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Abstract
Yamanaka and Company is one of the most prolific art dealers in the history of Asian
art market studies. However, research surrounding the operations of his company
remain limited. Contemporary publications have begun to shed light on the life of the
dealer, as well as those men and women he influenced. These new additions, while
welcomed, continue to neglect the art he sold on a macro scale. Journals, dissertations
and two books have highlighted specific works, which are now prized possessions of
major institutions in the U.S. and U.K and yet, there has been no overview of the
majority of his stock. The intention of this research is to investigate how companies,
like Yamanaka and Co., navigated international conflict and laws to reshape the Asian
art market. This underlying theme will be anchored by the first ever assembly of
Yamanaka’s stock of art, which was sold in New York, Boston and London. In addition,
this material will help support a secondary, but important point that Yamanaka, as
well as other Asian art dealers, were in fact an important catalyst for defining what
would become popular Asian art in America and Europe. While the means by which
they acquired their art remains questionable, it will be discussed that Yamanaka and
Company’s drive to share and heighten the understanding of Asian art was an
underlying principle that drove his business. Having become a conduit to Asian
culture, Yamanaka and Company would use their position to promulgate their version
of Asian art history, the effects of which will be discussed in this thesis.
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Introduction

Yamanaka Sadajirō’s 山中定次郎 (1866-1936) arrival in the United States in 1893
would forever change the landscape of the Asian art market. What began as a family
business in Osaka, Japan would eventually expand into one of the most accomplished
art sales operations in the Western world. The precision with which he conducted this
work led to his success not only as a salesman, but as an ambassador to Asian cultures
as well. Existing literature on Yamanaka and his company tends to focus on either the
biographical aspects of Yamanaka’s life, or the greater impact his business had on
expanding the role of Asian art in America. Little is discussed about his operations in
Europe and there is no extensive analysis regarding the depth and acquisition of his
stock as it relates to the shifts in political, social and economic climates of the late 19th
and early 20th centuries in Asia. Often mentioned in passing are Yamanaka’s sales of
individual pieces to prominent collections affiliated with affluent Americans and
Europeans, but they are typically short in breadth and only meant to communicate
the dealer’s relationship with a particular buyer. If he is not mentioned as a supplier
of art then he is commonly labeled as an influence on the transitional appeal towards
Asian cultures in the West. Neither of which expand on why he sold the objects he
did, how he obtained them, or the impact this had on the removal of cultural
properties from around Asia. The intention of this research is to investigate the
creation and facilitation of an Asian art market that relied on the exploitation of an
economically, socially and politically fragmented Asian continent to supply the United
States and United Kingdom as executed by Yamanaka and Company.
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At the core of this research are two businesses whose contributions to the
dissemination of Asian art play the largest role in the forthcoming pages. Yamanaka
and Company, a Japanese owned and operated Asian antiquities dealer and the
American Art Association. The latter is an auction house based out of New York City
that acted as the primary distributor of Yamanaka’s wares in the United States. Both
were instrumental in the advancement of appreciation for Asian art, however, it will
remain with Yamanaka and Company where the core arguments of this work reside.
Secondary figures are presented throughout this research, each important in their
own right, but none as instrumental in guiding the proposed narrative as the two
parties just mentioned. A biography of Yamanaka Sadajirō’s life has been written in
the form of a combination of Sadajiro’s own words and those of his son in the book,
Yamanaka Sadajirō den published in 1939. Yamanaka’s upbringing, interaction with
patrons, and thoughts on how he conducted his business are all present within that
text. It is not the goal of the author to repeat what has been published in that work,
however, a brief introduction regarding his early life and move to the United States
should be shared in this introduction. In addition, it is also important to acknowledge
the creation of the American Art Association and their sales of Asian wares, to better
anchor the larger historical picture presented in this dissertation.
Yamanaka Sadajirō was born Adachi Sadajirō in Osaka, Japan on 11 July 1866.
His father and mother, Adachi Shingorō 安達信五郎 and Mon 紋, managed an
antique store in southern Osaka.1 It was in this region, known as Sakai, that Japan had
retained major commercial enterprises for the better part of six-hundred years.

1

Yamanaka Sadajiro was born under the family name Adachi, he would later adopt
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Adachi Sadajirō’s proximity to this commercial center and the everyday direction from
his father, would greatly influence his own business acumen. Following Adachi
Sadajirō’s finishing of grammar school at the age of twelve, Shingorō would lead his
son into the family business.2 During these early years Adachi Sadajirō would have
learned the trade through the actions of his father. Alongside teaching him the dayto-day operations, Shingorō was also grooming his son’s ability as a connoisseur of
Asian antiquities. By 1878, Sadajirō was apprenticed with a significantly larger antique
shop owned by Yamanaka Kichibei 山中吉兵衛.3 It was here that Adachi Sadajirō
began to formalize his own approach on how to run a business. The intensity with
which Yamanaka Kichibei ran his shop had a lasting effect on the principles and
practices Adachi Sadajirō would carry over to his own firm. Persistence, diligence and
a strength of purpose would become core tenets of Yamanaka and Company.
From the outset it would appear that Adachi Sadajirō was interested in
expanding his role within the business. This was most apparent when the young art
dealer’s ambitions to travel abroad and open a foreign office saw him enrol in a
commercial school, as well as studying English at a Buddhist temple in 1883. By 1886
his studies had reached a self-prescribed level of sufficiency for which he felt he could
make an attempt at departure, via Yokohama to the United States, unbeknownst to
Yamanaka Kichibei. His plan was short lived though, as he was foiled at the docks and
sent back to his boss. This endeavor was not met with complete failure, as Yamanaka
Kichibei took notice of Adachi Sadajirō’s determination to establish himself in his own

2

Thomas Lawton. “Yamanaka Sadajirō: Advocate for Asian Art,” Orientations, vol. 26,
no. 1 (January 1995), 80.
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Yamanaka Keichibei’s store was located at 3 Koraibashi, Higashiku in Osaka, Japan.
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right. It was Yamanaka Kichibei’s admiration for Adachi Sadajirō’s spirit that would
lead the elder Yamanaka to formally adopt Adachi Sadajirō in April of 1889.4
Ever driven by the prospect of foreign trade, Adachi Sadajirō pressed the idea
of opening a business in America. Having witnessed a shift in Japanese federal
regulations associated with the importation and exportation of goods for private
entities he knew places like America offered a chance for greater expansion and
development. 5 Adachi Sadajirō’s awareness of the Western bourgeoise’s growing
appreciation for Japanese art, more specifically ukiyo-e 浮世絵 and the works of the
Kōrin school, connected with the developing idea of that there was a void in the
market that could only be filled by a native Japanese dealer.6 It would become a major
foundational moment for the way he would operate his business from here onward.
Married and with a son by 1890, Adachi Sadajirō (now Yamanaka Sadajirō) would soon
set out to build one of the most successful Asian antiquities businesses ever to have
existed.
On 3 November 1893 Yamanaka shipped out from Yokohama on the steamship
Empress of China bound for western Canada. Upon arrival in Vancouver he and his
companion, another adopted son of Yamanaka, Shigejiro, along with two men as
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Mark Mason, "The Origins and Evolution of Japanese Direct Investment in
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added support hauled their merchandise onto a series of trains heading to New York
City.7 On 26 November 1893 they arrived in New York where they would soon open
their first shop and begin their ascent into the world of Asian art sales (fig. 0.1).
Yamanaka’s presence in the United States was by no means the first contact
with Asian dealers, or antiquities, for North Americans. Ownership of Chinese art had
granted status to American collectors well before the American Revolution (17761781). Chinoiseries had migrated from Europe to America in the forms of pattern
books and decorative arts that would later influence the designs of Thomas
Chippendale; who adopted styles from these works and incorporated them into their
own furniture designs.8 Following the revolution, American ships would make their
first journeys to China in 1784. Seafaring companies based out of the Northeastern
United States would begin directly supplying American consumers with Chinese
goods, which remained popular into the early 19th century. There was a noted decline
in interest in such wares in the first half of the 19th century, however, World’s Fairs
and Commodore Matthew Perry’s 1853 arrival in Japan reinvigorated the American
appetite for Asian objects by mid-century. The long-standing market for Chinese
wares was now being saturated with Japanese goods, which in time co-opted the
market and eventually superseded interest in Chinese objects.
Japanese representation and displays at the Centennial Exhibition in 1876
induced a new wave of collecting in the United States. Objects from Asia, and more
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specifically Japan, conferred sophistication on the owner by making them appear as
though they were knowledgeable in respects to cultures and art that were perceived
to be exotic and difficult to breach at that time.9 These regional artistic blocks could
be attributed to examples like the stylistic choices associated with Asian art,
specifically spatial ambiguity and asymmetry. While some mediums were difficult to
connect with, others like the decorative arts, had long held a grasp on the
international market and were used as learning tools for collectors in both the United
Kingdom and the United States.10
The early appeal of Japanese wares in the United States could be summed up
by a quote from a catalog published in 1880 by A.A. Vantine and Company titled The
Japan Idea: Art and Life in Victorian America, which said:

Opening with the now familiar boilerplate references to the “isolated
conditions” of ancient Japan and the “originality of her works,” Vantine
contrasted the Japanese “love of nature” and their “unrivaled grace” to the
“decline of handicrafts” and “loss of individuality” due to the “increasing use
of machinery” in the West and concludes with the inevitable pitch that you too
may join “the most cultivated, artistic people” by jumping on the bandwagon
and embracing Japanese art.11
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For a greater overview on the relationship between the arrival of Japanese goods in
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Before Yamanaka set foot in New York, a powerful ally to the company in the
arts trade had already emerged. The American Art Gallery (soon to be the American
Art Association) opened its doors in the Kurtz gallery on Madison Square on May 5,
1879. The New York Times was present to report on the new enterprise where they
proceeded to endorse this new artistic outlet. At the time the primary focus of the
gallery was to sell works by native artists who charmingly referred to art dealers as,
“parasites who choke off and discourage struggling native genius.”12 Their attitude
had changed towards AAG since the owners allowed the artists to retain their rights
to the works of art until sold, at which point a fixed commission would be paid to the
gallery. What made this business all the more different was the 25-cent entry fee to
view the exhibit-like atmosphere of a luxurious sky-lit salon. Knowing that such a
financial number would be off putting to many visitors, an injection of Japanese
ceramic wares from private collections were included to heighten the experience.
“Here people are supposed to come to examine ceramics and bric-a-brac, and here
are to lie in wait for the fond purchaser such paintings as may be sent in by American
artists.”13
This annexation of Asian art proved to be fruitful in the years to come, as many
who cared not for American art showed up simply for the display of foreign wares.
AAG’s unique exhibit format encouraged an educational atmosphere that was meant
to stimulate the viewer’s mind while also coyly nudging them towards making a
purchase. What was being achieved at this same time was an advancement on a
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different approach to engaging with the Asian art market, which was appreciation
through connoisseurship.14 During this period the resources available to effectively
discern the quality of Chinese and Japanese objects was at its best mediocre. 15
Decorative arts remained the stalwart of the market through the 1880s and even
when collectors drifted into less popular mediums they often fell victim to amateurish
dealers. Knowledge associated with Asian cultures and art was, as a whole, weak
among the American dealers at that time.
Companies like A.A. Vantine attempted to bridge this gap with glossaries full
of technical terms for objects like Satsuma, but their approach to establishing stylistic
importance was watered down with phrasing like ‘old, new and commercial.’ They
tended to place emphasis on the more vibrant modern versions of the ware, which
were popular at that time. Where AAG expanded on this was by avoiding those types
of displays and instead focusing on works with richer provenance, even if aesthetically
it was not as palatable yet for the larger American public. This commercial nurturing
of taste was successful in its effort to expand interest into the greater arts of Asia.
Slowly, but surely, artwork from Japan and China began to find itself present at more
auctions and exhibits. What was not yet known by American companies was the
impact Asian dealers were about to have as cultural brokers.
By 1883, James F. Sutton, Thomas E. Kirby and R. Austin Robertson had
transformed the American Art Gallery into the American Art Association. The
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maturation of their business over the next twenty years would see the trio shift from
prize funded exhibitions to an auction business that would promote sales of French
Impressionist painters and sculptors, as well as the private collections of affluent
Americans.16 Such representation would remain standard for the auction house, but
it was with their early alliance with Yamanaka Sadajiro that they would assist bringing
Asian art into the collections of many in the United States.
Studying the collecting of Asian art in the United States and Europe has been
a growing topic of interest for scholars over the course of the last fifty years. What
began with a canonical address of the prominent role players during the 19th and 20th
centuries have since evolved into a less biographically driven writing. Contemporary
publications have begun to analyze the reception of these dealers as cross-cultural
brokers whose ability to act as medians between the worlds of business and art
allowed for a more thoughtful migration of ideas.17 This dissertation will attempt to
further synthesize a larger interpretative analysis with the topics of object culture,
politics, economic values and aesthetics, as they relate to objects predominately from
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China and Japan. Where this research intends to expand upon the topic of
dealer/broker is in the deconstruction of the idea that there was a discursive approach
to how Asian art dealers sold their goods. Men like Yamanaka Sadajirō may have bent
and swayed to the needs of the affluent, but they did not break. The correspondences
and kind eulogies written to them provide surface context to a business that was good
at selling itself. What many of those buyers neglected to realize was that Yamanaka
and Company was always in control. It was his business that was in China every year
securing new stock and it was his selection that made its way to each market. The U.S.
and U.K. markets were told what was ‘good’ by men like Yamanaka, not just the
scholar in Boston, or the aristocrat in Kensington.
Publications from Peter Del Tredici, Yumiko Yamamori and Yuriko Kuchiki are
among the few that observe the analytical aspects of Yamanaka’s business.18 In their
work they maneuver around how his operations can be perceived as both an
enhancement to Asian art history, as well as a reflection of his interaction with the art
market and what he sold, i.e. merchandise and luxury commodities. The latter is often
limited to specific sales, as opposed to the broader analysis of the collections
Yamanaka amassed and sold over his lifetime. Kuchiki is the most thorough of the
modern Yamanaka scholars. Her work balances the mysticism of Yamanaka’s life with
the more practical ebb and flow of a business savant. Her publication blends the
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narratives of his life and passion for art with a great depth of respect for how his
business operated and subsequently sold Asia to the West. At this time, her book
remains only published in Japanese, with only one chapter having been translated into
English. In terms of the first significant emergence of scholarship on Yamanaka,
Thomas Lawton’s publication ‘Yamanaka Sadajiro: Advocate for Asian Art’ in
Orientations is the most commonly referenced overview of Yamanaka’s business.
Published in 1995, Lawton’s article arrived as the first major retrospective of
Yamanaka’s life and business since the 1930s.19 It is a blunt, but articulate, analysis of
Yamanaka’s prowess for integrating the arts of Asia into Western societies. However,
with Lawton began a common misconception that continues to this day in Yamanaka
based research. Nearly all modern publications on Yamanaka subscribe to a formula
of positive narratives in regards to his legacy. His success as a dealer and conduit to
Asian culture is undeniable; however, the means by which he made his name are not
always noble and this is often left out. For many, he was a reliable source, a
trustworthy face and an entrepreneurial gentleman who became a symbol of
authority on Asian cultures. His passion for the arts was made very clear by those who
knew and worked with him. However, the glimpses they offer into his life do not
divulge the strategies he employed to achieve his success. Yamanaka was a
businessman who found tactical advantages in his nationality and used connections
in a fractured Asia that allowed him to control the art market and redefine Asian art
history in the process.
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On the opposite side of Yamanaka’s own life, it is also important to note the
international laws that were put in place during this era. For the first time in global
history there was a unified effort to address looting and plundering during conflicts
and post occupational periods. The Hague Convention will be referenced in this first
chapter with additional treaties to be mentioned as they were deployed in subsequent
decades. For the Japanese during this period the miscellaneous laws referring to
preservation, as well as general laws executed by their national government that were
reviewed for this dissertation include, General Rules for Ministries: Imperial Edict
#122 (1893), General Rules for Ministries of Education: Imperial Edict #279 (1898),
Preservation of Antiques and Ancient Goods, Cabinet Announcement (1871),
Preservation of Rituals of Shrines: #159 (1875) and the Control of Temple Compounds:
# 12 (1903). These will be met in future chapters by additional laws put in place by
China, Japan, Korea, U.S., U.K., France and Germany.
In addition to the art historical element of my research there must be a
discussion on economics and market history as it relates to the field of Asian art.
Fortunately, the thirst for knowledge in this field is commonly met in modern writing.
As it relates to the Asian art market in Yamanaka’s time there is little conversation,
however, contemporary analysis of the art market can be applied in doses to historical
data. Dragan Nikodijevic’s article “Art Economy and the Market the ‘aesthetic
Syndrome’ and Market Rules” published in 2010, as well as Roby Rajan’s 1996 article
“Art, Economy, and Differentiation of Value” lay an excellent foundation for this
research’s discussion on market manipulation.
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As this thesis progresses I intend to explore two major aspects of Yamanaka’s
career. The first being his role in the development of Asian art history from a liturgical
standpoint. As I will attempt to demonstrate, Yamanaka was at the forefront of Asian
art historical publication in the late 19th and early 20th centuries. While working
alongside the most notable scholars of his day, he managed to publish period-based
histories of Japan and China before his Western counterparts. They have become a
forgotten link to our understanding of Asia and they should be elevated to a class that
better fits the impact they had on how we came to perceive Asian religions, cultures
and art. Although current scholarship weaves in the narrative of Yamanaka’s success
in bringing the arts of Asia to the West, they do little to acknowledge the material that
was published by his company.
The second, and all-encompassing point I will argue is that Yamanaka, in
addition to other Asian dealers, was a major catalyst for defining what would become
popular Asian art in the West. This came through the control and use of conflict
markets. Through the analysis of their sales I hope to define this market via the
patterns in availability of stock as it related to the transitions in the social, political and
economic climates of Asia at that time. This data should demonstrate that the greater
turmoil that marked the Asian continent during the periods between 1890-1950
ultimately led to the introduction of goods based on availability from conflict, as
opposed to solely relying on what was desired by the consumer.
In this market there are two well-defined tiers that dealers were operating
between, merchandise and luxury goods. There is little question that there was a
stable merchandise market in the U.S. and Europe at this time, which was defined by
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lacquers, silks and export porcelains. However, the structure by which the luxury
market evolves (archaic bronzes, terracotta, jade, Imperial goods, etc.) is vastly
different and more important to the development of national collections in the West.
It is with these luxury wares that the relationship between conflict and export are the
highest. As it relates to this research, I believe that Yamanaka was the most prominent
dealer who structured his business on this style of market manipulation and
subsequently triggered interests in both the United States and Great Britain based on
what he made available.
Throughout this research, individual works of art sold by Yamanaka and
Company will be discussed in relation to the historic periods from which they were
extracted, bought and sold to Western buyers. Each work discussed is meant to touch
on the various paths by which Asian cultural property has been trafficked in the 20th
century. While many of these objects came to their current institutions through
questionable means, this dissertation will attempt to draw out the cultural
importance of each of the highlighted works. Though they may have been removed
from their host site under duress, the history they represent remains important
beyond just the context of their extraction.
A reoccurring theme in this work will be the use of the term conflict
art/market. Conflict art has existed for millennia, however, beginning as early as the
1860s there are indications that the rise and fall in availability of stock correlates with
specific national events across Asia. This is expounded upon from 1890 onward
despite the introduction of domestic and international laws that focused on the
importation and exportation of cultural goods. The ramifications of these purges are
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finding new life in legal cases across Asia, but rarely breach the cultural curiosities of
the West. Considering that the U.S. and Europe reaped some of the greatest rewards
from this period it only seems befitting that the conversation should return to these
regions in a challenge of the ethical and moral path by which some of the world’s most
prominent Asian art collections were constructed.
Despite decades of social integration between Asia and the West there
remains a notable lack of palpability for tracing the path of Asian art as has been done
with European objects. This is not to say there have not been efforts to do so in Asia,
as there has been significant progress from many organizations attempting to
navigate the movement of art between Asian entities. Instead, the negligence comes
from the Western perspective. Attitudes towards Asian art in the Americas and
Europe have become more favorable over the course of the last five decades, yet
interest still lacks the traction necessary to breach mainstream appeal. As it relates
to importation and exportation of this art there is an even smaller collective that
operates around this historical narrative.
Interest in the contemporary Asian art market has a stronger universal appeal.
This includes the analytical analysis of the sales of said objects. In comparison, the
historical pieces that will be discussed throughout this research have received little
review in relation to their journeys abroad, or their results at auction. An excellent
reference to the discussion of both historical and modern works can be found in
Harald Conrad’s article “Managing (Un)certainty in the Japanese Antique Art Trade –
How Economic and Social Factors Shape a Market,” published in Japan Forum (2016).
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For Yamanaka’s business, which spanned over half a century, the absence of
this scholarship can be attributed to multiple factors including the lengthy process of
analyzing the sixty-eight U.S. sales and additional dozens of auctions held in Europe.20
This is compounded when considering that there is a lack of physical material from
Yamanaka’s business in terms of acquisition records and shipping manifests. It should
be noted that from this absence of a broader collection of stock books this research
will focus on the auctions and private sales of wares by his company. Personal letters
and receipts sent by Yamanaka and his business do exist and have been engaged with
by the previously mentioned scholars. However, it remains with Yamanaka and
Company’s production of sales catalogues where the bulk of under-researched
material remains and should be explored.
To appropriately address the path by which Yamanaka became so revered
there must be an inclusion of those who made significant impressions upon him in
both the academic and business-related fields. This research will not only analyze the
publications of Yamanaka and Company, but will also include those of the foremost
scholars and businesses associated with the arts of Asia in each of the regions he
operated. This will not become a review of each scholars work individually, as there
are many publications already addressing their contributions. Instead, my intent is to
connect and challenge the existing rhetoric as defined by the works published
alongside that of Yamanaka’s, i.e. were the historians in Boston and New York creating
content that was as dynamic as that of Yamanaka and Company? Each of these
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regions will also introduce an understudied Asian dealer who competed with
Yamanaka for sales and prestige. The operations of Bunkio Matsuki (1867-1912) and
C.T. Loo (1880-1957) are among the primary role-players that will be discussed
alongside the major Western suppliers of export wares in New York, London and
Boston. I will relegate the presence of these companies and men to brief general
histories followed more thoroughly by the stock they sold, as well as the publications
they printed in conjunction with their sales. The patterns by which each of their
operations acted will provide an additional variable to Yamanaka’s own business
practices. While the scale of their involvement in the Asian art markets of the United
States and United Kingdom varied in scope, they were important players in the greater
narrative of the dissemination of Asian art in the West.
Despite the fact that Yamanaka first opened his business in New York City, I
will trace the path of his operations based on the shifts in the markets he utilized as
they developed. The term “conflict” in this thesis does not always mean that there
was a specific war taking place, rather it is meant to describe protracted issues in
volatile regions. With this template the research, as a whole, will move from Boston
to New York, then to London, before returning to the U.S. to discuss the liquidation of
Yamanaka’s stock in 1944 by the Alien Property Custodian of the U.S. The culmination
of this narrative will then be capped with a review regarding the ethical procedures,
or lack thereof, conducted by Yamanaka’s business and the impact of the cultural
fallout created by the dispersal of these objects across the globe.
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Illustrations

