photo courtesy of Reid Yoshida.
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He has developed a method of pressing fish into wet clay with just the right
amount of pressure to create an image which is fired and then painted with d@oloure
glazes and fired agaifrigure12, Figure 13, Figurel4 andFigurel5). This creates works
which capture both the texture atiegé colour of the fish and shellfish. His work sells to
collectors around the world and has won awards at local and national exhibition, some of
Yoshida'sgyotakuworks can be seen in Hawaii at the Nohea Gallery and at the Coral

Creek Golf Course.

Figure 13- Reid Yoshida, hand thrown ceramic witiiotaky butterfly fish, 2010,
457 mm diameter. Photo courtesy of Reid Yoshida
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Figure 14 - Reid Yoshid, hand thrown ceramic wityotaky Opae, 2010, 407
mm diameter. Photo courtesy of Reid Yoshida.

Figurel5 - Yoshida, hand throwneramicwith gyotaky Menpachi, 2010, 660mm
diameter. Photo courtesy of Reid Yoshida.
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Ceramics of a different nature were produced in a collaboratith the Florida
artist and Captain of a desyater fishing vessel, Gregory Aragon and Denis Spanek of
Spanek Enterprises who create a range of ceramic tableware called 'L'Art Pour La Table'
and the Portuguese ceramics specialist company A. S@fitpse 16, Figure 17, Figure
18, Figure 19 andFigure 20). During the New Orleans Gourmet Product Show Aragon's
gyotakuimpressionsvere on display and viewed by Licinio Reis, the owner of A. Santos
Ceramics, Portugal. Working with Spanek Enterprises they launched a range of limited
edition ceramic platters made by the A. Santos company and decorated with lead free

ceramic decals fromAragon's’ originagyotaku:

fiThe platters are offered as collectable | im
longer be produced. All platters are dishwasher safe, freezer proof, and can go directly from

the freezer to the oven to the tablesiBadisplayed on the wall, in private and commercial

| ocations wherever fish are revered. o0 (Spanek

Figure 16 - Black Grouper ycteropercabonac). Photo courtesy of Spanek
Enterprises.
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Figure 17 - Snook (Centropomusundecimalis). Photo courtesy of Spanek
Enterprises.

Figure 18 - Mutton Snapper Lutjamus analiz Photo courtesy ofSpanek
Enterprises.
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Figure 19 - Warsaw GrouperHpinephelus nigritis Photocourtesyof Spanek
Enterprises.

Figure20 - Scamp KMycteroperca phengxPhoto courtesy of Spanek Enterprises.

A wine designed specifically to accomparsyshi and sashimi was named
'‘Gyotaku. Domaire Mittnacht Freres is a wine producer in the Alsace region of France
run by Christophe and Marc Mitthacht, who wanted to create a wine specificadiysior
andsashimi In 2010 they produced the cuv&gotakuan organic, still, white wine. The

label is @signed with a fish print which resembles a diggaitaku(Figure21).
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DOMAINE

MITTNACHT

CUVEE

GYOTAKU

Figure21 - Wine label with agyotakufish image for the Mittnacht Freres Estate,
Alsace France. |Image courtesy of Mitthachtréres website at
www.nouvellesselections.com/winery

Chardonnay

2009

13.5%

Figure 22 - Wine label with an indirecgyotakuseahorse by Boshu Nagase for
George Mure, Tasmania. Photo courteEyaichi Yabe.


http://www.nouvellesselections.com/winery

Mures, an iconic Tasmanian family business that supplies sustainably caught and
sourced seafood, produces a Chardonnay wine called the George Muir (Personal
communication with Natalie of T. Wright, Fine Wine & Spirit Merchant on 19 January,
2012). This was first made in 2009 and the label has the image of a seahorse, which is

reproduced from an original indiregyotakumade by Boshu NagasEigure22).

Vanity Fair magazine published a photographic project in 20l@dc&ood Porn'.
Chefs, restaurateurs and feadrld luminaries were asked to send them their culinary
snapshots taken on their iPhone. Japanese chef Masaharu Morimoto who has 28 years
experience in the food industry, an awarthning cookbook and recegtbpened his new
restaurant Tribeca Canvas' in New York (Bereznack, 2012) participated in the project and
amongst his photos of a wasabi root, ornatisHicake' and savoury Japanese pancakes
was an image of a blaagyotakufish printed on a white sentte (Figure 23), its body

formed from an arrangement of colourful vegetablessasthimi.