Fig. 0.1 Yamanaka Sadajirō 山中定次郎, 1896. From the book Yamanaka Denjiro den
山中定次郎伝 via the website http://dl.ndl.go.jp/info:ndljp/pid/1258420 (accessed
September 12, 2016), 65.
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Chapter 1. Boston: Shaping the Asian Art Market in America
1.1 The Establishment of an Archetype: The Bostonian Asian Art Historian
While the heart of Yamanaka and Company’s operations were in New York City it was
in Boston where his authority on the subject of Asian art was first received as an
educational enhancement to the existing historical canon (fig. 1.1). Surprisingly, the
19th century Asian art scene in New York would not provide the litmus test needed to
challenge the pre-existing values associated with the arts of Asia, both historically and
financially, as created by western scholars. In contrast, the emerging markets for Asian
art in the communities north of New York would act as a more stable platform for the
trafficking of new ideas presented by dealers like Yamanaka.
At the forefront of this artistic re-envisioning were the cities of Boston and
Salem, Massachusetts where the majority of the United States looked to its scholars
to manufacture the way Asian art should be observed and absorbed. Men like Ernest
Fenollosa (1853-1908), Langdon Warner (1881-1955), Edward Morse (1838-1925),
and William Sturgis Bigelow (1850-1926) were tasked with this educational
progression. For those in more affluent circles men like Fenollosa took on broader
roles as conduits to the art markets and general arbiters of taste.21 In addition to the
revered names of the time, there were numerous budding scholars, art dealers and
collectors across the U.S. eastern seaboard that attempted to bolster interest in Asian
art history by various means. Their success is often gauged by their ability to introduce
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the fine arts of Asia to specific American communities among which included, but are
not limited to, Washington D.C., Baltimore, Philadelphia, New York and Boston. Rarely
did these men and women, reach a level of impact that interrupted the existing
attitudes towards Asia, which at the time was for most nothing more than a fleeting
novelty.22
While various levels of scholarship on China, Korea and Japan had been in
circulation for several decades prior to the 1890s, it was in this period that a
monumental shift occurred in the way Asian art and history was transmitted and
consumed in the West. World’s Fairs, major exhibitions and the rise of Asian global
powers brought new life to an understudied and universally neglected region. Among
these advancements was the role of the art dealer as a tool for learning. With the
arrival of Yamanaka’s shop in Boston in 1899 there came a new template for
education, albeit one that he would influence through a series of sales and small-scale
exhibitions. The impact of these changes would be felt among the most affluent
circles at first, followed by those of the middle class, which then over time trickled
down the strata of society. It was a profoundly subtle approach to learning that may
have not been recognized by the academic communities of the era, but was certainly
felt as the expansion of East Asian collections in the United States grew in the first half
of the 20th century. It should be noted that the discussion that follows will examine
Yamanaka’s relationship in the evolution of Asian art history in the context of the
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academic, as opposed to spiritual, standardization of history. With the introduction
of Asian philosophies and religions, like Buddhism, to America and Europe at this same
time the emergence of scholarship focused on the spiritual dissemination of Asian
culture would also appear. While important, it does not necessarily run parallel to the
general historic studies conducted by the academic communities in New York, Boston
and London. Yamanaka and Company tried to infuse elements of both in their
publications, but more often than not they relegated such discussions to other
sources. In the early art markets of Boston the Japanese dealer would defy Japanese
national interests, international laws, and existing Western constructs on Asia to
promulgate and profit from their personal interpretation of Asian art history.
The social climate of Boston offered Yamanaka a vastly different one than that
of New York City at the turn of the 20th century. In the late 19th and early 20th century,
the Boston Museum of Fine Arts acted as the proxy capital of East Asian art in the
United States; and its curators and donor base were among the most passionate about
the arts of Asia.23 Men like Morse, Bigelow and Fenollosa had already had a significant
impact on the advancement of understanding of Asian cultures in America. Their
connection to Boston and its outlying regions allowed their knowledge to ferment for
nearly two decades before Yamanaka would even open his doors for business.24
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When the Boston Museum of Fine Arts opened in the 1870s it took little time
to distinguish itself as a bastion for Asian art and a gathering point for its enthusiasts.
From its inception, the Museum catered to Japanese works; as opposed to the fine
arts of Europe, or even those of the interests in Chinese objects. 25

Having

concentrated their holdings on Japanese art, the museum would find that a steady
access to collections from Japan and China would become much easier to negotiate
allowing for a broader, more diverse, exhibition schedule. As curator, Fenollosa
wasted little time in tapping into the connections he had made whilst living in Japan.26
Within the first two years of the museum’s new Asian wing being constructed, six
major exhibitions were held that highlighted prominent Japanese art and artists from
multiple periods.27 The first of these exhibitions would lay the infrastructure for a
cyclical exploration of Japanese crafts. “Hokusai and His School,” opened in 1892 to
much fanfare and remained on display for nearly a full year.28 The following shows
then drifted between kakemono 掛物 (hanging scrolls), screens, paintings, metal work
and eventually, in 1894, Chinese Buddhist paintings lent by Daitokuji 大徳寺, a Zen
monastery in Kyoto.29 The diversity of Fenollosa’s choices were often limited to the
personal tastes made by himself and the aforementioned group of men who assisted
with the establishment of the museum. This is best demonstrated by the introduction
of their own private collections to the permanent collection of the institution in the
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early 1890s. Both Morse and Fenollosa were actively pursuing the advancement of
East Asian appreciation, but it would come at the cost of establishing a standard that
relied on the eyes of a limited few. Regardless, the presence of such intellectual
richness was certainly a draw for Yamanaka and his business and one where he likely
saw an opportunity to capitalize, especially with those who had been swept up in this
new wave of Japanese interest.
Fenollosa was not relegated to transmitting his knowledge to just the
American elite, or later to Yamanaka for that matter. One of his closest confidants
was Okakura Kakuzō 岡倉覚三 (1863-1913), whom Fenollosa had met during his
tenure at Tokyo University in the 1870s and early 1880s. Their relationship was forged
on the evolution of Fenollosa’s own interest in Japanese art as it related to the
principals of philosophy set forth by the likes of Georg Hegel (1770-1831) and Herbert
Spencer (1820-1903).30 Whether or not Okakura adhered wholeheartedly to these
same ideals is untestable, but it can be certain that the foundation of their philosophy
played some part in his own development.31 What did mature as their friendship grew
was Okakura’s awareness of the emerging acceptance of the Japanese arts scene in
America, and the speed with which it was being absorbed by Western audiences.
While his mentor was perceived as the primary authority on the subject, at least by
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U.S. standards, Okakura recognized that his physical connection to Japan could play a
crucial role in expanding the interest in Asian, and more specifically Japanese, art in
America. It was a strategy that would be adopted by all of the Japanese dealers in the
U.S. and Europe in the decades that followed. The success of each of these operations
would partially rely on the effectiveness with which each entity could exploit one’s
own national identity.
For Okakura, a direct relationship to the market was less of a necessity
compared to establishing his position as a formal authority on Asian art history. The
progression of his research from the 1880s until his death in 1913 saw one of the
strongest attempts to author a cohesive history of the Asian continent.32 It was an
important step that helped bring together the arts of Asia into a singular family tree.
This was done by acknowledging the greater influence each country had on the
transmission of art across the Asian continent. Compared to the medium focused
style of publishing found with most Western authors at the time, Okakura’s 1900
publication The History of Japanese Art was a profound leap into the realm of
periodization and categorical development. In somewhat of a surprising twist it was
first published in French and then a year later in Japanese.33 Even with its influences
coming from some western publications it remained an important bridge in Asian art
history, and one that dealers like Yamanaka would use to structure their own
publications in the years to come.
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1.2 Merchandise, Cultural Property, and the Conflict Market

What had come before Yamanaka was an educational system organized by an
authority that was the by-product of colonial expansionism. This structuring, as it
related to the United States, was best represented by the academic figures that were
located in the American Northeast in the 18th and 19th centuries. While these earlier
scholars’ work served as a formula on which to build, one of the greatest issues to
arise from their “movement” was that the knowledge they had obtained was passed
down in a severely linear fashion.34 This tempered any large constructive discussions
of their research outside of their own learned circles. This, in turn, resulted in the
creation of an artificial bubble of knowledge that was not entirely incorrect, but left
unchallenged.35
Often when reviewing these early scholars’ relationship to art one of the points
that is frequently glossed over is that the aforementioned men were often not art
historians. This is not to say that in the 19th century one needed to be an art historian
to have an impact, but rather it provides the opportunity to question how much of a
catalyst these men were in changing the West’s understanding of Asia. As Fenollosa
wrote in the introduction to his first volume of Epochs of Chinese and Japanese Art,
“Let me say at once that I make no claim to being a scholar. Chiefly because of this I
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have hesitated, for many years, to attempt this volume. I cannot pretend to original
philologic research in Chinese and Japanese documents, so scholars might well
counsel me to keep silent.”36
So, if the Western scholar did not provide the standardization for this
knowledge then who? The truly Asian art historian, like Okakura Kakuzō, or perhaps
was it the Asian art dealer? As previously stated it would appear that Okakura played
a significant role in this movement, but again his reliance on the academic community
for acceptance drove him down a narrow path. Working in a very grey area, Yamanaka
Sadajirō, Bunkio Matsuki, C.T. Loo and the dozens of dealers who appeared and
disappeared over the course of the six decades between 1890 and 1950 may very well
have influenced this evolution on a much larger scale. They too relied on the wealthy
to fund their expansion, but they were equally prepared to connect with any class that
could sustain their business. Perhaps a more universal approach to take would be
that this awakening to Asian cultures was the amalgamation of both Japanese and
Western scholarship, as well as a blending of scholarly material and market growth.37
It is not unreasonable to think that such a balance existed, and in all likelihood, there
were connections between each faction.
However, there are cracks in the logic of an entirely homogenous system
centered on Western authority as the primary conduit. Again, the academic world
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looked upon the Fenollosas of the time with a profound reverence; one that was
accompanied by a nearly infallible wisdom. These men were treated as paragons in
the field of Asian ethnology and history and yet, were publishing and lecturing to
circuits of individuals well above the intellectual averages of the everyday American
or European. In contrast, the dealer was selling objects and publishing catalogues that
were easier to digest, distributed to broader audiences and printed with far less of the
academic dogma than their museum, or university, counterparts. This does not mean
that there was a complete absence of professionalism in the written product put out
by dealers. Arguably some of the most insightful information from this period stems
from the lesser studied advertisements and catalogues of businesses like Yamanaka
and Company. From this, I hope to demonstrate that there was a calculated
production of these works that assisted the expansion and contraction of interest in
specific art markets centered on China, Korea and Japan, and that subsequently the
quality of educational material to follow also blossomed. Beginning in Boston and then
moving to New York, and London the dealer and scholar would merge into one role.
When reviewing catalogues and advertisements from these businesses one
quickly notes that the balance struck between the academic and sensational was at
best varied when it came to the quality of the content being distributed. American
companies like A.A. Vantine were content with marketing and selling material that
centered around making the East an obtainable commodity, as opposed to enhancing
the understanding of the historical foundations of their cultures.38 The first deviation

38

Yumiko Yamamori and Kenneth L. Ames, A.A. Vantine and Company: Japanese
Handcrafts for the American Consumer, 1895–1920, (Bard Graduate Center, 2011),
137.

49

from this formula came from companies like Bunkio Matsuki’s, who were among the
earliest to push a more historically saturated product meant to further the
conversation regarding the origins of the art. This created an interesting dual position
of salesman and educator.
It also helped that the market could do what the museum could not, which
was openly segregate their audience. While museums chose, and rightfully so, to
focus their collections on what was considered the high art of Japan and China at that
time, dealers, including Yamanaka, could direct their interests towards whichever
audience was more receptive to a particular import. This in turn created a catering
system that marketed to the intellectually established individual, who desired to learn
about Asia beyond the curiosities of a World’s Fair exhibit (and was after high-end
wares); as well as the middle-class buyer of lacquers, furniture and general home
decor.
Even with the Boston Museum of Fine Art housing a world-renowned Asian
collection the majority of what people knew about Asia was through what they were
buying for their homes. For many it was the applied arts that they sought, and
therefore thought of as being Asian. Objects that could furnish their living room or
enhance their dinette set became the entry points into Asian culture. 39 It was a
market designed around affordability and fashionable norms and it would eventually
bring them closer to the other arts of Asia.
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There was no monumental leap forward that changed tastes in the early highend luxury markets. The aesthetic choices of the Boston (and New York City) elite
tended to coincide with what the curators of the Museum of Fine Arts were focused
on collecting. This can be seen in the first six sales by Yamanaka between 1896 and
1900 where the majority of his stock focused on Japanese goods, with a moderate
emphasis on export wares like crystal, lacquer, prints and porcelains.40 Fenollosa was
absorbed in nearly everything from revitalizing interest in classical Japanese painting
to ukiyo-e, while Morse found appreciation in ceramics and porcelains. Their tastes
seemingly became everyone’s, as best represented by both the general sales and art
publications of the 1880s and early 1890s. America was still very much in love with
the merchandise market. In this case merchandise referring to the types of objects
that were created for exchange, which fit neatly into the Asian export market of the
second half of the 19th century.
For their part, the Japanese government spent the first two decades of the
Meiji era (1868-1912) stunting the growth of the fine arts and craftwork production
in Japan. Their ambition to reach the standards of Western modernity meant an
abandonment of methods and values associated with the traditional arts. The
substitute for the loss of domestic appreciation in wares was to increase exported
goods and crafts known as hamamono 浜 物 (harbor things). 41

While in a

40

Yuriko Kuchiki, ハウス・オブ・ヤマナカ : 東洋の至宝を欧米に売った美術商
Hausu obu Yamanaka: Tōyō no shihō o Ōbei ni utta bijutsushō (Tōkyō: Shinchōsha,
2011), 366.
41
Geoffrey R. Scott, "The Cultural Property Laws of Japan: Social, Political, and Legal
Influences," Pacific Rim Law & Policy Journal 12, no. 2, (University of Washington
School of Law, Washington: 2003), 333.

51

contemporary setting these works are perceived as not being as culturally rich as the
objects from just a few decades prior, this merchandise would play a crucial role in
the establishment of market values in the U.S. and Europe. The presence of these
hamamono created both qualitative and quantitative relationships with the existing
market for Asian goods.42 The sheer volume of these pieces meant that prices were
kept relatively stable over the course of the late 19th century while the quality of their
production, or lack thereof, meant that for those who sought more genuine artefacts
a new luxury market would need to be established.
It would be in this high-end market that Asian art would find value on a level
with that of European goods. Though it remained a niche corner of the market its
expansion would be dramatic, culminating with a final burst of rare objects in the
1950s. The initial spark for this secondary market came in the 1870s, in Japan,
following the short-lived period of denouncing the national arts. A new sweeping
movement had bolstered national pride, and interestingly enough been brought on
by the likes of Okakura and Fenollosa. Their emphasis on reinstating the traditional
values that had been brushed aside in the 1850s brought about a counter-reaction to
the dilution of Japanese culture. One of the major outcomes of this period was a
renewed push to appeal to the old arts of Japan.43 Opposition remained with some
Western scholars as men like John La Farge (1835-1910) and James Jackson Jarves
(1818-1888) remained content with focusing on the decorative qualities of prints and
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lacquers from Japan. 44 However, their views would evolve as the years moved
forward and they too assisted in promoting cultural protection laws.
Shortly thereafter, the 1890s would become the first period where high
volumes of Japanese export goods met small quantities of elite cultural properties
from major temples, families and historic sites from around Japan. Naturally, there
was a scattering of significant cultural objects between countries before this, but
many of them resurfaced at auction from this period forward. Bunkio Matsuki and
Yamanaka Sadajirō would be among the first to capitalize on these new trends.

1.3 The Conflict Market

The Asian art market was entering its golden age as the 1890s became the 1900s and
the diversity of what was made available to Western audiences changed too. New
powers arose in Asia, and the dealers were among the first to acclimatize to these
shifts.45 Japan had found a steady stride in its effort to modernize its economy. From
1885 to 1930 the Japanese economy maintained an annual rise of 2.8%. 46 This
consistent bump in financial success would play a crucial role in the development of
an internal protection system and an external exploitation of foreign and national
stocks of art. The quality of these objects became ever more impressive moving
towards the 1910s as the destabilization of China allowed for the hemorrhaging of
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national collections. Yamanaka, Matsuki and the like were quick to take advantage of
these situations by spelling out the importance of Chinese art in their catalogues
before major academic publications found their footing. Effectively, Japanese dealers
had their fingers on the pulse of global change and their heritage would give them an
advantage in redirecting the focus of Asian art history for several decades to come.
This observational awareness would in turn play a crucial role in the
establishment of an equally interesting element in the development of the Asian art
trade, the use of conflict markets. While colonial enterprises of the preceding
centuries saw the importation of thousands of conflict objects it is not until this period
that there was a collective pillaging that sustained long term success for dealers. War
spoils were not new to the market when the Asian dealer first opened shop in the
West. However, unlike the gradual introduction of these items in the past there can
be seen physical waves in the Asian market from 1890 to 1950.
Gone were the days of loose lacquers and porcelains drifting into collectors’
hands. Instead, uniformity would take hold and deliver sharp spikes in the types of
goods made available. The first of these to penetrate the market would be the Boxer
Uprising in 1900. This was followed by the Russo-Japanese War (1904-1905), the
collapse of the Qing Dynasty (1911-1912) and the Second Sino-Japanese War (19371945) leading through World War II. When added with the colonial expansion of
Japan, between 1910 and 1945, these periods can then be paired with the rise of
nationalistic values in Japan that saw the creation of some of the most rigid cultural
property laws in the early 20th century. These new laws in turn would limit the
outgoing supply of Japanese art, all the while increasing exports from China.
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Yamanaka likely saw the conflict market as less of a violation of rights and
instead as a series of links in adjustments between the social patterns and cultural
practices of a country conditioning an economy during social or political change. In
Yamanaka’s case those transitions of the more disruptive nature would have been
more desirable. These would have allowed Yamanaka and his colleagues to solicit
parties weakened by these conditions. Contemporary markets dating back to the
1960s, where post-war Japan saw economic development through trade
liberalization, better demonstrate the holistic version of this practice. Nonetheless, it
is quite clear that there was similar economic development in Japan during the first
half of the 20th century and despite increased restrictions on the flow of Japanese art
outwards, the economy centered around art trade thrived.47 Yamanaka was able to
shed the conventional practice of selling export wares in favor of a new substitution,
which were these conflict goods. As will be seen in the following cases both
Yamanaka, and his Boston rival Bunkio Matsuki, would shift the allocation of their
resources to this new market with varying success.

1.4 Rival Ally, Bunkio Matsuki

Yamanaka’s presence was not the first of its kind in the greater Boston region. In
addition to being attracted to the intellectual minds of the area, Yamanaka likely

47

Barbara Galli, "In the Service of National Culture: Japanese Preservation and Its
Political Context, 1871–1994," Future Anterior: Journal of Historic Preservation,
History, Theory, and Criticism 10, no. 1 (Minneapolis: University of Minnesota Press,
2013), 22.

55

sought out his compatriot and fellow art dealer Bunkio Matsuki. By this point Matsuki
was firmly entrenched in the social and academic circles of the Boston elite. Having
arrived in Salem, Massachusetts in 1888, Matsuki became the first Japanese resident
of the city. He received an education through the city’s public school system and
quickly used it as leverage when establishing his identity as “the” Japanese dealer of
the American Northeast.48 Matsuki’s presence in the community was made all the
more prominent when he opened a Japanese section in the regionally successful Almy,
Bigelow and Washburn department store in Salem.49 Here Matsuki tailored his craft
of selling Japanese curios to the locals all the while fine tuning his larger marketing
strategies. In short time Matsuki had made his name synonymous with the arts of
Japan and was well received by those in the upper echelons of the Salem and Boston
elite. Having created the infrastructure for marketing success in the greater Boston
region, Matsuki had all but given Yamanaka the template for which he could build his
own brand. The one thing Yamanaka had not yet surrounded himself with though
were dedicated patrons for which Matsuki had already done.
One of Matsuki’s strongest, and earliest, supporters was Edward Sylvester
Morse whom he met shortly after his initial arrival in America. Matsuki quickly fell
under the auspices of the zoologist turned Asian enthusiast forging an alliance that
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would reap significant rewards for Matsuki in the 1890s. 50 Morse’s passion for
Japanese ceramics gave Matsuki a base point from which he could build an identity as
an authoritative figure on Japanese goods. Through the procurement of objects for
Morse, and other members of the Boston elite, Matsuki sprinted into the Asian art
market with what would eventually amount to a second-place finish behind
Yamanaka. Before his hubris caught up with him, Matsuki had realized that the
market for high end wares was more enticing than that of the relatively inexpensive
pieces he had been selling to the general public. He was not fast to abandon the
market of cheap goods, as through the majority of the 1890s Matsuki’s wares were
not all that different from those of any imported stock; but the transition in attitudes
towards valuing Asian commodities was beginning to occur and Matsuki remained
malleable in his approach to business.51
The most seismic shift in his marketing strategies seems to occur in and around
1898. The production of the Descriptive Catalogue of an Important Collection of
Japanese and Chinese Pottery, Porcelain, Bronzes, Brocades, Prints, Embroideries,
Kakemono, Screens, Ivories and Gold Lacquers, is a noted hallmark in Matsuki’s efforts
to legitimize his relationship with Asian art not only as a product, but as an educational
material.52 Working in conjunction with the galleries of Leonard and Company, whom
Matsuki would use as an outlet for years to come, Matsuki and Leonard and Company
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presented an entirely different tone in their presentation of Asian art as compared to
earlier efforts. Their fixation, and particularly that of Matsuki’s, was focused on
providing the reader with a field of new knowledge that at this point had been
reserved for a very select few. What Matsuki, and shortly thereafter Yamanaka, saw
was that there remained a void in publications that fully realized Asian art as part of a
unified history.
The earliest of the Western printed collectives on Asian art history by Okakura,
Fenollosa and the like were still a few years off. Okakura’s first collective publication
would come in 1901 and Fenollosa’s two volumes on Asian art history were not
published until after his death in 1913. In its place the dealer had now
unceremoniously tasked itself with formulating a transmittable history that could be
received in abbreviated fashion, in this case the sales catalogue. In conjunction with
this new approach to historical publication was a tonal change in the way Asian art
was to be read by the general populace. Each object had to be palatable to both sides
of the market, i.e. the affluent and the middle-class buyer.
The bric-a-brac of the previous generations remained popular with the postindustrial families. This required dealers to accommodate their audiences with
descriptive material that bridged the gap between the sales room literature of the
time and the monthly lectures at major art institutions. Vantine’s catalogues were
still advertising Japanese goods via a stock and volume format whereas Matsuki was
articulating the value of each object, even if ever so simply. One example being a
casually labeled “Yatsushiro Vase” with the accompanying description of, “Banana leaf
incised in white on warm gray ground. Beautiful texture. Date about 1830. Height, 10
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inches.” 53 While it remains vague from a greater art historical perspective, these
introductory level observations would become more thorough in future catalogs.
Matsuki’s 1898 catalogue is one of the first that threads the narratives of Asian
history with the written appeal of a more commercial publication. In it there was a
controlled distribution of knowledge that treated each object as valuably as
something that would be found in a Western collection of oil paintings. By removing
the language of ignorant curiosity, Matsuki breached the formula for discussing nonwestern objects in a Western setting. The bravado with which he spoke through his
catalogues created a sense of authenticity that was meant to reassure the buyer that
what they were about to procure was as influential a piece of art as anything that they
had bought before.
As it related to the 1898 sale each major transition in content greeted the reader with
an overview of a new type of Japanese art history.

There are nine of these

interventions each ranging between three and four paragraphs in length. The majority
of these detailed scripts are introductions to porcelains and ceramics dated from the
17th century to that of Matsuki’s own time. In particular, Matsuki seems to be pushing
the sale of Satsuma wares, as four of these micro histories focus on the “quality of
genuine satsuma,” “differences between satsuma and awata,” “Satsuma faience
(which lists seven of the most well know types of satsuma),” and “meizan satsumas.”54
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In terms of porcelain there is also a critical analysis of styles and varieties. Here
Matsuki highlights the artist Sakaida Kizaemon 酒井田左衛門 (known as Sakaida
Kakiemon I 酒井田柿右衛門 一代, 1596-1666) whom he notes as the first to decorate
porcelain with enamel.

Matsuki’s descriptions that followed demonstrated an

adoption of western techniques of analyzing art. One of the most inviting lines being
when the author notes that, “The style of his enamel painting is exceedingly delicate.
Subdued enamel colorings on porcelain is an inimitable art attained by Kakiyemon
alone.”55
Three of the best represented artists in this sale were Koyetsu 本阿弥光悦
(Hon’ami Kōetsu, 1558-1637), Ogata Kenzan 尾形乾山 (1663-1743) and Ninsei 仁清
(active ca. 1646-1694) who are referred to as the, “monarch potters,” for which
Matsuki saw great value as he noted that they were constantly best sellers of his.56
In addition to possessing works by historic figures Matsuki also strove to push the
acceptance of works by active artists of the late 19th and early 20th century. Having
access to these living artists allowed Matsuki to paint a more intimate view of the
work they produced. For the 1898 sale Matsuki chose to focus on three living artists,
Mitsuhiro 光廣 (ca. 1833- d.u.) and his bronzes, Okumura Shōzan 奥村象山 (18411905), is described in the catalogue as the “modern Kenzan” and finally the Tokyo
based painter Watanabe Seitei (Watanabe Shōtei 渡辺省亭 1851-1918). For Seitei,
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the catalogue even goes as far as to include a portrait of the artist in addition to
several color plates of his work. 57 Each of Seite’s pieces came with Matsuki’s
guarantee that they were authentic as they were “specially painted for the collection,”
and were therefore less than two years old.58
The particular work that is highlighted (item #723), labeled as “Japanese marsh
bird,” is described as having been, “Setei’s great favorite” (fig. 1.2).59 The full colored
image is in stark contrast to the muted black and white images present throughout
the rest of the catalogue. In the print, a wash of grey saturates the lowland
atmosphere providing the bird with a sharp contrast to his surroundings despite its
earthen tones.

Curiously, Matsuki takes greater pride in other Seitei pieces

throughout his catalogue; so, the fact that it is attributed as being an artist favorite
must have played some role in its presence as the only full color image.
This type of language was a powerful tool in soliciting new buyers to the field.
Matsuki, and subsequently Yamanaka, would use this tactic of identifying personal
connections as a tool to draw in customers. Noting how full the market had become
with forgeries and copies these dealers wanted to convince their buyers that the stock
they possessed was always of genuine origin. What was simultaneously happening as
they sold this art was that they were also successfully creating an artificial history of
‘important’ figures. It is not that different from what Fenollosa was doing by classifying
ukiyo-e painters based on what he perceived to be their strengths. There was not yet
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a universally accepted history of Asian art at this time. What could be read from
Arthur Knapp, Morse, Bigelow and Fenollosa was that their struggles remained in
trying to balancing the ethnological aspects of Asian cultures with the arts. In most
cases the art remained an important, but secondary, focus for many of these early
Asian scholars. For the dealer there would need to be more emphasis placed on the
art.
The inquisitive rhythm by which the authors of these catalogues guided their
potential buyers through this new history carries strong similarities to the existing
Western publications on the subject of Asian history. Edward Morse’s book Japanese
Homes and their Surroundings was one of the late 19th centuries well received
publications for introducing Asian culture to the West. While not all that fulfilling by
contemporary standards, in its relationship with the arts, this early publication
remained popular with many at the time.
Morse’s work presented a more thoughtful interpretation of Japanese culture
compared to books like those of Arthur May Knapp who struggled to separate himself
from proselytizing a pro-Western agenda.60 Morse’s survey of the Japanese home,
garden and shrine was as comprehensive as any text available at the time. Given
Matsuki’s affiliation with Morse it is unsurprising that he and co-author Almy would
imitate the calmness in tone that Morse used to effectively introduce these foreign
objects. In fact, the introduction to the 1898 catalogue pays homage to Morse when
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Matsuki states that, “I am indebted to Professor Edward S. Morse for many
suggestions and much advice in regard to the collection of old forms of pottery and
objects of ethnological value and interest.”61 While Morse’s publication is a more
wholesome interpretation of the construction, and subtle nuances of the Japanese
home, it does provide the important foundation needed for identifying the more
artistically expressive attributes associated with the art of Japan.
Among the noted features Morse first describes in his book are that of the
Japanese homes’ ramma, as well as the use of folding table screens as elegant interior
accents.62 Curiously, Matsuki would not sell a single ramma in his 1898 sale. These
wooden carvings would eventually become a stalwart of both Matsuki and Yamanaka
sales in the early 1900s, but this current auction relied less heavily on wooden
adornments as it did on ceramic innovation of the time. Regardless of the absence of
ramma, the 1898 sale followed Morse’s language of noting the decorative importance
of these features as something uniquely Japanese as it pertained to structural
aesthetics.
Where Matsuki picked up on was where Morse left off in his work, which was
making the transition from the mechanical and practical application of an object, such
as a portable screen, to that of the artistic balance achieved by its creator.63 Morse
gingerly highlights the richness with which a table screen can accent a Japanese room.
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He even takes a brief few sentences to note the particular artist present in his books
hand drawn examples.64 However, none of this is as effective at narrating an art
historical overview when compared to Matsuki’s catalogue. In his, Matsuki reaches
out to the reader to demonstrate the fundamental competence with which Japanese
artists were working as it related to not only Asia, but the West as well. One such
piece, a six-fold screen attributed to the 17th century artist Tawaraya Sōtatsu 俵屋 宗
達 (1570-1640), charismatically engages the reader through its description by
embodying an assertive tone that states that the artist behind the work, “…completely
throws off the tyranny which has tended to narrow the limits of painting, and asserts
himself as leader in a broader more original style of painting.”65
Such an animated interpretation assisted these catalogues in their effort to
transcend the formulaic sales pitch of Asian goods seen in countless advertisements
of the 19th century to one of a level where there was value among the greater art
historical canon of the period. Where both men complement one another is in their
candid approach of articulating the general history of Japan. There is a clear desire for
both men to establish the field of Japanese history, and the arts, as one of a reputable
standing.
This particular sale is also significant because it comprised two major auctions,
one in Philadelphia in January, 1898 titled, Descriptive Catalogue of an Important
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Karmic Collection of Japanese and Chinese Pottery, Porcelain, Bronzes, Lacquers,
Brocade, Prints, Embroideries, Kakemono, Screens, Ethnological and Buddhist Objects
Selected by Mr. Bunkio Matsuki of Kobe, Japan, and the previously noted sale in
Boston held in April of that same year. The first sale comprised 678* lots, while the
latter held a staggering 1003. 66 Similarities between the sales are abundant as it
becomes obvious very early on that a large number of objects that went up for auction
in Philadelphia did not find buyers and were then put back on the auction block three
months later in Boston. Both sales relied heavily on imported Japanese goods, as
opposed to Chinese or Korean wares. The Philadelphia auction held 687 Japanese
objects, which came to ninety-six-point seven percent (96.7%) of the number of lots
offered over the multi-day sale. The Boston auction was even larger with 989 objects
coming from Japanese origins, roughly ninety-eight-point six percent (98.6%) of the
lots, and only a meagre fourteen objects associated with China.67 Exactly why the
taste for Japanese goods was less appealing in Philadelphia is uncertain. American
east coast port cities like Philadelphia, Baltimore, Boston and New York all had
emerging Asian arts connoisseurs, even if they were partaking in the commercial
export variety.
Matsuki was not restricted to sales in Boston and Salem. Like Yamanaka he
found the appeal of New York City to be too strong to avoid. As is seen in the table
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below, Matsuki split an equal amount of time selling his wares between these two
metropolitan cities. Matsuki found greater support in and around the Boston region,
but as New York became the epicenter of trade he too would open shop there. While
he did host sales after 1910 they were few and far between, which can be attributed
to his falling from favor with the new waves of elite buyers in the 20th century. His
sales in New York City following 1910 will be addressed again in the next chapter as a
comparison to those of Yamanaka’s own, as well as those of the Japanese dealer Kano
Oshima and American company A.A. Vantine.
One of the more dynamic sales Matsuki produced in New York occurred in
1902. As is seen for this sale in Table 1 the diversity of his stock was extremely linear
(nearly ninety-four percent Japanese). However, this sale provided insight into the
struggles of importing and exporting artwork at the turn of the century. In an
addendum at the beginning of the catalogue a special notice is made to distinguish
changes in the availability of certain stock:

Owing to the loss of a number of valuable objects belonging to the collection,
occasioned by the wrecking of the ship “Sindia” off the Atlantic City, December
15, 1901, while on her way from Kobe, the following described carvings and
other objects have been substituted for lots similarly numbered on the original
catalogue, and will be sold in the order in which they are numbered.68

The ship, Sindia, which is referenced by Matsuki had been purchased by John
D. Rockefeller (1839-1937) in 1900 and had made its last stops in Shanghai, China as
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well as Kobe, Japan before heading to New York City.69 The ship’s unfortunate fate
was sealed when it collided with a sandbar off Ocean City, New Jersey and soon
thereafter was swallowed by the soft sands.70 The fact that Matsuki had stock aboard
is an interesting note as it adds some, even if marginal, connections to an American
oil mogul. However, more compelling than the social connections are the types of
objects lost and then replaced by Matsuki for the sale, as well as those that may have
never been accounted for.
The “Note” that prefaces the catalogue mentioned that most of the goods
came from damaged temples and shrines from around Japan. These were procured
by Matsuki following a series of natural disasters and fires that saw to each structure’s
demise. In particular, the 1891 Meiji Earthquake would have been a significant
supplier of the types of items found in this sale. Numerous temples collapsed
throughout the countryside between Tokyo and Osaka leaving not only significant
structural damage, but also spiritual questioning.71 Matsuki saw an opportunity with
this religious frustration and participated in a method of salvaging that would be
revisited by many of the Asian dealers who would later operate in the U.S. and Europe.
To further his claims to these disaster wares Matsuki used his family connections to
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solicit his entitlement to resell objects. As he argued it, because his family helped
erect, or design, many of these structures that were destroyed they were under his
guardianship and therefore could be counted as property.
Even as Matsuki evolved as a dealer his catalogues remained crippled by their
inability to fully realize the greater relationship between art history and the objects
he sold. In part this was the result of Matsuki’s own naivety towards his role in the
larger scheme of disseminating Asian history. This is not to say that he was completely
misinformed, or ill intended in his endeavors, instead I would suggest that Matsuki’s
mission to become the ambassador of his culture never fully came to fruition. Matsuki
instead relied on the acceptance of race as being the mark of quality; in his case being
Japanese was warrant enough to elicit trust from the populace.72 This in turn created
a false sense of accomplishment that is best illustrated through his sales and the lack
of diversity each presented in their stock as the years moved onward. It would seem
that he was unable to escape the market of curios and niche collectibles. A decision
that would haunt his reputation and eventually stunt his operations.
The February 1903 catalogue, Rare Objects in Brass, Leathers and Wood
Illustrating the Art of Old Japan is a prime example of Matsuki’s struggle as a dealer
to balance the commercialization of a culture and a learned rhetoric as he fumbles
between the artificial and factual throughout the publication. Out of the 772 objects
presented only sixty-six, or eight-point five percent (8.5%), are accompanied by a
record of provenance. This includes previous owners, locations and auctions. It is a
staggeringly flat number considering he does little better to support claims of
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authenticity by means of artist identification, for which only six-point two percent
(6.2%) are associated with a specific name or school. Even the more common dating
of objects, which is often loosely accurate, is only represented by thirty six percent
(36%) of the stock and that can be brought down further when noting the
generalization of centuries.73 He did his work no favors by being short of breadth in
the overall narration of his catalogue as well. In addition to the somewhat brief
descriptions, the six pages of prefatory notes do little to expand the reader’s
knowledge on the large number of works being sold in this single sale. Color palettes
and basic designs make up the majority of the language accompanying each piece and
very sparingly are there greater conversations as to the general history of a work. This
could be attributed to the underwhelming examples of leather goods present in this
sale, but even then, one would think a seasoned dealer like Matsuki would have
provided a more enlightening take on his collection.
One of the best examples from the 1903 catalog that offers service to the
advancement of Japanese art history revolves around a dismantled temple fragment.
Here an ancient wood carved panel of a dancing demon labeled as a Yasha appears in
its photo as barely being able to be contained within its lacquer frame (fig. 1.3).74 Its
origins are said to have been from an ancient temple in Yamato, dating to 900 C.E.
The broad chested demon thunders his way through a dance, presenting a type of
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character not all that familiar to the art markets of the early 1900s. Despite the
suggested date, it is always safe to err on the side of caution when accepting Matsuki’s
early dating techniques. For buyers of the time, there would have been little concern.
Where it becomes clear that he is most comfortable is in his consistent
production of catalogs devoted to the handicrafts of Japan. Titled, Catalogue of
Japanese Artists Materials, provided Matsuki’s patrons with art supplies that included
Japanese brushes and paper that were meant to be as authentic as possible. By 1904
Matsuki had already published two previous catalogues containing similar stock.75 In
these works one finds where Matsuki likely finds his strongest balance between
authority and dealer.

While his fine arts catalogues often teetered between

enlightening and overwhelming, these short prints charmingly guide their buyers
around the intricacies of brush making in Japanese culture.
Perhaps what is more surprising is it appears that even with limited descriptive
authenticity his objects were widely accepted as genuine by the majority of his
patrons.76 His business found steady success over the course of the 1890s and early
1900s before fizzling out after 1910.77 While many of his catalogues left something to
be desired on a professional level, Matsuki did play a role in advancing the position of
the art dealer as a teacher. Before Matsuki’s arrival the idea that a foreign opinion
should represent a form of authority must have seemed quite outlandish. His was a

75

Bunkio Matsuki, Catalogue of Japanese Artists’ Materials (Boston: Ralph E.
Meacom, 1904), 5.
76
Hirayama, A True Japanese Taste": Construction of Knowledge about Japan in
Boston, 1880-1900, 226.
77
Matsuki continues to sell goods after 1910, but the number of sales (based upon
catalogue production) dwindles as the first decade of the century passes.

70

new wave of learning that would only grow with the help of better learned dealers,
like Yamanaka and then C.T. Loo. While Matsuki was crucial in laying some of the
foundation for advancing the spread of Asian art history he was not as informed, nor
as malleable, as Yamanaka would become in relation to working and being a part of
the overarching educational transition.78 Matsuki was an approachable dealer with a
physical connection to Japan that gave his merchandise an air of authenticity. Though
he was far from the first to sell Asian wares in America his technique of capitalizing on
national identity as a tool for developing sales reimagined market identity as a whole,
and in turn shuffled the patterns by which the assimilation of East Asian scholarship
entered the West.