Professionalgyotaku artist such as Naoki Hayashi record their prints using
gyotakuand provide this service for others. Hayashi helped igrdeyama a young
fisherman in Hawaii by creating diregyotakuof a fish that Toyama discovered. This is

reported on the Hawaii Newgetwork (Anon., 2012):

fiToyama saw a strange fish floating in the we
Eel, turne out to be a Slender Horned Armoured Gurnard. They are found in deep tropical
waters around the world. o
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Figure23 - Sashimi and vegetabbgotakuby Chef Masaharu Morimoto for the
Vanity Fair Food Porn project, 2012. Image udesy of
www.vanityfair.com.culture/2012/10/masahanorimotairon.chefiphonefood
photos

Hayashi was able to print two-ghirts and a canvas which was framed and

explained:

i What I am trying to do is not rshawli'ny dupl i c.
trying to capture the character (of it) so the person can relate to the day he caught it or
found it and then to live with it....Ilt"s th

Another of Hiyashi's services is providing customised surfboandshf® local
community Eigure 24). He works closely with the client to ensure the image and
placement on the surfboard is perfect. Billabong, a-wmdwn sports and leisure wear
company worked in collaboration with the Hawaii édgyotakuartist Dane Kai Kondo
to design a line of clothing in 2010. Kondajyotaku images can be viewed at
(www.kondayyotakuned). Billabong produced a limited edition range of board shorts
suitable for surfers and as beachwear which are decoratedepitiductions of Kondo's

gyotakuprints of fish with either a plain white or black background colour.
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Figure24 - Naoki Hiyashi in his studio with a completed surfboard in the corner.
Photo courtesy of Eric Hochberg.

Books abat fishing are occasionally illustrated usiggotaku One example is
called Where thetrout are all as long as your legritten by John Gierach which is
illustrated in black and white by the authors' dirggbtakuof fish made in Colorado,

USA in the summer of 1990 (Gierach, 1991). A colourful publication was produced in
2012 entitledSaltwater Flies of the Southeast and Gulf Codstis book contains text

and photos by the author Angelo Peluso, who has been a fisherman for more than fifty
years, and fultolour gyotakuby the artist Charlie Brown (Peluso, 2012). A professional
anaesthesiologist and keen fisherman Brown, first read ajymtakuin 2004 or 2005

and started to experiment he explained:

fil t hought it was i ntshrselghoughm gmightltry ic labobught a | ot
inks and first tried it with my then Ilittle
(Brickley, 2009)

Browns experiments rapidly turned into a small side business. He uses the direct
technique and mostly trige mimic the colours the fish has when first caught. He prints

these onto a variety of papers from Mexico, Thailand, Nepal and Europe and handmade
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papers from Japan. The Tower Gallery' in Sanibel Florida first exhibited his work and
examples can be seah'2 Islands Gallery' in Chadwick Square at the South Sea Islands

Resort in Florida.

Technology which may help fishermen who are interestedyyiotaku was
developed by Waveon Co. Ltd., and released as a free download application (app) on the
5 January, 200. TheGyotakuapp fFigure25) is compatiblewith iPhone, iPod touch and
the iPad. It enables a GPS and map system to be used and claims that it is possible to

make a digital fish print using this app.

Sea Bass

90.5cm

at Chigasaki fishing port
Dec. 20, 2009

John Smith

i @ 1

Figure25 - GyotakuApplication developed by Waveon Co. Ltd. Image courtesy
of itunes.apple.com/br/apgp/otakuid346527202?mt=8

Gyotakuhas also been used to illustrate seafood cookery bdlgggune's Table,
Cooking the Seafood Exotigaiblished in 199 is written and illustrated in the direct
gyotakutechnique by Don Hubbard (Hubbard, 1997). Since Hubbard saw an excellent
example of a Japaneggotakuat the library of the Scripp's Institution of Oceanography

in 1968, he has printed over a thousagyhtaku of fish, shells, crustaceans and
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cephalopods. Specimens are printed using wadeed inks and then eaten at the end of a

printing session.