1.5 Yamanaka Rises: Exploiting the Boxer Uprising to Introduce a New Chinese Art

Yamanaka’s foray into the world of sales and publication does not begin with those
works printed in conjunction with his Boston sales. He had been selling art and
antiquities for six years in New York before he opened his Boston location in 1899.
Those early years saw the publishing of guides for at least ten sales leading up to 1900.
The language of those earlier catalogues will be addressed further in this research, but
for now the emphasis will remain with what was published in the early years of his
Boston operations. The greater importance of these catalogues being that there was
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a conscious advancement in the historiography that accompanied the descriptive
material for both objects and pretext, as well as transition in the quality of his stock.
If Yamanaka’s early sales in New York are viewed as tests of market strength, then
those in Boston should be seen as the final product of a company that had become
confident in its brand.
It is in this same period in which Yamanaka and Company begins to sell Chinese
art and objects on a broader scale. Interestingly, this transition is not entirely
prompted by a sudden surge of interest in Chinese wares. Instead, I would argue that
it is the result of two movements.

One being the strengthening of national

preservation laws in Japan that at this time began to restrict the flow of export
Japanese art to the West. While the second is influenced by Yamanaka’s use of an
international conflict to provide diversity in his stock. For the former, the earlier Meiji
philosophy of outward western adaptation shifted towards an internal re-evaluation
that lead Japan in a direction where the strengthening of their own national identity,
even in the arts, became a priority.
This return to the past meant that there needed to be restraint placed on what
was being allowed out of the country. In 1871, the first of many declarations
emphasizing the importance of protecting cultural properties was put in place by the
Great Meiji Council. The “Order of Protection of Ancient Habits, Customs and
Shrines,” encompassed the structures, statues, vessels, etc. associated with Buddhist
shrines.79 The actual application of strength in relation to control of exports was
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relatively tempered given the volume of Japanese goods that were still appearing in
Western markets in the 1890s. This also coincides with the types of pieces being sold,
which at this time remained associated with standard export wares. The primary goal
of this first doctrine was to educate the populace about their own culture, not make
a profound statement on the consequences of exporting cultural objects. However,
by 1897 the Japanese government made it fully aware to those who cared to be
involved in this trade that change was coming to the export market.
The Law for the Preservation of Ancient Shrines and Temples was passed in
1897 and immediately became the foundation for further cultural heritage laws that
followed in subsequent decades. While not created solely to stop the export market
it did place a stern warning on those seeking to remove historic objects from Buddhist
and Shinto shrines from around Japan. 80 Despite this new deterrent the Japanese
dealers were not fast to abandon their previous export tactics. While objects from
religious and federally protected sites were becoming more difficult to procure, the
accessibility to woodblock prints and other crafts deemed to be secondary, if not
tertiary, art forms were rapidly increased. To fill the void of Japanese goods, dealers
also looked to a new power to provide opportunity, the Japanese military. Dealers in
the 19th century would benefit from the side effects of Japanese expansionism and
national posturing on a global scale. As Japan would later transform into a world
power a more permanent role would be found for the military’s ability to syphon art
into Japan via occupied territories and eventually transmit that outward to the West.
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The success of the Japanese army in the first Sino-Japanese war from 1894 to
1895 delivered the first tide of conflict objects procured by this newly uniformed
supplier. The storming of Port Arthur (Lüshunkou District 旅順口, China) in 1894, and
the fiercely debated massacre that occurred, provided a major opportunity for the
plundering of a crippled city. The success of Japan’s first modern war would not be
without its spoils. In writing, little is mentioned about the volume of objects taken
during this period. The war itself has remained a secondary research topic to that of
the return to fighting in the same region during the Japanese-Russo war a decade
later. Even with this brevity of academic insight it has been noted that because this
was Japan’s first foray into international conflict in the modern era, that there was
significant lack of judicial precedent in the field.
The lack of applicable justice meant that events, like those at Port Arthur, were
made all the more possible. Western reporters on the ground noted throughout the
war that the discipline of the Japanese soldiers in regards to looting was admirable.
This would come untethered during the conflict at Port Arthur and include the
occupation thereafter.
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How vast the looting became remains a mystery.

Documentation of any large-scale operations do not exist and the only Western
tracking of sales comes with very limited options. Yamanaka’s involvement appears
to be non-existent, but Bunkio Matsuki was among the dealers who created
relationships with the officers who had taken part in the war. This would in turn
translate to the appearance of war goods in American markets in the years that
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followed. One such work can be found in Matsuki’s 1903 catalogue from New York
City where item #249 is described as a Chinese incense burner that, “formerly
belonged to a sacred Chinese temple at Port Arthur,” that was then, “Captured at the
time of the fall of the Port by the Japanese Army, 1894.”82
Two years later Matsuki put forth another prize from the war, this time in the
form of an “Exceedingly Rare Pewter Koro.”83 Accompanied by a more descriptive
backstory this particular container was labelled as being from the early Ming dynasty
(15th century) and had been brought back to Japan by a Japanese general at the
conclusion the war in 1896 (fig. 1.4). To further enhance the lore of the piece,
bolstering its potential sale price, Matsuki included a rubbing of the inscription that
was present on the work, as well as noting that it had once belonged to a temple in
Port Arthur (fig 1.5). The page that follows was devoted to a full size black and white
image that was meant to further embellish the object’s importance. Even though it
had been nearly a decade since the war had ended items like this were randomly
surfacing at auction. However, they would fall short of amassing in volume compared
to the plunder from wars and conflicts the Japanese would soon find themselves
involved with. In fact, at the same time Port Arthur goods began to appear a much
larger stock of art was emerging from a more recent conflict, the Boxer Uprising.
Yamanaka’s 1902 Catalogue of Magnificent Collection of Antique Carvings and
Things Buddhistic, from Temples and Palaces of Japan and China is an important
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volume of 450 objects from two distinctively annotated collections. The primary focus
of this particular sale being that of Japanese collector Mr. Hirase’s private collection
of objects which were procured during the early years of the Meiji era; while the
secondary portion focused on the spoils from the Boxer Uprising. As is noted in the
forward of this catalogue, Mr. Hirase was able to come by these works due to the
instability of the social climate in the country, which was described in the catalogue
as, “…Japan was greatly disturbed by foreign as well as domestic troubles. Celebrated
temples and palaces were in a state of great confusion and rare objects of art
dismantled and sold.”84 This emergence of goods would have taken place in the 1850s
and early 1860s when the Japanese culture was in a Western induced existential crisis.
By the time this sale took place patriotism had proven to be a valuable commodity
both for the government and the dealer.
Yamanaka and his publishing team took great care in articulating the
importance of the Hirase collection by combining this sale with an additional
publication titled, A Brief History of the Glyptic Art and Architecture of Japan, together
with a brief description of temples and shrines and a biography of eminent architects
and sculptors. It provided the connoisseur with the tools necessary to navigate the
formidable text that accompanied each of Hirase’s objects in the catalogue. The book
expanded upon the greater history of Japan from the country’s earliest period, the
Jōmon culture (ca. 10,500 B.C.E – 300 C.E.), to those leading up to the current events
of the time. It was a brief ninety-one pages, but when joined with the 1902 catalogue
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it added additional substance to an already thoughtful publication.

Sharing

commonalities with Okakura’s recent publication, Yamanaka’s book followed a similar
structure of treating Imperial reigns as a way to delineate periods.
Having published this catalogue and accompanying text a year before the
previously mentioned Matsuki sale it may come as a surprise that the quality and
authority with which Yamanaka’s work presented itself was levels above his colleague.
The mature writing style, articulate descriptions and quality of publishing were well
ahead of his counterparts at this time. However, this was not the first-time
Yamanaka’s print far exceeded his rivals.

As early as 1894 Yamanaka sought to

distinguish himself from his competitors by providing comprehensive assessments
and analytical backlogs to his product. Out of the 450 objects present in the 1902 sale
less than two percent (2%) are without a date. One hundred and fifty-two (152) works
are supported by a record of provenance, which accounts for thirty-three-point-seven
percent (33.7%) of the catalogue. Yamanaka also used his connections and field agents
across Asia to provide wares that could be traced to an artist, or at the very least a
school. In this catalogue thirty-percent (30%) of the items can be attributed to a
specific artist, i.e. a named artist as opposed to a school or region.
In addition to the works procured by Mr. Hirase, the company also began to
extend its reach into the conflict market when Yamanaka added, “a collection of
antique carvings of China which was secured in Pekin by Mr. Sadajiro Yamanaka soon
after the Boxers trouble.”85 In total ninety-three objects were sold over the course of
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two days that were attributed to the post Boxer occupation of Beijing. The majority of
these works dated between 1700 and 1900, but there were a few outlying pieces that
carried earlier suggested dates attributed to the Ming dynasty. While these objects
were not trumpeted in high fashion throughout the catalogue like those of Mr.
Hirase’s they too had a significant impact on the way the West would come to know
Asia, more specifically that there was a new power rising in the East. The collection of
these works was the result of eight armies seizing Beijing in August of 1900 during the
Boxer Uprising. Following the completion of military campaigns in Northern China the
armies of Western powers, including Japan, saw to the sacking of Beijing and the
looting of palaces and temples across the region. 86 The art that was secured by
national bodies and private dealers was then quietly introduced into markets across
Asia, America and Europe.
Compared to previous looting endeavors, the sacking of Beijing and the theft
that followed did not impact the market with the same force like that of the
destruction of the Summer Palace in 1860.87 The loss of objects from both tragedies
has never been fully catalogued, but it is not unrealistic to assume that the number of
items taken were in the tens of thousands. These works were then dispersed across
the globe and companies like Yamanaka’s became synonymous with selling such
wares. The largest difference between the two periods, as it relates to sales, is that
works procured in 1900 were not as outwardly touted as their predecessors. The
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concentrated plundering of the Summer Palace in 1860 was celebrated by the British
as war spoils and when brought to market found new life as objects that were
enhanced by their reputation as such.88 By the end of the three months long siege in
1900 buyers and sellers were met with an entirely different set of rules that had only
been recently ratified by the 1899 Hague Convention. Under the new “Laws and
Customs of War on Land” five articles made it outwardly apparent that plundering,
looting, or any such pillaging was strictly prohibited.89 In Article 28 the law stated that,
“The pillage of a town or place, even when taken by assault, is prohibited.” Article 47
provided the simple but concise point that, “Pillage is formally prohibited.” To further
protect occupied countries articles 53 and 56 went into greater detail about what an
invading force could and could not take as collateral from war. Article 56 provides the
most descriptive interpretation as to what was unacceptable control of property in
times of occupation:

The property of the communes, that of religious, charitable, and educational
institutions, and those of arts and science, even when State property, shall be
treated as private property. All seizure of, and destruction, or intentional
damage done to such institutions, to historical monuments, works of art or
science, is prohibited, and should be made the subject of proceedings.
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As it were, seemingly all of these articles were ignored by the occupying forces
as they officially approved The Hague Convention in September of 1900, all the while
pillaging China through the autumn of the same year. For many in the West a new
sense of righteousness had been awoken regarding the procurement of looted goods
from international wars and conflicts. There was now a challenge to the practice and
for many taking a side proved to be difficult.
Periodicals and newspapers began printing these opinions, which in turn
brought about varying amounts of criticism and praise for each action. In one of these
accounts there is a rebuttal to the author Mark Twain’s disdain towards what occurred
during the Boxer Uprising. In the article, published by The Independent, readers were
offered one of the best examples of the puzzled objections and pro-looting stances in
the same body of work.90 In “‘Loot’ Once More” the author quickly addressed that
what had occurred during the Siege of Legations in Beijing was unacceptable, as it
stood morally. “And so loot is bad,” deemed the author who then attempted to clarify
what exactly ‘good’ looting was by noting specific examples involving western doctors
and religious figures.91 “The ethics of war carries with it the ethics of commandeering.
Nor is confiscation looting.” He then clamors to point out that, “If the authorities in
charge directed Dr. Ament to seize and sell at auction the furnishings of the palace of
a Boxer prince, and to use the proceeds to feed certain hungry Chinese, that was not
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looting; that was confiscation, and a humane and righteous act, perfectly lawful by all
rules of God or man.”92
Despite the mixed opposition to looting in the West it did not take long for
businesses like Yamanaka and Company to find themselves in China in the proceeding
weeks following the fall of Beijing. With the country made breathless from war, and
little to no regard towards the civility of an occupation, widespread looting took place
by all parties. In Boston, Yamanaka put up for auction one of the first waves of objects
taken from around Beijing following the disturbance. The 1902 sale harbours nearly
one hundred works of wood carvings removed from four locations in the Chinese
capital.93 The sales catalogue names the four sites as Lonfusu, Tennensu, Howa and
Oyafu. None of these four names register with any existing temple. The only
identifiable location is Tennensu, which is the only site to be accompanied by a
photograph in this particular catalogue which today is referred to as the Palace of
Heavenly Purity, located in Beijing, China. The accompanying descriptions for the
carvings and ramma are not as polished as their Japanese counterparts, but provide
stable insight into the Chinese culture nonetheless.
Details of size, color and decorative importance make up the majority of the
descriptions, but a few pieces are given further historical depth in their overview. The
strength of Yamanaka’s business in articulating the aesthetic differences between
Chinese periods had not yet been fully realized. Instead, the company employed a
startlingly different tactic that was not commonplace in the markets at that time. In
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the catalogue one finds that Yamanaka was quite brazen in identifying the provenance
of these works as being spoils of war. Instead of casually integrating Chinese works of
art into this sale, Yamanaka makes the conscious effort to point out that he was in
China and had taken advantage of the Boxer Uprising.
Knowing the fact that it had only been two years since the ratification of The
Hague Convention, there seemed to be little hesitation in the publication of making it
known that these works were looted goods. While the descriptive material is kept
relatively simple for most items, and the identity of exact locations is kept limited, a
few break the mold with bombastic enthusiasm. One pair of “old carvings” from the
entrance to a temple drawing room had been, “…contributed by the Emperor Chien
Lung (Qianlong) to the Tennensu, were jealously guarded in the temple. The public
were allowed to see them once a year.” It is then noted that Yamanaka had been
offered a handsome figure for the pair by a Japanese collector, but had instead
rejected the private transaction so that they could be sent to Boston for this particular
exhibition.94
On the second day of the sale an additional lot of forty-nine objects made their
appearance, which were described as being from Imperial palaces including the
present Emperor’s residence at that time. With somewhat of a nod to his success at
securing these works the catalogue coyly lets the reader know that, “each article
speaks for itself.”95 Only a few pages later an interior photograph, from what was
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labeled by Yamanaka and Company as “Lonfusu Temple,” greets the reader and offers
a glimpse into the placement of various types of wood carvings found in Chinese
temples. This leads into the final few pieces which make the sale by being identified
as high value objects. The final six pieces are noted as being from the Howa Palace,
all of which were accompanied by an inscription denoting they were made for the
emperor Qianlong.96 All of the listed were made of teakwood and exceptionally large,
the majority being 70 inches wide. From here as casually as he introduced these works
the catalogue just as calmly turns back over to Japanese objects.
Yamanaka followed the 1902 sale with another, larger, sale in 1903. This time
the majority of the works appearing at auction were attributed to the Yamanaka’s
presence in China following the Boxer Uprising. As they had done previously,
Yamanaka’s company offered a brief glimpse into the origins of their Boxer goods in
the opening “Note:”

Shortly after the uprising of the Boxers in China our Mr. Sadajiro Yamanaka
saw an opportunity to purchase this most extraordinary collection of
Embroideries. They are indeed exceedingly rare, having come from most
sacred Temples and fine old Palaces, and originally owned by high priests and
princesses.97
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The key word of this short paragraph being “purchased” by which the company
is likely referring to the series of localized auctions and private sales held in the city of
Beijing during the occupation by Siege forces. German Field Marshal Alfred Waldersee
(1832-1904) gives one of the more visceral accounts associated with the systematic
plundering that occurred with the Siege of Legations in 1900. In his notes he highlights
the varying levels of participation, as it related to each country, and the depth which
each national body engaged. For the Americans, he points out that while they were
collectively opposed to the idea of looting, because of laws that were already in place,
they still managed to actively abuse the situation. As Waldersee states, “For weeks
you could buy openly in the American, camps, from officers and privates alike, articles
of every kind, and it was not unusual to see American soldiers peddling their booty.”98
Unsurprisingly, field reports from each army provide different views of how nefarious
each country was as it related to their looting practices.
Nigel Oliphant’s (1874-?) A Diary of the Siege of the Legations in Peking
references on several occasions his own participation in the looting, as well as those
of the Japanese and Chinese. His entry on August 16th, 1900 is among the more lucid
accounts where he notes that the Chinese were looting various homes and that the
British were actively procuring silks and silvers, “but not a tenth part of what the Japs
have.”99 He later goes on to tie in the aforementioned auction system when he writes
that he had gone to try and buy looted goods from Indian soldiers, but came back with
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little of value so instead he attended an auction after which he only came away with
squirrel skin coats.100
This trend of seeking out auctions seemed to be the standard approach of
acquisition for officers in various militaries. The British accounts of Lancelot Giles
(1878-1934) play out in a similar fashion. Instead of participating in an auction Giles
sought the stores where loot could be sold. Here he and his compatriot make off with
$200.00 (USD) each for which they feel satisfied that it was they who made the sale
instead of allowing the Chinese to lay their hands on the objects.101 The attitude of it
being better in the hands of Western powers is a common theme among publications
on the Boxer Uprising. This played well into the hands of Yamanaka’s business, as the
Japanese were perceived to be a superior Asian race at the time. This would allow
him to reintroduce similar stocks the following year.
Among the major changes for the 1903 sale were the transitions in object
types offered compared to those from the year before. As can be seen between tables
two and three, the first pieces sold in 1902 focused on the structural dismemberment
of the noted temples and palaces mentioned by Yamanaka in the catalogue. The
second wave then shifts to loose objects that would have inhabited these same
spaces.
The collective total of Chinese objects in each sale amounted to twenty-two
percent (22%) for the 1902 sale and nearly eight-five percent (85%) for the 1903 sale.
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Once more there was a stark contrast in the quality of the types of objects being
offered compared to their Japanese counterparts of the time. While the volume of
Chinese goods sold by Yamanaka in 1903 outweighed those of his Japanese stock it
remains apparent that he was still relying heavily on the strength of interest in his own
country’s art to stabilize his reputation. A small batch of these wares reappear in a
1906 sale in New York City, which lends to the idea that the general interest in Chinese
goods of this caliber had not yet been fully realized.
The Boxer goods are better used as a gauge for what was to come in the
following decades. Waning interest in Japanese export wares was beginning to affect
the markets as more buyers became interested in things rare and unique. While the
desire for Japanese curios was diminishing this transition to luxury goods was still
powered by Japanese wares, as opposed to those of Chinese, at the turn of the
century. Yamanaka, however, appears to have avoided insulating his position by not
adhering to a single product market. In Boston alone, his sales jumped between stocks
of Japanese and Chinese goods, with the occasional peppering of Korean, Tibetan and
Taiwanese art.102 As the table and graph below point out there was a significant rise
and fall to what Yamanaka’s company was offering. These further reflect stronger ties
to adapting stock choices based on the political and social atmosphere of Asia, as
opposed to the blind admiration of an individual culture.
Many of these objects were the first of Yamanaka’s conflict goods and their
relative success at market is an eye opener. It is in these two sales where, when
looking at the larger picture, one is overwhelmed with the vastness with which
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Yamanaka had access to goods in relation to East Asia, especially when compared to
his competitors. Matsuki’s participation in the sale of Boxer goods was limited to a
few objects, at least those that he noted.
Not only had he connected with the arts of multiple regions but his company
had found a way to market objects through encyclopedic catalogues that blatantly
disregarded international treaties. It was a demonstration of authority and control
that would have had to have been daunting to the average consumer, but one that
connected with clients of a higher caliber. For Bostonians, several decades of
importing Japanese and Chinese goods had created an aesthetic taste that bordered
on being formulaic. “Asianess” was a brand that catered to home décor and vanity.103
The voice of Yamanaka’s catalogues was different. They projected a brand of
intelligence that could be trusted, not only because of his connection to the race and
region, but also his ability to produce lucid descriptions of an object’s history.
Yamanaka had successfully established ownership of the Asian art import market.
Yamanaka’s ability to transform his catalogues into miniature historical texts
wreaked havoc on businesses like Matsuki’s. Matsuki’s control on middleclass imports
was sound, but his footing in high-end merchandise was not nearly as stable. The
posturing of his catalogues from 1900 onward seem to imply that the pressure of a
new business in town was weighing on him.104 Product differentiation would not be
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enough to float Matsuki’s business, and his operations became a reactionary response
to that of Yamanaka’s.
As Yamanaka’s business grew at the turn of the century he was better
prepared to shield himself from incoming opposition. For the first two decades of the
1900s Yamanaka’s control over the market in the United States was without parallel.
He had all but reduced any uncertainties regarding his power by collaborating with
the elite buyers in Boston and New York. It was now time for his business to become
a cultural establishment with a shift to the new art capital of New York City.
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Table 1: Bunkio Matsuki Sales Data New York and Boston
Sales:
Matsuki

Number
of Lots

Dated:
-Numerical
-Period
-Dynastic

Artist:
-Name
-School
-Family

Chinese:
Taiwan/Formosa
Tibet

Japanese

Korean

537 (53.5%)

Provenance:
-Region
of
Creation
-Previous
Owners,
Sales,
Exhibitions
159 (15.8%)

1898

1003

392 (39%)

14 (1.4%)

989
(98.6%)

0 (0%)

1898
Philadelphia

710

401 (56.4%)

195 (27.4%)

266 (37.4%)

20 (2.8%)

687
(96.7%)

3
(0.04%)

1902
New York

522

400 (76.6%)

45 (8.6%)

54 (10.3%)

3 (0.5%)

0 (0%)

Lost
at
Sea and
Replaced:
165
365

150

5

3

0

519
(94.4%)

345 (94.5%)

26 (7.1%)

59 (16%)

27 (7.4%)

338
(92.6%)

0 (0%)

1905
Boston

433
*442
including
a-e items

364 (84%)

146 (33.7%)

51 (11.7%)

92 (20.8%)

345 (78%)

5 (1.1%)

1906
Boston

575

323 (56.1%)

17 (2.9%)

68 (11.8%)

102 (17.7%)

470
(81.7%)

3
(0.05%)

1907
Boston

591

432 (73%)

46 (7.78%)

199
(33.67%)

106 (17.9%)

497 (84%)

4
(0.16%)

1910
New York

400
(402
including
A & B for

342 (85.5%)

142 (35.5%)

N/A

65 (16.2%)

326
(81.5%)

11
(2.7%)

1903
New York

165

89

0

two
objects)

Table 2. Yamanaka and Company 1902 Sale, Boston. Boxer Goods/Types
Object Type:

Number of Lots

Old Carving
Wall Decoration
Ramma (carvings from
beams/walls)
Koro
Stands
(incense
burner)
Panels
Trays
Mirror Stands
Tea Cabinets
Toilet Stands
Teak Panels
Fret Work
Bedstead
Railing
Metal Works
Teak Carvings
Teak Hafu
Doors
Remnants
TOTAL

37
1
14

Number of Additional
Objects in Lot
76
22

1

-

8
1
1
1
1
4
1
1
1
A-D
2
2
16
9
105

11
2
14
4
129

Table 3. Yamanaka and Company Sale 1903, Boston. Boxer Goods/Types
Object Type

Number of Lots

Embroidery
Table Covers
Hangings
(paintings/embroideries)
Mats
Mirror Covers
Portiere
Friezes

21
67
35

Number of Additional
Objects in Lot
8
4
2

18
20
17
14

86
-

90

Appliques
Garments
Lambrequin
Robes
Gowns
Kinchaku (drawstring bag)
Sleeves
Cushion Covers
Banners
Vests
Gauze
Ornaments
Skirt
Brocade
Coats
Screens
TOTALS

45
19
21
57
10
1
18
1
2
2
1
2
1
2
2
1
377

22
4
26
2
2
156

Table 4. Yamanaka Boston Sales Data
BOSTON
SALES:
Yamanaka

Number
of Lots

Dated

Provenance
Noted

Artist
Named

Chinese

Japanese

Korean

1902
November

450

(98%)

152 (33.7%)

(30%)

100 (22.2%)

350 (77.7%)

0 (0%)

1903
April

450

9 (2%)

15 (3.3%)

4 (.8%)

384 (85.3%)

66 (14.6%)

0 (0%)

1904
November

515

264 (51.2%)

60 (11.6%)

82 (15.9%

58 (11.2%)

454 (88.1%)

3 (.5%)

1907
November

125

122 (97.6%)

1 (.8%)

0 (0%)

115 (92 %)
*7 (5.6%)
*Tibet

0 (0%)

3 (2.4%)

91

1915
November/
December

472

1916
December

95

150 (31.7%)

83 (87.3%)

1 (.2%)

16 (3.3%)

5 (5.2%)

0 (0%)

326 (69%)
*1 (.2%)
*Tibet

127 (26.9%)

84 (88.4%)

0 (0%)

Indian
1 (.2%)

Table 5. Yamanaka and Company vs. Matsuki Boston Sales 1902-1916

Yamanaka and Company, Inc.
Boston Sales
500

1902/03 The first
wave of Boxer
Uprising goods
appear in
Western markets

450
400

# of
Lots

350

454
384

1913-1917 Chinese Imperial Collections are
sold in Boston and New York

350

326

300
250
200
150
100

115

100
66

50
0
1902

1903

127
84

58
0
1907

1904
Chinese

Japanese

1915

17 (3.6%)

0
1916

Korean

92

11 (11.5%)
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Fig. 1.1 Yamanaka and Company, Boston Store Front, in Yamanaka Denjiro 山中定次
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Fig. 1.2 “Japanese marsh bird,” in Descriptive Catalogue of an Important Collection of
Japanese and Chinese Pottery, Porcelain, Bronzes, Brocades, Prints, Embroideries,
Kakemono, Screens, Ivories and Gold Lacquers, (Boston: Leonard and Company, 1898),
63.
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Fig. 1.3 “Ancient Wood Carved Panel,” in Catalogue of Rare Objects in Brass, Leathers
and Wood Illustrating the Art of Old Japan: To Be Sold at Unrestricted Public Sale by
Order of Bunkio Matsuki, Boston: Leonard and Company, 1903), 26.
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Fig. 1.4. “Exceedingly Rare Pewter Koro,” in Catalogue of Ancient and Medieval
Pewters of China and Japan Old Wood Carvings, Rare Helmets and Famous Blades Also
Stone Garden Ornaments and Other Objects of Interest, Boston: Leonard and
Company, 1905), 43.
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Fig 1.5 Description for figure 1.4, in Catalogue of Ancient and Medieval Pewters of
China and Japan Old Wood Carvings, Rare Helmets and Famous Blades Also Stone
Garden Ornaments and Other Objects of Interest, (Boston: Leonard and Company,
1905), 42.
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Chapter 2: Permanence and Importance: Yamanaka and Company in New York City
2.1 Arrival and Reception
Yamanaka and Company’s presence in New York City would cement the art dealer’s
reputation in the annals of art market history in a matter of a few short years. Having
made the journey to the city in November of 1894 it would not be long before his
presence as a formidable businessman was acknowledged by the likes of Henry O.
Havemeyer (1847-1907), Charles Lang Freer (1854-1919) and Rufus E. Moore (18401918). 105 Having already garnered support from academics like Ernest Fenollosa
(1853-1908), William Sturgis Bigelow (1850-1926) and Edward Sylvester Morse (18381925) in Boston, Yamanaka would find that transitioning into the largest American art
market would come with relative ease. Before his reputation was cemented in the
halls of institutes like the Museum of Fine Arts, Boston the opportunity to open his
first shop in New York at 4 West Twenty-Seventh Street, before settling in at 20 West
Twenty-seventh Street in 1895, took priority. It was at the latter location that the first
official branch of Yamanaka and Company opened and within prime distance of
nearby Broadway.
This chapter will explore two major facets of Yamanaka’s time in New York
City. One being the relationships Yamanaka established with three of his primary
buyers in New York including John D. Rockefeller, Charles Lang Freer and Louisine
Havemeyer; as well as the sales conducted by his own firm, which I feel highlight the
most prominent shifts between stock type over the course of thirty years in the city.
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The latter will examine the sales catalogs, produced in conjunction with the American
Art Association, to break down the quantity of goods sold at each event. This will then
be accompanied by a short analysis of specific works which seem to have been key
points of each sale.
The company’s account books give hints as to the types of wares first sold in
this adopted city; with items like vases, incense burners, woodblock prints and even
Japanese Buddhist statues all being sold to affluent and knowledgeable buyers like
the men in Boston.106 Unsurprising of the time, the majority of what appears to have
been sold was associated with Japanese origins and were no doubt brought with him
on his initial journey to America in 1894. This type of stock fits neatly into the timeline
introduced in the first chapter during Yamanaka’s early years in Boston. Small
quantities of Chinese objects were being sold, but the overall stock remained
consistent with the existing import market from China at that time; which was
associated with porcelains, minor carved stones and snuff bottles, the quantities of
which were frugal to say the least. The Japanese craze had yet to subside and
remained bolstered by each new Worlds Fair, which highlighted Japan’s emergence
from feudalism, rapid adoption of Western ways and a contemporary Constitutional
Monarchy. The likes of which were admired by the American public, especially those
within the circles Yamanaka would soon find himself.
Along with new spaces to operate came new allies in marketing and sales. A
long-time filter for the company was the American Art Association auction house,
located at 6 East Twenty Seventh street in New York. When AAA began in 1883,
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Thomas E. Kirby (1846-1924) was the lead auctioneer. Kirby would play an integral
role throughout the entirety of Yamanaka and Company’s operations in the United
States. His oversight and signature in the introductions of nearly all of the early
catalogs produced by the auction house relay the role the auctioneer played in
assisting in the dissemination of material to the broader public. As a general note, AAA
would eventually merge with the Anderson Gallery in 1915, then again in 1937 with
Parke-Bernet Galleries. By 1964 the company would join with London Sotheby Co.
before finally becoming solely Sotheby’s in 1987.107
Success came quickly for Yamanaka and Company and by 1902 the store had
moved to 254 Fifth Avenue where it would remain for fifteen years. By 1917, his
operation had proven fruitful enough to take on a bigger space in the city and one
with an even more prestigious address. It would be at 680 Fifth Avenue where the
company would remain for a further thirty years, a location which would see some of
his biggest success and eventually the company’s liquidation during the Second World
War (fig. 2.1). A fitting introduction to Yamanaka and Company’s move to its final
location was published by the New York Sun on November 11, 1917 where the paper
read:

The house of Yamanaka & Co., which has had so much to do in times past with forming
the tastes of New Yorkers in matters of Oriental art, announces the formal opening of
new and imposing galleries upon upper Fifth Avenue. This is an event of importance
in the art world and will surely contribute interest to the present art season.
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Japanese taste of the highest quality has supervised the installation in the new
building, and it would appear as if science and art could go no further in the decoration
and fitting of a modern business structure. Every electrical and mechanical device that
the Yankees have perfected for increasing the utility of a structure has been seized
upon by the clever Japanese architects and introduced and harmonized into
decorative effects that give Westerners more than a fleeting impression of being in a
Japanese temple.
The main entrance is like that of a temple. The walls are stone of a soft yellow color
that was brought from Arizona, and there are half pillars of unvarnished wood that
lead the eye to the imposing wooden temple ceiling. Immense Dog Foo in pottery
guard and exquisitely designed stairway that lead to the mezzanine floor. These stairs
are also in unvarnished wood and the design of them is an adaptation from certain
famous temple stairs. There is great restraint and simplicity in the architecture, and
wherever an ornament has been introduced, it is usually some famous decorative
motif that is classic in Japan.
The second floor of the big establishment has been divided into ten galleries, some of
them large enough and adapted for the giving of lectures, and others small enough
for the proper exploitation of such rare and intimate works of jades and carved
crystals. The backgrounds everywhere are in soft browns upon which the ancient
Japanese paintings that are already in place look at home.108
This long reflection on Yamanaka’s new gallery delivers what made his stores so
appealing to international customers; a glimpse into the aesthetics that defined a
region distant to their own. Yamanaka and Company was not simply a department
store with a minor display of Asian curios and art, but rather an interactive space that
created and captured the allure of Asia. For those who had never traveled abroad they
were greeted with a fabricated atmosphere that was both an amalgamation of styles
and yet was still more reflective of East Asia than anything that had come before it.
Just over twenty years before, the 1893 World’s Fair in Chicago the Japanese had
brought to life a reproduction of an eleventh century Buddhist pavilion. Its reception
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was met with praise, as its tranquil setting offered reprieve from a long day of touring
modernity in motion.109 Yamanaka’s New York store offered something similar and
yet altogether fresh. It was a space that was meant to convince someone that they
were walking into a place of superior knowledge regarding its contents.
Overwhelming at first, but inviting once engaged with, especially in the company of
staff. To convince his buyers he was an authority, Yamanaka had to project his
heritage and connection to it as best he could. Clearly, he succeeded, as those who
purchased from him remain among the cultural elite of American history.

2.2 The Rockefellers

Among the most heavily researched relationships forged in this new building were
those of the Rockefeller family. It was, after all, in a Rockefeller building in which this
massive showroom now resided. The exact extent of their relationship remains a
question of interest, as there are no surviving documents detailing the more personal
aspects of how they interacted. However, one could assume that through Yamanaka
and Company’s leasing of Rockefeller property as far back as 1909, there must have
been at least a mild form of favoritism in relation to who and what art was sold to the
family members. What can be found in archives are multiple accounts from various
family members, over several decades of collecting, that involve the sales made
between the two parties. It should be said that Yamanaka himself would not be
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present for many of these transactions, as he was spending most of his time travelling,
or in Japan, by the 1910s.
One of the most important sales to the Rockefellers was that of two Northern
Wei dynasty (386-534 CE) gilt-bronze Buddhist altarpieces excavated near Zhengding
County, Hebei province sometime in the early 1920s (fig. 2.2). These two works have
been a noted topic in nearly all of the publications associated with Yamanaka in large
part because of their cultural significance, but also because of their sale price.
Yamanaka had obtained both works through his Beijing office via the General Wang
Shizhen 王士珍 (1861-1930). An unidentified company representative in Beijing made
the purchase from the general and then saw to it that they made their way to Japan.110
Here it is suggested by Abby Aldrich Rockefeller (1874-1948) that they were sold to
Prince Matsokada (in this particular case she was likely referring to Matsukata
Masayoshi 松方正義 (1835-1924), who was actually the Prime Minister) who shortly
thereafter allowed their release from his own collection due to losses occurred during
the Great Kanto Earthquake in 1923. 111 She hints that it is possible that John
(Rockefeller) might like the pieces, but they could possibly be beyond his taste, or
general interest. This would likely have been a reflection on the lack of Buddhist pieces
he had amassed at that point, but the letter does not specify and provides only this
general point. It was already clear that their price was going to be high, as noted by
Abby. In Kuchiki’s biography of Yamanaka she suggests that the connection to Prince
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Matsokada might be incorrect and instead the works could have belonged to
Matsukata Masayoshi’s third son, Kojiro Matsukata 松方 幸次郎 (1865-1950) who was
then the president of Kawasaki Shipbuilding Corporation.112 Despite the question of
who owned the works in the early 20s it is clear that once the works made their way
to New York Mrs. John D. Rockefeller purchased the two altarpieces for a price in the
range of USD $225,000.00 ($3,151,542.86 in 2017) in 1925.113 This would go on to be
one of the largest sales made by the company throughout their entire existence. Both
pieces were eventually sold to the Metropolitan Museum of Art where they reside
today. One of their first published descriptions of the works came in the 1944 catalog
produced by the museum which read:

… two of the three nearly complete, large, early altarpieces rediscovered in
China. The third is the Sui altarpiece in Boston. They may be considered as
among the great glories of Chinese art. Our two altarpieces were dug up
together in 1924 in a small village near Cheng-tingfu (Zhengding), in what is
now called Hopei (Hebei) province, and were almost immediately brought to
New York. In 1925, Mrs. Rockefeller acquired them for her collection, and they
have since become very well known.114
Each is striking in their appearance, especially when considering their scale.
They are thought to be among the largest surviving early Buddhist gilt-bronze altars
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in existence. Each are iconographically rich and demonstrate a level of craftsmanship
that hints at an association with court-related production. Analysis of each work
suggests that both feature casting and metalworking techniques that can be
associated with the Northern Wei period. However, how they were manufactured is
different leaving scholars to believe that they are not contemporaries of each other,
nor born from the same workshop.115
On both altars there stands a central figure of the Buddha Maitreya
encompassed by a flaming mandorla who is flanked by various bodhisattvas and
attendants. 116 Each of these additional figures were cast independently from the
Buddha Maitreya and inserted into the altar individually. The larger of the two casts
is accompanied by a date of 524 CE, whereas the smaller is devoid of any such
marking. As well as a date, the larger altar also carries an abraded inscription located
on the back of the base. This identifies the central figure as the Buddha Maitreya,
provides the noted date and tells of its commission by Kaizhi as a means to pay
respects to his deceased son. The inscription goes further to express hope in the
unification of the relatives in the presence of the Buddha at a future time.
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The distinctive proportions of the figure, slender and rather linear, along with
the fluttering drapery present the figure in motion.117 The attenuated imagery of the
Buddha Maitreya is made all the more fleeting when surrounded by the paradisiacal
asparas. Playing their musical instruments, they encircle the flames of the mandorla
that enshrine Maitreya and his entourage of four bodhisattvas, two standing and two
seated. The two standing bodhisattvas take their place atop lotuses that appear to
have sprung from the mouths of dragons. Towards the base one can see a pair of lions
gazing upwards toward the central figure, as well as an incense burner nestled into
the middle of the structure.
In this scene the viewer is witnessing the Buddha Maitreya descending from
the Tushita Heaven.118 A primary indicator for this being the gesture of the raised right
hand and lowered left hand, during which the thumb touches the index finger. This,
accompanied with the pose and posture of the seated bodhisattvas where one leg
hangs downward while the other rests on the opposite knee, suggests a particular
stage in their spiritual life where they inhabit the Tushita Heaven and are awaiting
their reincarnation.
These works are in relatively stark contrast to the general tastes often
associated with John and Abby Rockefeller, or at least those of their early years of
collecting. During their travels through Asia in the 1920s they broadened their tastes
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from late Chinese porcelains to objects like the Buddhist statues mentioned above.
What had begun as an assortment of brightly colored ceramics at the turn of the 20th
century was now a collection supported by Kushan period Indian sculpture,
Bodhisattvas from the Yungang caves and Song dynasty lacquers. 119 The couple’s
blossoming relationship with the Metropolitan Museum of Art also bolstered their
intent to collect works that reached beyond their personal enthusiasm for late
dynastic works from China.
John’s advancement in taste likely stemmed from Abby’s personal interests in
eastern religions and her own appreciation for Asian art and culture. Whereas John
had once said, “I have never squandered money on horses, yachts, automobiles or
other foolish extravagances. A fondness for these porcelains is my only hobby – the
only thing on which I spend my money,” he was now being encouraged by a second
party to look to the other arts of Asia. 120 Beginning with woodblock prints from Japan
leading to stone sculptures supplied by Yamanaka’s own firm. The latter seems to
have alluded John’s taste even into the 1920s when John mentioned to Yamanaka
that, “I have never enjoyed a mutilated statue, and find it hard to reconcile myself to
the figure, without head or arms.”121 Perhaps his appreciation for such works never
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fully arose, but nonetheless both he and Abby’s love for Asian art spread to their
children, which in turn further developed the scene in New York City.