The people who practisgyotakulike the art itself cross the boundaries of the
fields of art, science and fislg and generally have a background in, and appreciation of
one or more of these areas. Also, many have concerns for nature and the environment and
ensure their aquatic specimens come from reliable sources and if edible they generally eat
them at the endfa printing session. Manyyotakupractitioners pass on their knowledge
about nature conservation and their printing skills by teachywakutechniques and
exhibiting theirwork (Figure 26). One sucheducator is the award wimg illustrator,
designer, and mentor Deborah Withey. Hpotakutitled '‘Double Image Plaice' has
featured on the cover of ARTicle magazine issue N° 6 and inside the magazine to
illustrate an article she wrote about her practice (Withey, 2010;4)p Gther gyotaku
works have been shown in numerous exhibitions and events. Withey, an American who
now lives in Pembrokeshire, Wales, UK first encountgpgatakuas an undergraduate art
student in America and made numerous prints. However, her work afteratjocadas a
visual journalist meant that she rarely practiggdtakuor other handsn forms of art
until she moved to Wales in 2009. Withey teaciastakuclasses at her Cheese & Pickle
Studio in Wales and London and has designed the syllabus for gkingnclasses at the
local college, which includegyotaku Also, as part of Pembrokeshire Fish Week, an
annual celebration of the maritime heritage of the county of Pembrokeshire she has

providedgyotakuworkshops and demonstrations.
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Figure 26 - Direct gyotaku with additional painting by Deborah Withey
advertising the exhibition at The Brick Lane Gallery, London from the 9th until
the 20" October, 2013. Image courtesy of www.debendthey.com

As discussed contemporagyotaku can remain as an original print or it can be
transferred into other print mediums or manipulated and reproduced with digital
technologies. This enables practitioners to create a range of two and three dimensional
items on various substrates and printliasted or unlimited editionsGyotakuprinting
techniques have also been adapted to create images usingaditonal printing
materials such as those seen in the handmade ceramics methods developed by Reid
Yoshida. As well as the possibility of maniptihg and reproducingyotakuimages and
using different materials, many practitioners ggetakutechniques to create images for
commissions or grant permission for particular images to be used in publications. One
area in whichgyotakuimages are frequrtly utilised is fisheriesscience Figure 27).

Images can be used to illustrate articles and as the covers for scientific journals.
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Figure 27 - Scientific journal cover with a direagyotaku print 'Black Shoal
Diptych' by the author, Rachel Ramirez. Photo by the author.

However, simplegyotakuimpressions created by sports fishermen are still used
today in some sports fishing contests in Japan to verify the size of the catch. These
gyotakuare generdf made in the direct method using black ink on paper. Information
such as the common name of the fish, the name or signature seal of the fisherman, the

weight, location, and the date of capture are usually written beside the image.
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3. Visual Representationsof Nature

3.1.Introduction

Humanity has created representations of nature for centuries. However, it is essential to
acknowledge the influencef cultural perspectives, ideals, illusions and the era in which these
images are created in order to appreciagt and comprehend their significance. In chapter two |
aim to positiongyotakuin the wider historical context of natural science illustration and artistic
imagery associated with aquatic life forms as presently the ajgilettkuextant are impressiong o
fish. Japan and Europe have assembled a vast body of knowledge concerning fishes and other
classes of aquatic life and yet perceptions about these often differ due to cultural perspectives. A
perfect example of this can be found regarding eels. Witlpangse culture eels are perceived as a
nourishing, useful fish, especially being consumed throughout the summer months. It is thought to
give people stamina and relief from summer fatigue call@dubate(Schweid, 2009). In many
Japanese visual represdittas eels are portrayed as vivid, alive and delicious in their appearance.
In contrast, although eel is eaten in many European countries it is generally not viewed as a
delicacy. In London, eel is often associated with poverty and the working claseethatrfted the
numerous 'Eel, Pie and Mash' shops that spumthroughout the city in the mid 1800's. Despite
the city's cosmopolitan tastes of today the eel is generally viewed with repugnance, due to its

external appearance:

AEast er n an dtionWefseelsecould beptermed eoptradictory, divided as they are into two
extreme opinions. One sees eels as useful; the other sees them as frightening and weird. Whether
emphasis is put on the objective view of a nourishing edible fish or on that fishilap external
appearance, resembling a snake, is a problem th
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