2.3 The Havemeyers

The Rockefellers were not alone in their establishment of ties with Yamanaka and
Company. Another prominent family to engage with the firm on a consistent basis
were the Havemeyers. Louisine W. Havemeyer (1855-1929), the late wife of Henry
Osborne Havemeyer (1847-1907), was particularly active in associating herself with
the Japanese firm. Her memoirs, written in 1915, highlight just how personal her
relationships with the firm had become, especially in the first years of Yamanaka’s
operations. Her primary contact at Yamanaka and Company was not Yamanaka
himself, but instead Daijiro Ushikubo 牛窪第二郎, who was the manager of the New
York branch of Yamanaka and Company. 122 Their correspondence became a focal
point for a portion of Mrs. Havemeyer’s memoirs and even manages to capture a bit
of the disdain she had towards Bunkio Matsuki at this point in time. She begins a
dialogue with Ushikubo by reiterating that the Yamanaka Trading Company had sold
them their first tea jars and continued to sell them to the family to that day. However,
there is a very real possibility that it was not actually Yamanaka’s company that
supplied her first tea jars, as Mrs. Havemeyer later notes in her memoir that, upon
reflection, her first tea jars arrived in 1884. Such a date does not line up with the arrival
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of Yamanaka’s business and even if it was associated with importing such wares from
Japan, it remains unlikely. Instead, Kiritsu Kōshō Kaisha is the more likely of
distributors to the Havemeyers at this time. Regardless of the later retraction this
particular dialogue swiftly kicks off a dialogue surrounding the volume of works that
she possessed.
On the topic of Japanese tea jars in her collection, Mrs. Havemeyer rebukes
the notion that her library ceiling was composed of tea jar covers and that Matsuki
was out of place for making such a suggestion. Instead, she wished to comfort
Ushikubo in the notion that she indeed retained the covers, but not in such fashion
(they were stored neatly and carefully). Ushikubo details that, “I heard that you had
not kept them, and it would have been a pity as the tea jars are much more valuable
with covers. The tea ceremony means old traditions and old associations to the
Japanese, and the tea jars with their covers and their stands command a very high
price in Japan today.”123
Mrs. Havemeyer recalls that she made a swift return to her home to count the
covers and confirm the result with Ushikubo as soon as she had finished. The total
came to four hundred and seventy-five (475), to which she quipped to Ushikubo, “Is
that enough?” This prickly reply, directed more so at Matsuki than anyone, garnered
a response form Ushikubo, “Oh! Mrs. Havemeyer, is it possible? That is wonderful. Do
you know you have a great fortune in them?”124 The concept of value between the
two gestates for a short while before Ushikubo brings forth a catalog with the sales
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results from Japan in 1914 to show just how much a single complete jar was worth.
Mrs. Havemeyer does not note exactly what number she saw, but was nonetheless
overwhelmed with the concept, as was Ushikubo, that she held in her collection that
number times 475.125 Dialogues like these provide the modern scholar an opportunity
to see past the sales numbers which made the headlines of the day. The Havemeyer
name appears frequently throughout surviving catalogs with sales going to them for a
few hundred to a few thousand dollars. Their collections helped to bolster the prestige
of the Metropolitan Museum of Art, no doubt.
Where the Havemeyers and Rockefellers differ is in the evolution of their taste
and purchases. While the latter gradually drifted away from late dynastic Chinese
porcelains, the Havemeyers, and more specifically Louise, maintained her interests in
the popular wares of the Qing dynasty. Though they collected a broad spectrum of
works from Japan and China, the Havemeyer collection was not as sophisticated as
those of the Rockefellers, or certainly Charles Freer.126 It was a collection built from
personal taste, which in its own right gives it significant character. Regardless of the
question of quality pertaining to individual works, the volume of pieces they collected
remained high enough that the Metropolitan Museum of Art would still be a safe place
to deposit their collection when they were gone.
Both the Rockefellers and the Havemeyers donated to the MET throughout
their lifetimes, as did Yamanaka himself. Among the first works to migrate to this
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institution via Yamanaka were nine pieces of Korean celadon pottery dating between
the 14th and 15th century, eight pieces of Chinese pottery that included Han Dynasty
(206 BCE – 25) wares and six glazed vessels attributed to the Northern Song (9601127) and Ming Dynasties (1368-1643). These were presented on the annual report
of the museum dating to January 17, 1911. From this gift five remain on display
today.127 One work in particular is labeled as a Bowl with Two Boys Among Foliage and
is attributed to the Northern Song with a more specific given date of the 11th or 12th
century. This stoneware bowl is decorated with a bold design under a thin,
translucent, olive-green glaze. The delicate flowers and leaves present throughout the
vessel are mold-impressed with the images of young boys interwoven into the foliage.
Further donations to the MET by Yamanaka occurred nearly every year until
his death in 1936 and included:
•

June, 1916, One modern Chinese vase (20th century)

•

April, 1917, One Song Dynasty Chinese vase (Stoneware with crackled glaze,
Longquan ware)

•

December, 1917, One Korean Koryo Period porcelain bottle

•

January, 1918, Two sets of Korean Li Dynasty ceremonial banners

•

November, 1919, One Chinese Ming Dynasty porcelain seal
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•

December 1920, One Modern Japanese rubbing of a stone monument to
Ernest Fenollosa

•

January, 1925, One Late Ming Dynasty Chinese map of China in eight scrolls

•

February, 1925, Two Tang Dynasty Chinese bowls with cover

•

November, 1926, One modern Japanese set of manuscripts of the “Story of
Tenjin”

•

March, 1927, Two modern Chinese glazed porcelain bowls

Between October 1929 and December 1936 Yamanaka donated twenty-one books,
one print and one set of Japanese Edo Period horse trappings in fifteen pieces. The
books are not given any greater description by the Bulletin of the Metropolitan
Museum of Art, but are likely auction catalogs, as there are over twenty in their
holdings today.128
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Much like Boston there was always room for competition. New York, having been the
home to Asian antiquity businesses before Yamanaka, was a natural spawning point
for rivals to Yamanaka’s grip on the import Asian art market. The most noteworthy
being that of Tonying and Company. Their efforts became one of the more substantial
counterparts to Yamanaka and Company in New York, but the Parisian founded
business would never reach the same air as Yamanaka. Established in 1902, Tonying
Co. was begun by Zhang Renje 張人傑 (1877-1950), also known as Zhang Jingjiang 張
靜 江 , who was a multi-millionaire financier, Nationalist Government official and
supporter of Sun Yat-sen and Chiang Kai-shek.129 His rise to fame began early as the
son of a wealthy family from Zhejiang Province who by 1902 had been appointed as
an attaché of the Qing governments Minitister to France, Sun Baoqi 孫寶琦 (1867-
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1931). During this period, he established Tonying and Company with the assistance of
his father’s finances, the sum of which was nearly 300,000.00 Chinese dollars.
Zhang’s business brought him into more direct contact with the political
figures of the Chinese revolution. Having met Sun Yat-sen in 1906, Zhang found it
necessary to fund the rising power via the profits of his business. This relationship
would last until Yat-sen’s death in 1925, when Zhang made quick decisions to put his
support behind Chiang Kai-shek. Again, the relationships forged would pay off for
Zhang who was made the chairman of the National reconstruction Commission and
later the governor of Zhejiang province. While his auction house never saw the success
like that of Yamanaka’s, Zhang’s power was apparent and his connections in the
United States deep as well.
Where Tonying and Company specialized that Yamanaka often did not was in
the world of calligraphy and painting. During the 1930s. The galleries of Tonying and
Company were well known for having exhibited collections of Song, Yuan, Ming and
Qing painting, for which they were often well received by the scholars and public.130
As educational tools, these exhibits were a wonderful addition to the expanding
scholarship on the field of Chinese painting. The reviews, while critical of the images
on display, remained exploratory in their observations about how Westerners should
observe and appreciate the fine arts of China. 131 In regards to what Tonying and
Company sold though, most of his catalogs rely on jades and porcelains to bolster the
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few works of art that carried any greater authority. In addition, much like the rival
Kano Oshima, Tonying and Company could be found at Yamanaka’s auctions
purchasing works to be resold in their own showrooms. Overall though, both of these
listed companies had little impact on reducing the sales output of Yamanaka and
Company.
In regards to the quality and response to Tonying’s products and prices they
appear to come in undervalued compared to those of Yamanaka’s. Using the 1920s as
the test for this statement (the height of sales for both institutions), both companies
saw a similar reaction to product types. However, Yamanaka’s company typically came
in on a higher number, but not drastically enough to say that Tonying was brushed
aside entirely. One might make the argument that the public may have viewed
Tonying and Company as a mildly inferior operation given that USD$ 1.00 at that time
is now equivalent to around USD$ 15.00, which would mean that Yamanaka was
making between USD$ 45-80.00 (contemporary in today’s terms) more than his
competitor on objects like snuff bottles. The table below shows the average prices for
a select number of wares from both companies between 1927-1929 from their
general auctions held in New York City.132
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These figures obviously do not represent the decade’s worth of work that each
company put into their business, but are rather just a small reflection of what a typical
auction might bring in. It should also be remembered that each business was making
sales in their showrooms for which the prices could have been higher or lower
depending on the relationships they may have had with particular buyers. In addition,
the works mentioned above are part of a more generic series of objects that were sold
during their periods of operation. The pieces of art that would change the tempo of
the market as a whole were also being auctioned in this period and Yamanaka and
Company were well ahead of their competitors in this field.

2.4 A New Market for Chinese Art: The Major New York Sales of Yamanaka and
Company

There were a multitude of factors that led to the movement of interest from Japanese
objects to those of Chinese origin during the first half of the twentieth century in
America. While there has been an outlying understanding that European engagement
with the field of Chinese art predated that of their American counterparts, the volume
and type of what was being purchased between the two regions becomes noticeably

Variety, Jades and other Hard Stones. Property of Tonying and Company (New York)
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different throughout the first twenty years of the 20th century. Warren Cohen
described this era as the “golden age” where collectors were able to amass some of
the most important objects that accounted for the foundation of collections like those
of Charles Freer. Cohen’s golden years were between 1893 and 1919 which coincided
with the World’s Columbian Exposition in Chicago and the death of Charles Freer. This
period would be followed by the professionalization of the field during the 1920s,
which was then met by prolonged challenges associated with the Great Depression
and World War II.
The broader interpretation of this shift has been adequately defined, from a
collector’s standpoint, by scholars like Cohen and Sherman Lee (1918-2008). If we are
to take the first wave of this movement of Asian interest as being led by men like
Fenollosa and Bigelow then it becomes clear that the majority of what was brought in
during the latter half of the 19th century centered around works of art from Japan.
Veishaka N. Desai points out that the cultural basis for building collections during that
first phase was not focused on the greater aesthetics of individual objects, but instead
was a response to the widespread availability of objects from across Asia.133 The fact
that Japan was at the middle of this cultural evolution likely had more to do with sociopolitical links that existed at that time between the United States and Japan, which in
turn meant that scholars like Fenollosa could engage with the culture of a country
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more easily and therefore build a more thoughtful relationship between the region
and their art.
This development would continue to mature at the turn of the century when
Charles Freer and Denman Waldo Ross (1853-1935) expanded beyond the Japanese
Buddhist interests of the first phase and moved forward with a more pan-Asian
approach to collecting.134 For Freer this conveniently ties itself to his retirement in
1900 where he then devoted himself fully to the business of building the most
significant Asian art collection in America. He may have been a contemporary of the
aforementioned Boston collective, but because the bulk of his collecting began at the
beginning of the 20th century he was now part of the second wave.
Two, more specific, contributing factors were that Freer was not approaching
this from an entirely academic standpoint, which was in contrast to the first group, as
well as that he was making the shift from studying the broader cultures associated
with the art work to just the object itself.135 The former is important because it created
a mission driven narrative for 20th century collectors to go out, explore and buy art
from an educational mindset. For Freer this came in the form of amassing a collection
worthy enough to be donated to the country as a whole, which in turn would secure
his legacy among the greater historical canon of Asian art collecting in America. This
is not to say that Freer never engaged with the regions beyond their objects, but
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instead hints at the mentality of collecting for collecting’s sake. Such an attitude would
be instrumental in many collectors’ efforts to build the collections that can be seen
today.
The transition from cultural interests to those associated with object
appreciation and analysis reflects a more sweeping reform compared to the linear
collecting narrative of the 19th century. Embracing this approach would take time for
the majority of the buyers during the early 20th century. This left Freer practically
alone in the fields of purchasing Chinese ancient bronzes, Buddhist sculpture and
paintings for the first decade of the 20th century.136 His efforts in the first two decades
of the 20th century would then nurture the third phase of the nineteen-tens and
twenties when there were seemingly no boundaries on what entered the market.
Western expeditions into China brought forth works of art that highlighted the
multicultural ties much of Asia had long before it was exploited by the West. Sales in
America and Europe were now saturated with nearly every form of Asian commodity
and the expansive stocks became overwhelming to navigate alone.137
How this connects to the dealer’s role in all of this is what is so important in
helping us to understand the monumental task of bridging each of these phases. While
some of these men were reaching out to Asia through exploration, others jockeyed
dealers to help guide them to their choices. Men like John Rockefeller may have had
an idea of what they liked, but they were still looking for more to set them apart from
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their peers. Yamanaka and Company was just the fix for this dilemma. His company
was seasonally running auctions each year, as opposed to his primary competitors in
the area, Kano Oshima and Bunkio Matsuki, who rarely held more than two major
sales in that same time. This type of dominance manifested itself in multiple forms,
the most obvious being sales to parties who would later donate their collections to
major art institutions. Another, more intriguing, relationship that came about was the
necessity to have Yamanaka and Company validate the authenticity of objects by
other selling parties. A series of checks and balances had emerged within the Asian art
market to provide the utmost assurance of an object’s provenance.138 This system
would become an ever more welcomed addition as the market for forgeries began to
rise with Western collectors looking to buy and donate. Of the more prominent men
associated with this kind of action was Frank Lloyd Wright, who supplemented his
income by selling Japanese prints. At one point during his tenure as an art broker he
resold forged works purchased from a trip to Japan. With Yamanaka’s name
dominating sales at that time, his company became the defacto insurance policy
against fakes and forgeries.
Scholarship on collecting Chinese art and artifacts has blossomed over the
course of the last twenty-five years from a contemporary standpoint. 139 However,
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there remains a consistent pattern to most of these publications. The separation
between the aesthetic and the socio-political contexts of the periods is what drives
one conversation or the other. The biographical narratives of current scholarship have
brought forth plenty of exciting material, but have avoided analyzing the cross
patterns of why certain objects, like archaic bronzes, held not only visual importance,
as well as perennial strength from a financial standpoint. A more collected thought
on this would be, why was it that values were transferred between different types of
art during this period? It has been well documented, both in America and across
Europe, that there was an intense passion for collecting ceramics and porcelains from
China for far longer than any other medium. This interest does not simply die off, as
the charts presented will show, but rather their position as the anchor of sales
diminishes and is replaced by earlier traditional works of art, i.e. bronzes and mortuary
objects. There is also an important note that among the types of potteries (ceramic
and porcelain), there remain divisions and divided opinions among scholars on what
constitutes decorative pottery versus funerary objects. What seems to be the case for
the first half of the twentieth century is that there appeared to be more funerary
objects unearthed and sold in both the domestic and international markets, as
opposed to the century before which seems to have heavily favored decorative pieces.
Alongside the stories of the more infamous pieces sold at auction are also
those that played a continuous role as binding agents to Chinese and Japanese
cultures throughout the duration of the early 20th century. Carvings in ivory,
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rhinoceros horn, hardstones, embroideries and snuff bottles never left the
consciousness of the American, or European, buyer. While these works were more
readily available, they continued to speak to the affluent and average buyers of the
time. As has been stated in Chapter One, Yamanaka and Company was not only
concerned with connecting with the rich and powerful, but also the everyday shopper.
Their fascination with Asia had led them from the odds and ends of the early import
market to the more formal collections being established around the world, making
supplying their needs equally as important as those with healthier incomes.
To effectively argue the importance of including the sets of bronzes, tomb
figures and imperial wares that arrive in New York one must also explore these lesser
collections presented by Yamanaka. By no means is the author trying to say that
something like jade is an unimportant medium in Chinese culture, as that would be
the furthest thing from the truth. Instead, it would seem that works like snuff bottles
and various carved hardstones acted as excellent accents to the more prominent
pieces put forth at auction. There can be no climax to a story without building the
narrative with smaller details. Such could be said to be the same for auctions during
this era that focused on jades and porcelains, which later lead to the auctioning of
rare tomb goods and imperial wares. The availability of those wares with more
prominent provenances was limited, which meant that more accessible goods, like
hardstones and snuff bottles, would have consciously been deployed as fillers during
lulls in Yamanaka’s importation of rare wares.
This makes Yamanaka and Company’s New York offices arguably the most
important physical locations associated with the Asian art market to have ever existed.
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Without them it is likely that the landscape of how America engaged with Asian
cultures, and art, would have been vastly different. Yamanaka and Company
orchestrated one of the most thoughtful advancements in Western understanding of
Asia via the galleries of his New York shops. As has been discussed previously, the
importance of the scholar in disseminating this information has been made well aware
throughout contemporary scholarship. There is no question that the museums and
universities of the American northeast oversaw a major share of duties in spreading
the interest of these Asian countries. Their ability to teach and direct the masses to
these new genres was amazing, but what should not be forgotten is who and where
the majority of the tangible art they encountered came from.
Out of all of Yamanaka’s showrooms, his New York branch would be the one
to oversee the largest distribution of sales in America. The only other region to
support such sturdy numbers would have been his home branches in Kyoto and Osaka,
but those locations also held the majority of his manufactured goods. It was on the
avenues of New York where the fine art of Asia was made the pillar of Yamanaka’s
business (See: Appendix A). The company’s relatively calm introduction into the 19th
century American art market would be quickly accelerated as the century turned over
and Yamanaka and Company began to introduce conflict associated wares. With his
Boston operation leading the way in the initial wave of these types of goods, it should
come as little surprise that his New York office would eventually supersede its
northern counterpart as the principle distributor of art with ties to the various
disturbances developing across Asia.
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Introduced in the table below is the rise and fall of Yamanaka’s stock between
his Boston and New York operations beginning with the company’s inception in the
late 19th century, to its late sales in in the 1930s. Within this table the relationship
between regional export type and volume of stock is made apparent. The graphing of
Yamanaka’s sales over the course of fifty years highlights a very tangible relationship
between the type of art exported, the country of origin and a significant historical
event that could have instigated an object’s departure. The parallels between the
availability of goods from specific regions and noted areas of conflict are what this
chapter intends to address.140
Discussed in Chapter One was what I perceive to be the first major incident in
introducing a ‘new’ type of Asian commodity to America in larger quantities, the Boxer
Uprising of 1900. 141 An argument for the destruction and looting of the Summer
Palace in 1860 as being the first true engagement with more authentic Chinese
material has been made by multiple researchers. While the volume and importance
of those objects removed during that period played a crucial role in developing British
and French collections, I would argue it was not as effective at introducing Chinese art
on a global scale. The major consideration for this is that the number of international
parties involved in 1860 were fewer compared to those of the 1900 Uprising. Because
of this it would seem better to use the results of the 1900 incident as the primary
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point for which the market began to adjust in favor of Chinese objects. While the
objects sold might not be as outwardly recognizable in type, as temple remnants and
soft goods, like textiles, made up a majority of what was offered, it remained a
sizeable shift in the market landscape at that time. The presence of these wares by
1902 would essentially whet the appetites of American buyers for more authentic
representations of Asian art. For the next four years Boxer objects would emerge in
both the Boston and New York market place. Based on the descriptions printed in
catalogs, it would appear that the majority of these objects were leftover items from
the initial sale held in 1902. The quantity of these wares decreased year by year before
finally ending in 1906.142 Even at this end point the company was quick to associate
the lengths to which Yamanaka and his team had gone to acquire such wares.
Despite the sudden appearance of new wares, Yamanaka and Company was
not quick to abandon the perennial tastes of buyers at that time. As Boxer spoils
trickled into the showroom, the majority of what Yamanaka and Company sold was
still centered around Japanese goods, represented by both fine art and export objects,
i.e. furniture produced by the company. This phase would remain a constant until
1907 when there was a dramatic decline in Japanese art being sold in both New York
and Boston. Such a drop was not the case in London, where Japanese art would remain
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a stalwart of Yamanaka’s business leading up to the 1920s. Those statistics will be
discussed in chapter three, as the European market appears to have been driven by
other interests in Chinese art during the first quarter of the 20th century.
Occasionally, small stocks of Japanese goods would appear at auction in New
York following the 1907 decline. The primary spikes being in 1908, 1914-16 and then
again in the late 20’s, early 30’s. None of these shifts could be compared in volume
with those of the pre-1907 era. The largest Japanese sale being only four hundred and
four pieces (404) in 1916, as compared to over fifteen hundred (1500) in 1906. The
majority of the new rises were associated with woodblock prints (ukiyo-e) from both
private and Yamanaka’s collections. Their presence does not appear to be a counter
response to any decrease in interest of Chinese objects, but rather a way for
Yamanaka to prevent his stock of Chinese art from being syphoned off too quickly.
The 1916 spike of Japanese wares was relayed as being “Japan in a New Light”
by the auction house. 143 As had become customary at that point, Yamanaka and
Company was prepared to exhibit and sell a collection of Chinese objects, but was set
to make a departure from this in a mild manner by pulling together two distinct
collections of Japanese works of art. The first and more prominent by volume were a
series of Japanese dolls associated with the two festivals linked to both boys and girls.
The second collection was that of a variety of screens, used as both interior
decorations and artistic works in their own right.
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Having been promoted as the first sale of Japanese antique dolls in the United
States interested purchasers included the wife of the late president Benjamin
Harrison, Mary Dimmick Harrison (1858-1948), J. Arthur McLean, curator of the newlyopened Cleveland Museum of Art and the architect Isaac N. Phelps Stokes (18671944). For McLean this sale was like many before it, an effort to acquire art for the
new museum under the direction of Frederick Allen Whiting. Yamanaka and Company
had already planted themselves in the role of supplier of such art before this sale had
even taken place. Correspondences between the two parties highlight the Buddhist
art, paintings and ceramics sold by Yamanaka to McLean to help bolster the
institution’s collection. Like many others before and after him, McLean relied heavily
on the company to aid in not only identifying and selling objects, but also to provide
historical insight into what was being purchased.144
The first dolls to appear in the sale were part of the overarching term of Gosho
ningyō 御所人形 (palace dolls). To be more specific they were hadaka ningyō 裸人形
(nude dolls), which despite the name, were not actually nude in any literal sense (fig.
2.3).145 The term was relative as the figures of the young boys wore a single garment
representing infant boyhood. This particular piece of fabric was made of silk. The
gosho ningyō first made their appearance in Japan before the Genroku period (16881703) and remain a popular staple of society even to this day. The various dolls in this

144

The Cleveland Museum of Art was also gifted thirty-two dolls by Daijiro Ushikubo
牛窪第二郎, manager of the New York Branch of Yamanaka and Company, to display
in the children’s wing of the museum. They are noted as being some of the earliest
gifts to the institution bearing the accession number of A16.25 (Acquired 1916, object
25). The museum formally opened in June of 1916.
145
Yamanaka and Company, The Yamanaka Collection of Chinese and Japanese
Treasures of Rare Artistic Distinction, 83.

128

particular set were dated between 18th and 19th centuries.146 Alongside the gosho
ningyō were multiple fuzoku ningyō 風俗人形, which showed men’s and women’s
fashion of the various periods.147 The dolls sold by Yamanaka were said to have been
made during the Genroku period, with a few exceptions being a few decades newer.
The sale continues on with additional sets of dolls like gogatsu musha ningyō
五月人形, or warrior dolls. These dolls were made especially for the May Doll Festival
that is held on the fifth of May to celebrate boys in particular.148 An inclusion of
sangatsu hina ningyō 雛人形 was also made for the third of March, to celebrate young
girls.149 Within this second group there are variations of the shapes and forms of the
dolls themselves. The most primitive being the 立 雛 図 人 形 tachibina ningyō
(standing dolls) that were originally made of paper, but evolved into armless and
legless figure.150
A more curious inclusion in this sale were a group of clay dolls referred to
under several names, but generally received as Haniwa ningyō 埴輪人形, which
translates to clay dolls (fig. 2.4). Their appearance is in stark contrast to the vibrantly
colored dolls previously mentioned. Their presence is more in tune with mortuary
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figurines, but such is not the case for these sets as they too were designed and
executed with children in mind. The oldest doll presented at this sale, dated to around
1420, carries the richest history of any of the objects in this section, should the tale
hold true.151 This carved wooden doll was said to have been for the special use of
Shogun Yoshimasa 足利義政 (1436-1490) when he was a child. It is suggested that it
was during this period, the early 15th century, that dolls made their transitions from
tomb goods to their roles as play things. Those of even earlier varieties were
considered proper haniwa, whose purpose was for a symbolic burial, to substitute for
the need of a human sacrifice to assist the journey of the newly deceased.
A rather odd addition to the February 3rd, 1916 sale was the inclusion of
multiple sets of Kadogu 香道具, which was effectively a Japanese game based around
incense. Having been developed in the fifteenth century under the direction of the
shogun Yoshimasa 足利義政, kadogu centered around identifying various scents
produced by burning incense. This was not the same type of incense burned in a
Buddhist temple, but instead was one that was used to welcome guests into homes
and could have come from six different countries.152 The game consisted of different
fragrances being placed in separate but uniform containers, which were then lit one
by one. As each burned, players would try to identify the name of the scent. Each
correct guess furthered the players progress, too many misses and the player was
disqualified. Each set came with a different theme to visually enhance the gameplay,
as well as add additional elements to challenge the players. One of the more unique
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sets sold at this auction was that of a horse race fashioned after the race for the
famous cherries of Yoshinoyama and the infamous maple of Tatsuta.
Despite many of the cultural property laws now firmly in place in Japan there
were around thirty-five Japanese Buddhist sculptures up for auction at this time as
well. The catalog makes no mention of how they came into Yamanaka’s possession,
but considering it had been the better part of a decade since any of the company’s
catalogs highlighted such items, it makes for the general case that these works were
likely in the possession of a private seller who had intended to sell their stock for
financial gain.
While the presence of a few Japanese pieces remained throughout the course
of Yamanaka and Company’s remaining lifespan, the language of the transition to
Chinese centric objects is better expressed in the catalogs starting around 1913. It is
from here forward that buyers were greeted with prefatory notes highlighting the
years haul made by Yamanaka’s cohorts from around Asia. Their expeditions to Asia
included local auctions around China during the winter months in which they would
procure stock for the coming year. This event became an annual occurrence to the
point where it seems to have been expected by the American purchasing community.
By the spring, the art that had been purchased in China was divided and allocated for
specific markets in America and Europe. This type of division often reflected the
buying habits of those with more affluent backgrounds. Objects like jade and
embroidery found life on both sides of the Atlantic, whereas a larger portion of
porcelain and ceramics made their way to London, while New York received archaic
bronzes and tomb goods. There does not appear to be a finite percentage of such
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distribution, but such assertions were made by publications like the New York Times
who noted the differences in sales between the two regions. Certainly, there was an
heir of showmanship in this process, but it also alludes to an increased and consistent
interest in art from China by American buyers.
By 1915 Yamanaka and Company, along with AAA, deliberately began to tap
into the social zeitgeist of the time surrounding Asian exploration and travel by
yielding to the language of the public by including prefaces that included titles like
“Treasure Hunting in China.” 153 The rewards of these treasure hunts laced the
seasonal markets in the West with objects of unique beauty and rarity. Fear of
exhausting such recourses by Yamanaka’s was tempered by their assurance that their
operations were “intelligent, assiduous and industrious.” Their connections with the
Chinese dealers of old offered them protection from any such drought created by
mass exploration. The assembling of the “fruits” of central China was now to be
Yamanaka’s primary focus and little would deter them from meeting their own goals.
More than anything what the New York market shows us is that by the 1910s
there was a firm appreciation and understanding of the fine arts associated with
China, in America. I would mark this as the period in which goods like archaic bronzes,
tomb wares and prominent early dynastic works began to emerge in far greater
numbers. Clearly, the taste for such wares was not an instantaneous event, but for
the interest of the buyers to jump from curios in the 1890s to richly ornamented
bronzes by 1912 is no small feat.
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2.4a Catalogue of Extraordinary Antique Chinese and Japanese Art Objects and a
Remarkable Collection of Antique Chinese Rugs. March 19, 20, 21, 1908.
To reflect on the greater picture of Chinese sales in New York, one must analyze the
spikes in Chinese art and artifacts in the American market from 1907 onward. With
the Boxer wares having been exhausted by 1906, the next major uptick occurs shortly
thereafter in 1908. Given that this period was still in the pre-collapse years of the Qing
dynasty the stock that is presented over three days in March of 1907 is quite diverse,
but contains small sample sizes of nearly all of the mediums Yamanaka and Company
had been known for selling already up to this point. There was not a dramatic
movement towards any one field associated with China. Instead, it remained a
melting-pot of mediums from various periods throughout China’s history. Table 8
highlights those fields present during the 1908 auction.
It is worth mentioning, with some detail, the significant quantity of minor arts
that were sold by Yamanaka and Company over the course of their fifty years of
operations. While each of these fields has received their own due just in research, it
would be a fault to omit them from the conversation of what Yamanaka and Company
became associated with as a dealer. I use the term ‘minor’ not as a slight against any
of these mediums, but instead as a means to separate them from works of art that
are far fewer in quantity and with fewer avenues to reach a dealer’s hands. Items like
ivory are a good example. The close-grained texture and lack of brittleness made ivory
a favored medium for Chinese artists. This, combined with smooth and even surface
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features, meant that manipulating forms from these removed elephant tusks was all
the easier.
This particular sale in 1908 does an excellent job of gathering many of these
minor fields into one place. If one was to isolate a list of pieces that could be
associated with minor objects the top two sections of this sale, snuff bottles and mixed
carved stones, would be among the most commonly repeated. These combined with
ivory and non-imperial textiles would make up the majority of not only Yamanaka’s
sales, but many other Asian dealers during the early 20th century supply of minor arts.
The driving force behind such consistent quantitates was largely based on the
blossoming production of such works during the Qing dynasty. While I would not use
the term ‘manufactured’ for such pieces, there is a much larger scale of production
for some of these items. In particular, snuff bottles seem to have been a booming
enterprise by the late 19th century. As it relates to Yamanaka and Company, nearly all
of his sales begin with snuff bottles. Even over the course of multi-day auctions, snuff
bottles would typically introduce the days first lots before moving on to semi-precious
stone carvings and then advancing into the more technical pieces (fig. 2.5).
Tobacco itself reached China sometime towards the end of the sixteenth
century. Curiously enough, this was close to the same time the product was
introduced to England as well. Exactly when it made its transformation into snuff
remains uncertain. Its presence in China has been argued by earlier European scholars
as having been brought over by Europeans to Macao as early as 1537.154 However, its
use in this granulated form remained an indulgence of the upper class well into the
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17th century. By 1685 snuff was appearing on custom tariffs among other various
imports into Canton. For the Chinese snuff was attributed to medicinal qualities,
which included dispelling colds, cause sweat, curing pain (especially in the eyes) and
toothaches, throat problems, constipation and asthma.155 Snuff was even thought to
be an excellent post meal assistant with digestion. It was even adopted by the elitist
of China early on in its introduction in the country.156
An early 18th century document, by Wang Shih-chen 王士珍 (1634-1711), even
begins to describe the production of the bottles for which the material would be
stored and enjoyed. Noting that by that time they were already producing snuff in
Beijing the text states:

They make in Peking a kind of snuff which brightens the eyes and which has
the merit of preventing infection. It is put into glass bottles and sniffed up the
nostrils with ivory ladles. This brand is made exclusively for the Palace and is
not made for sale among the populace. There is also a kind of snuff which has
recently come from Canton and which surpasses that made for the Palace; it
is manufactured in five different colours, that of apple colour taking the first
rank.157
With product now distributed from Canton, Macao and various regions in
China it was only a matter of time before an appropriate vessel was designed to
accompany the snuff. With that said, it was not until the 18th century when the snuff
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bottle came into larger production. Its form was likely derived from earlier medicinal
bottles, which meant it was small enough to fit in the hand and was accompanied by
a small fixed spoon, attached to a stopper and tucked under a carved piece of semiprecious stone, often a hemispherical shape. This was, of course, among the more
basic of forms, but nonetheless succeeded in saturating the market both in their time
of production and later in the 20th century at auction.
What likely made snuff bottles so appealing in Yamanaka’s time was their
individuality despite having been produced in the tens of thousands. Each work was
unique and even the smallest of flaws could have meant that what one buyer had was
not going to be the same as any other. Even the tonally more unbalanced mixed-agate
works provided enough variation in the washing of their colors that no two were
exactly alike.
Snuff bottles have been made out of nearly every material and their shapes
and designs became all the more intricate into the late 18th and early 19th century.
Among the snuff bottles sold by Yamanaka and Company the mediums used to make
them include, but are not limited to: agate, amber, amethyst, bamboo, brass, carved
lacquer, chalcedony, cloisonné, copper, coral, cornelian, glass painted, gold, hornbill,
ivory, jade, lapis lazuli, mother of pearl, porcelain, rhinoceros horn, rock crystal and
Yunnan marble. Of the listed types, jade was the most popular medium of snuff bottle
sold by Yamanaka’s company. The majority of the jade used for these bottles was
sourced in Burma and imported via Canton. There are also outlying infusions of a
“Han” jade, which was a type of nephrite that came from what are now the Western
provinces of China. In 1908 forty snuff bottles were sold between the prices of $15.00

136

and $115.00.158 The latter was labeled as an imperial jade bottle with emerald green
markings and an additional jade tipped stopper.

2.4b Illustrated Catalogue of Rare and Beautiful Old Chinese Porcelains: Jades, Rock
Crystal, Sung and Yuan pottery: An Extraordinary Palace Screen: And an Exceptional
Collection of Antique Chinese Rugs. January 5, 6, 7, 1911
The next major rise in Chinese goods came in 1911, during which time the Qing
dynasty found itself entering its fall from power. While Yamanaka and Company were
already active in the region during the Qing’s demise, the stock in 1911 does not
reflect the ensuing conflict developing within the country (see table 9). Instead, what
is sold mimics, albeit in a more controlled fashion, a similar selection of items as seen
in 1908. This time, however, the various porcelains of China are given more due
diligence in their description and orientation.
What dominates this sale in lot totals are cushion panels and Chinese rugs (fig.
2.6). Similar to snuff bottles, rugs and loose textiles maintained a presence in over
90% of the sales conducted by Yamanaka and Company. While the quantity of those
pieces present varies from auction to auction, the inclusion of works from around
China and Central Asia are even more common than that of the snuff bottle. The
difficulty with categorizing many of these works is that they are often represented as
fragments of a larger piece. While rugs were quite an obvious choice for sale, as
Oriental rugs remained fashionable in the 20th century, the more varied forms of
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textiles coming from temples and affluent Chinese homes appears to have had mixed
results over the duration of Yamanaka’s operations. The more prominent pieces,
bolstered by lengthier descriptions and less questionable provenance sold without
hesitation. It was the smaller works that seemed to find popularity on a less consistent
scale. Despite this they always appeared, even in small numbers, from the 1890s to
the 1940s.

2.4c Illustrated Catalogue of the Remarkable Collection of the Imperial Prince Kung
of China; A Wonderful Treasury of Celestial Art Recently Acquired by the Widely
known Firm of Yamanaka and Company. February 27, 28 and March 1, 1913
One of the most prolific sales to be held by Yamanaka and Company took place in
1913. The Remarkable Collection of the Imperial Prince Kung of China A Wonderful
Treasury of Celestial Art would commodify the demise of the Qing empire and in
return put forth some of the most well sourced pieces into American collections.159 If
there were ever a catalyst for transitioning from a company selling curios, to one truly
indulging in the finer crafts of China, this would be the one. It is important to state
though that between 1911 and 1912 Yamanaka and Company began to sell earlier
dynastic works in much larger quantities. As is seen in the 1911 table above, Han, Yuan
and Song dynasty works of art emerged in the New York market around this time.
However, it is the 1912 sale titled Early Chinese Pottery, Porcelains and Bronzes of the
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Han, Tang, Sung, Yuan and Ming Dynasties that ushers Yamanaka and Company into
an entirely new operation.
It was in this sale that, for the first time, no object could be traced to a date
later than the Ming dynasty. As an exhibition and sale, it was also the introduction of
a collection of art that had never before been amassed into one presentation in the
United States. Only in the year before had a similar collection been brought together.
Once at the Burlington Arts Club in London and again in Paris at the Louvre under the
auspice of the Société des Arts Decoratifs when Ming, Yuan, Song, Tang and Han works
were displayed for a comparative study (fig. 2.7).160 For Yamanaka’s New York exhibit
he placed emphasis on Han and Tang mortuary pottery, which were brilliantly
presented as being, “both force and truth in the rendering of man, animal and fowl
alike.”161 The company notes that such an opportunity to even view the collection
presented the student and collector a chance to marvel at these idealized works. A
group of ancient bronzes was also added to the exhibition/sale, which carried similar
dates with a few exceptions stretching into pre-Han times.
The first 118 items stick close to the Ming dynasty and consist largely of singlecolor porcelains and celadon wares. Those individuals bidding on this section of the
auction carry the same dozen names who can be found purchasing similar works over
the previous ten years. J.B. Pratt, a professor of psychology, often led the auctions in
purchases from this period, as did one of Yamanaka’s own business rivals Kano
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Oshima. Oshima seems to have frequented Yamanaka and Company auctions quite
often during the nineteen-tens before properly establishing himself during the
following decade.
Where the catalog makes its first transition is with a series of Chinese bronzes,
some dating as far back as the Zhou dynasty (fig. 2.8). Their refined polished forms (as
seen in black and white in the catalog) hint at having come less likely from the earliest
periods of Chinese periods and more so from a later dynasty as reproductions. One of
the works does sell to Kano Oshima for the sum of $550.00, which was the highest
price for any of the vessels, suggesting that its attribution to the Han dynasty may
have been more accurate.
As the sale drifts into early Chinese pottery and figurines the images and
descriptions become more lucid and feel better connected to the prescribed dates. In
particular, the equestrian and Bactrian camel figurines carry strong likenesses to those
statues found in many museums’ collections today. Obviously, without being able to
see the results of a thermoluminescence test the objects mentioned could just as
easily have come from a later date. Compared to the bronzes though, there appears
to be more comfort projected by the auction house to present these mortuary pieces
in visual form. Such a gesture may have meant that they felt there was a stronger air
of authenticity with those particular works. Regardless of the collections’ legitimacy
as having come from the noted dates, there remains the fact that this was the first
time a gathering of such art forms had occurred on U.S. soil; making this a focal point
for the diversification of the Asian art market.
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The 1912 sale highlighted the growth the company had made in their efforts
to diversify their offerings beyond the static sales of market crowd pleasers like
porcelains (see table 10). This momentum would be carried straight into 1913 with
the first sale of wares from the collection of the Prince Gong, Yixin 奕訢 (1833-1898),
Prince Gong of the First Ranks and sixth son of the Daoguang Emperor was conferred
his title by his father in 1850. In 1852 he was given a palace of his own. This estate
dates back to 1777 when it was built for the Qianlong era official He Shen 和珅 (17501799). It was then passed on to Yixin when he was not chosen for the throne, as it
was, the lavish home became a sort of conciliatory gift. Prince Gong’s career led him
down a path towards advocating for the modernization of China. He spearheaded
various reforms that saw to the strengthening of the national military and
establishment of peaceful relationships with Western powers, the latter for which he
often managed the negotiations. He was a pivotal statesman during a period of great
turmoil in China. His legacy as such is far better known than the collection he built,
but it is the art that he amassed and the subsequent sale of it to Yamanaka by his
grandson Puwei that are the focal points here (fig. 2.9).
The final collapse of the Qing dynasty between 1911-1912 saw the disposal of
Chinese works of art overseas in vast quantities. Palace eunuchs and members of the
Manchu nobility made quick work of the stores of art around Beijing. In an effort to
earn a small profit, the men of the palace would squander away hundreds of years
worth of art collecting.162 It comes as little surprise that Yamanaka was present shortly
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after the revolution had occurred. While the company would not establish an official
branch of the business in Beijing for several more years, it is thought that the company
had maintained some sort of presence as early as 1910.163
Yamanaka apparently had interest in purchasing the entirety of the collection
Puwei put forth for sale, but was held back to due to the overwhelming cost. 164
Instead of acquiring the books, paintings and calligraphy, the company focused on
imperial jades, porcelains and bronzes dating as far back as the Shang dynasty. All of
this stock would make its way to New York where it was put up for auction between
February 27th and March 1st of 1913. Buyers responded quickly as prominent names
like C.T. Loo, Charles Freer, Louis Tiffany and John D. Rockefeller Jr. spent upwards of
$5,000.00 on ritual bronzes and archaic jades.
The catalog itself should be considered a valuable asset in identifying art
removed during a conflict period. The widespread looting and lack of documentation
surrounding the thousands of works of art that were taken out of China at this time
mean that catalogs like Yamanaka’s provide some of the only insight into the range of
wares that exited the country. This book also establishes an identity into the kind of
art that filled princely mansions during the Qing dynasty. It is a window into the private
tastes of Prince Gong as a connoisseur and collector. Viewing the collection as a whole,
one notices right away that there is a more refined and subdued palette in regards to
the types of art he collected. Instead of the uniformity and stark colors found in art

163
164

Kuchiki, Hausu obu Yamanaka: Tōyō no shihō o Ōbei ni utta bijutsushō, 181.
Lawton, “Yamanaka Sadajiro: Advocate for Asian Art,” 80.

142

made for the imperial court, Gong’s collection reflects heavily on the Song literatiantiquarian traditions of building a collection around archaic bronzes and jades.
Beyond the archaic jades and bronzes the sale highlights a taste for ceramics
less centered around the contemporary court art of the time and instead emphasizes
earlier periods. Dominated by pre-Qianlong wares, the tasteful gathering of white
wares, popular with early Ming and Yuan dynasty collectors, includes Song “ding” and
Yongle “tianbai” (qingbai 青白) pieces, as well as ‘Denhua blanc-de-chine’ (Dehua 德
化 ware, white porcelain) as seen in items number 365 and 366 (fig. 2.10). These white
porcelain coupes are softly glazed and balance the shallow rounded forms of the
vessels with delicate relief work showing floral motifs and insects, like butterflies.
The resurfacing of some of these objects at auction has proven that the value
of these works remains high and that the provenance associated with Yamanaka and
Company, as well as Prince Gong continue to fetch interest from buyers. One work, a
pale green jade mountain dating to the 18th century, was dedicated by Li Hongzhang
李鸿章 (1823-1901) to Prince Gong and sold in 2012 for 481,250 pounds in London
(fig. 2.11).165 The work itself is a splendidly carved jade boulder meant to mimic the
landscape of a mountain peak. In high relief are four sages and an attendant who
hover over a narrow ledge above a babbling stream. Pine and wutong trees fill in the
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sides of the carving, framing the scene in a peaceful manner. On the reverse are rocky
cliffs and pine trees that are accompanied by a nine-character inscription that
translates to “Humbly Presented (to) Prince Gong (by) Minister Li Hongzhang” (fig.
2.12).166
It is suggested by the auction house that the scene present on the carving may
be that of the ‘Four Sages of Mount Shang, 商山四皓’ which would include Dongyuan
gong 東園公, Xiahuan gong 夏黃公, Qi Liji 綺里季 and Master Lu Li 甪里.
Each were Imperial ministers who served at court during the Qin dynasty around the
3rd century BCE. Having grown frustrated and tired of the corruption present in the
Qin government, the four retired to the seclusion of Mount Shang to live out the rest
of their lives. Attempts were made by officials from the Han dynasty to draw them
back to the court, but it is said that they declined and remained in reclusion.
In addition to this carving a pair of jade embellished zitan 紫 檀 (purple
rosewood) moon-shaped screens dating to the Qianlong period reappeared at auction
in 2010. They sold at Christie’s for the sum of $4.1 million (fig. 2.13).167 The two works
were initially mounted to tall table stands made of teakwood. However, these do not
appear on the works when they were resold in 2010. Within the large circular panels
is a rusted lacquer ground that is relieved by numerous carved jade objects and
emblems. The shapes of archaic bronzes, auspicious animals and scholarly apparatus
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can be seen carved from the fatty milk toned jades. Encompassing the objects are
elaborately carved teakwood frames whose patterns ripple across the entirety of the
work.
One particular object that has garnered little attention, in terms of scholarship,
is the cover piece of the catalog itself (fig. 2.14). Perhaps with all of the pomp that
surrounded the rest of the auction, this brown nephrite disc was lost in the
conversation of where Prince Gong’s art collection drifted off to across the world.
Labeled as a ‘Remarkable Annular Jade Insignia’ this combined work of jade, lapis
lazuli and teak would pass through three different owners before arriving at its current
institution in 1949.
This large pierced disc is carved from a piece of russet-red nephrite with two
concentric rings of taotie-like motifs centralized across the core bands. The outer
edges are supported by two undercut dragons whose undulating motion gives
additional strength to the central image. Below these two dragons are a pair of half
human, half bird-like creatures facing away from one another and seen making the
motion of trying to grasp the tails of the dragons. Above the inner circle, a vignette of
Heaven is depicting the three rocks of the ‘dragon gate’ cataract.
Such a richly mottled piece of nephrite that is balanced by the rhythm of its
figures and imagery made for a symmetrically appealing cover for the 1913 catalog.
Why then it was brushed aside is a bit curious. In 1913 it was sold to an unidentifiable
H. Aimsworth where it remained amidst a private collection until April of 1941. In the
spring of that year the piece comes up to auction, via Parke-Bernet, as item #313. It is
sold to Mrs. Henry Walters (of the Walters Art Museum in Baltimore, Md.) for an
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undisclosed price where it again disappeared into the setting of a private estate. By
1949 the work had returned to the auction house, but this time lost amongst a larger
sale collected by the Late Rear Admiral Frederic R. Harris. There is no suggestion that
the late Harris owned the object, but instead the work was included in the auction as
the title of the sale, Objets De Vertu Chinese Imperial Jades French Furniture and
Paintings, acted as an excellent mask for a jade work of such caliber. The disc found
its final home in November of 1949 after being sold to Florence Sloane, of Virginia, for
the sum of $300.00 (with a NYC sales tax of 2% the total came to $306.00) (fig. 2.15).168
Since then the object has been on display, but with little acknowledgement of its
historic origins.

2.4d Illustrated Catalogue of the Remarkable Collection of Ancient Chinese Bronzes,
Beautiful Old Porcelains, Amber and Stone Carvings, Sumptuous Eighteenth Century
Brocades, Interesting Old Paintings on Glass and Fine Old Carpets, Rugs and
Furniture, from Ancient Palaces and Temples of China Comprising the Private
Collection of a Chinese Nobleman of Tien-Tsin, and Objects Procured by the Senior
Member of Messrs. Yamanaka and Co. During a Recent Visit to Ancient Cities of
China. January 29, 20, 31, 1914.
By 1914, Yamanaka and Company had committed itself to the Chinese art market as
being the anchor for its sales. Outside of the forthcoming 1916 auction of Japanese
dolls, the era of Chinese dominated interests was in full effect. This particular sale
comprised two primary collections. One was that of Yamanaka’s own stock, which was
an obvious standard, while the other was an amalgamation of pieces from noblemen
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from around Tianjin. There is a reservation made by the company to not detail the
exact reasons for why the works were sold by the nobles and it is even noted in the
prefatory notes that any such questions about them would be dismissed.
As can be seen in the table 11, one hundred and one archaic bronzes were sold
at this auction. By this point in time interest in bronzes from the earliest periods in
Chinese history seems to have hit its full stride. Collections were being built across the
United States and none were more prolific than Charles Freer. Freer’s first bronze
purchase was in 1894 and by the time of his death in 1919 he had bought fifty-seven
more. 169 More often than not, what is presented to the modern public are those
bronzes of the highest quality. This is a standard for institutions and one that makes
since if such works are thought of as teaching tools for the greater public. Where this
suffers is in ignoring those works of inferior quality. The entire conversation around
Chinese bronzes, both good and bad, offers the student a glimpse into the ideas that
motivated the bronze caster, inspired the forgers and created tastes among the
modern collectors. Yamanaka’s catalogs were a fresh approach to tackling this
narrative when there were so many fewer outlets to draw from.
Much like the contemporary publications on the subject, Yamanaka’s business
did an excellent job of bringing the reader to terms with why these pieces were so
valuable. By first emphasizing the style and chronology of the vessels the shapes and
forms of the works could be compared and contrasted against examples produced,

169

John Alexander Pope and Rutherford J. Gettens, The Freer Chinese
Bronzes. Oriental Studies (Freer Gallery of Art); No. 7. (Washington: Smithsonian
Institution, 1967), 20.

147

and likely seen, in collections of jade and porcelains.170 This dove deeper into the
discussion of significant features present on the works themselves. Included in this
was the study of the inscriptions, which in effect are the heart of the Chinese language
that is used today. Bronzes are a powerful tool of connecting the modern to the
deepest of pasts, which surely made them alluring to men like Freer.
Yamanaka’s sale of bronzes was certainly among the first in the United States.
In and around 1911-1912 the first wave of ceremonial bronzes began to appear, as
previously mentioned, the quality of them remains a topic of conversation. The
collections presented in 1913 and then again in 1914 demonstrated that Yamanaka
had reached further to obtain products of better quality. Following the conclusion of
the First World War bronzes found the height of their success, especially as the 1920s
rolled onward and sites like Anyang were excavated and transformed the landscape
on scholarship surrounding the Shang dynasty. Throughout all of this Yamanaka and
Company remained steadfast in their acquisition of such vessels.
As the timeline and history of the earliest dynasties was being built by scholars
the fascination and passion for these wares grew stronger. Curiously, and perhaps a
reason continued interest still persists, is that while the history of where and how
these vessels were made has been filled in, the question of why and to what purpose
they existed remains a general conversation. There is something primal about them,
just thinking that thousands of years ago these intricate vessels were forged and used
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brings about so many questions as to the lives of our ancestors. They are tangible
things, that hands centuries ago have touched and cherished. Their preservation in
the soil poignantly demonstrating that they are something of worth. It is easy to fall
into the trap of their allure and no doubt this was a reason they became a staple of
Yamanaka’s auctions.
Of those bronzes sold in 1914, the frontispiece is by far the most intriguing.
This vessel is in the form of a Malayan tapir and is modeled with a remarkable
understanding of proportion (fig. 2.16).171 The rather doughy and cumbersome tapir
is made firm and stoic in its appearance by the artist. The four stumpy feet of the
creature are firmly planted on the ground. Its hollow and rounded body supports a
head that is raised so that its nose stands proudly from its face. The ears are large, but
not disproportionate, and extend backwards well over the animal’s shoulders. A tail
curls from the rear where it then tucks under the beast to form a handle. Exposure to
the elements has taken the bronze colors and washed them away with malachite
greens. It comes off as more of a carving from stone, as opposed to a cast bronze (fig.
2.17). It is an incredibly unique vessel and one that shows how thoughtful its
production was. A focus on bronze wares soon shifted back to the collections of the
Imperial family by 1917. The greater market for the formerly mentioned objects would
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remain small until major expeditions into western China would become popular in the
1920s.

2.4e Illustrated Catalogue of the Furniture and Embellishments from the Imperial
Palace Peking. Exquisitely Wrought Gold Ornaments from the Ceremonial Crowns of
the Former Emperor and Empress of China and Numerous Other Objects of Antiquity
and Distinctive Artistic Excellence, 1917.
The 1917 sale returns Yamanaka and Company to a position of salesmen of the
Imperial estate (see table 12). While this time the collection is not as large, there
remain a few works of art that point to the company’s active presence in a fractured
China. Within this sale are a series of pure gold ornaments of the Imperial Crowns,
both emperors and empresses, that were disposed of by the Imperial family in spring
of 1916. Yamanaka’s colleagues purchased the pieces at a sale of Manchu treasures
held in Beijing. Along with these ornaments it is clear that the majority of what is being
put up for sale are the remnants of the residences of these same families. Furniture
of the highest quality and clothing fit for royalty fill the pages of this catalog.
The ornaments are a peculiar lot, with varying motifs and imagery associated
with auspicious symbols. One of the emperor’s crowns is adorned with dragons
interwoven through a network of reliefs. The work is then topped with eight pearls
and a crystalline mass of Chinese ruby. It is symmetrical and linear in form, despite
the depth of its craftsmanship. In contrast, the crown of the empress is impressively
weighty in appearance and deeply complicated in construction. Buddhistic emblems
are placed about the relief and support a standard of gold and pearls that hold up two
phoenixes. While difficult to make out in the catalog’s image, it is clear that the
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present work is intricate and is made more flamboyant by the inclusion of pearls on
the birds’ tail feathers, wings and breast. The other ornaments at auction are not given
a greater description or image, but one can assume that they are of a high quality, but
perhaps not as strong of examples as the two that were chosen to be published.
Another set of items that began to emerge as a common feature among sales
during the 1910s are Imperial textiles and robes. With the shuttering of Imperial rule
in 1911, the new Republic government set forth regulations concerning formal wear
that saw the establishment of the frock coat and top hat as proper dress for men.172
A guide on how to dress for all occasions had been created to assist in this
transformation, which became active doctrine in 1912. The author Sheng Cheng, who
was present when Sun Yat-sen arrived in Nanjing on January 1, 1912 to declare the
Republic of China as the new national power, described the death of the old garb in a
single quote, which said:

There was not a pigtail to be seen. Frock coats and top hats were everywhere.
For the mandarin robe, the satin slipper, the fringed hat, the red button, the
long hair of old, it was a night of weeping.173
This transition to Western-styles in China swept through the country over the
following years, which in turn meant that an outpouring of pre-Republic clothing into
foreign markets became a natural response. In the particular case of this 1917 sale in
New York, the personal effects of the late Imperial family dominate the catalog, but
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as a collective whole the company would continue to sell non-attributed textiles into
the late 1920s. Chinese and Japanese fashion appears to have retained a following
with many as something that was exotic and unlike the norms present in New York
and London.

2.4f Illustrated Catalogue of an Exceedingly Important Collection of Artistic Oriental
Objects and Decorative Art which the Owners have been Three Years in Assembling.
February 3rd, 4th and 5th 1921.
“Though it is well known that not much has come to the outer world from the interior
of China of recent years, yet Yamanaka and Company have been able from time to
time to obtain a few pieces.”174 So begins the 1921 sale that brought Yamanaka and
Company out of a small shadow that was the end of the First Word War. Having
primarily sold art to individual buyers via their showrooms, Yamanaka and Company
returned to the auction house in February of 1921 with an eclectic assortment of
wares from across China (see table 13). This time with a new batch of goods coming
from the depths of western exploration in the outer provinces of China.
The most prominent representation of this plundering was presented as a
black marble sculpture of Guanyin from the White Horse Temple just east of Luoyang
(fig. 2.18). According to tradition this was the first Buddhist temple in China and was
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established in 68 CE during the Eastern Han Dynasty.175 The figure of the goddess of
mercy stands on a conventional lotus base with a clinging skirt held at the waist firmly
that then falls into flowing folds as it reaches her bare feet. The shoulders are draped
in fabric covering the back and arms of the figure that rest gently on the peaceful
goddess. An exposed chest is accented by an elaborate necklace, while a high
headdress rises above the figures head. Guanyin’s poised head and sinuous pose give
a reserved but dignified look to the statue. Traces of the original paint were present
at the time of the sale, with the green pigment having survived the best. Outside of
that color the figure is dominated by creamy tones and washes of gray and white.
Interestingly, this sculpture, along with a few others from this sale, predate
Yamanaka’s own personal visit to China to study Buddhist sculpture. In June of 1924,
Yamanaka travelled to China to study similar sculptures at Tianlongshan in Shanxi
province. Yamanaka would make a return visit to the caves in 1926 where he took
more photographs and drawings of the floor plans. These were published in 1928 in
the work Tenryuzan sekibutsushu 天龍山石物集 (Stone Sculptures of the Mount
Tianlong). His fondness for the site led him to purchase the heads and torsos of these
figures when they appeared in the Chinese antique market.176 How and when these
first figures were first supplied to his company remains an open question. There are
no direct acknowledgements to these figures in the surviving records of their
movement.
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Among this haul were an unusually high number of paintings from Korea,
Japan and China. Chronologically sorted, this collection of paintings was quite the
counter to the consistent lack of such works in any of the company’s previous
auctions. The majority of them are associated with portraiture, but lack any specific
acknowledgement to who painted them, or how the company obtained them.
Yamanaka did sell paintings on a more personal level, as can be seen from the recent
sale of the works collected by Denzaburō Fujita 藤田伝三郎 (1841-1912) and his sons.
The $48 million-dollar sale of Chen Rong’s 陳容 Six Dragons (act. 13th century) is a
clear reminder that Yamanaka had established connections as this worked migrated
from China to Japan following the Qing dynasty’s collapse in 1912.177

2.4g Art of the Far East: Decorated and Single-Color Porcelains Semi-Precious
Mineral Carvings Bronzes and Cloisonné Enamels Lacquer Furniture Chinese Rugs
and a Superb and Unique Brocade from the Jeho Winter Palace, 1929.
This collection was brought together via contributions from both the New York and
London showrooms (see table 14). It was also the largest consignment to an outside
gallery by the company in the better part of three decades. The sale was propped up
by a series of items that had been bought by Yamanaka’s cohort in Beijing after the
removal of Imperial family members from the Winter Palace. This particular situation
was brought about by a series of reforms that were made in in 1924 that would allow
the private collections of the family to enter the public market.

177

Important Chinese Art from the Fujita Museum. Christies Sale 14319. New York,
March 15, 2017.

154

On the afternoon of November 5, 1924, General Feng Yuxiang 馮玉祥 (18821948) ordered the last Qing emperor Pu Yi 溥儀 (1906-1967) and his household to
leave the palaces of the Forbidden City. Just one day before Feng and his advisors
revised Article V of the Articles of Favorable Treatment which now read, “The whole
of the private property of the Qing imperial family will remain in their possession, and
the government of the Republic will have the duty of seeing that they are left
undisturbed in the enjoyment of it. All public property will belong to the Republic. All
articles in the Palace are to be checked over so as to separate the treasures and
historical relics which are state property, from the articles of clothing and daily use,
which are the private possession of the Qing.”178 Such ambiguous language seems all
the more intentional as a means to take control of the historic property in the
possession of the remaining Qing family members.
The piece that the auction focused most heavily on was a ‘Ming Brocade
temple hanging’ that was said to have been a technical wonder of the blending of
Buddhist tradition with complexities of synthetic design (fig 2.19).179 Present on this
work was a sapphire-blue ground that was centered on three enthroned figures of the
Buddha, who each sat delicately on a lotus throne. The sun and the moon are present,
but instead are manifested in the forms of a cock and hare brewing the elixir of life.
Near the Buddhas, at the base of their thrones, are the lohans Ananda and Anaritsu.
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On the field below, groups of bodhisattvas can be seen. Beneath them a palace garden
surrounded by a terrace and incorporating a pond full of lotus flowers fill out the base
of the image. The sixteen-foot-long and nine-foot-wide work of art in bordered by
lotus flowers in red, green, gold and turquoise. The description for the work then
includes an all too familiar synopsis of where it came from.

The present hanging comes from the Buddhistic temple of the Jeho Winter
Palace, near Peking. During the civil wars it was seized by the Christian General
Feng Yuxiang, operating in the north against Marshal Zhang Zuolin; but unable
to keep possession of it in his retreat, he placed it in a metal container and
threw it into a river. It bears some marks of its submersion, but the colors have
only been softened and enhanced by the adventure. Sometime later, Feng
recovered the hanging, but fearing the loss of it in the hazards of war, he
decided to sell it; and in this way it came to America. The size, the richness of
the coloring and the sumptuousness of the design make it one of the
masterpieces of the world.180
Despite this glowing review the object was passed on by the bidding public at
that time. As was the case for many works of larger proportions, it seems the general
public struggled with the idea of having to house such a large work.
The operations of Yamanaka and Company in the Unites States firmly
demonstrate the correlation that existed between the fallout of a dynastic collapse
and the retrieval of art from an effected conflict zone. The ever-growing power of the
Japanese empire during this period only helped mask the somewhat questionable
acquisition of the objects highlighted in this chapter. These spikes across his New York
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Yamanaka and Company, Art of the Far East: Decorated and Single-Color Porcelains
Semi-Precious Mineral Carvings Bronzes and Cloisonné Enamels Lacquer Furniture
Chinese Rugs and a Superb and Unique Brocade from the Jeho Winter Palace. 1929
(New York: American Art Association), 185
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and Boston showrooms fit neatly into the chronology of a business that held itself as
being above the constructs of any international legislation that at that time was
supposed to demonize the trade of goods from the affected areas, as per the rules of
the 1900 Hague Convention. What is equally as interesting is the lack of discipline by
those buyers who waved the flag of education and cultural advancement of China and
at the same time turned a blind eye to the plight of a nation. Collection building was
the primary focus of these institutions and there was obviously little ethical reflection
on their part when making these purchases. Business was good for Yamanaka and
Company and there was nothing in their way from conducting themselves in manner
they felt was reflective of the attitude towards Japanese progression at that time.
Forward progress seems to have blinded many of these individuals and while
prominent collections around the globe benefited from these somewhat ethical follies
the masses were left to assume such actions were standard fare. The path by which
Yamanaka and Company advanced in London was only marginally different as the
chapter ahead will illuminate.
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Table 6. Average Sales Prices for Yamanaka and Company vs. Tonying and Company
1927-1929
Object type
Yamanaka and Company Tonying and Company
Sale Price Average
Sale Price Average
Snuff Bottle
USD$ 29.00
USD$ 25.00
Carved Stone
USD$ 72.00
USD$ 68.00
Jade
USD$ 96.00
USD$ 94.00
Porcelain/Ceramics
USD$ 70.00
USD$ 67.00
Table 7. Collective Sales Totals for Yamanaka and Company, New York and Boston,
1896-1938
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Table 8. Catalogue of Extraordinary Antique Chinese and Japanese Art Objects and
a Remarkable Collection of Antique Chinese Rugs. March 19, 20, 21, 1908.
Object Type
Total Number of Lots
Snuff Bottles

40

Carved Jade, Rock Crystal, Agate and 93
Amber
Chinese Glass

11

Ivory

40

159

Miscellaneous

(Small

statues

and 10

swords)
Ming and other Bronzes

40

Cloisonné Enamels

22

Japanese and Korean Pottery

14

Single Color Specimens (Vases)

94

“Five Color” and other Decorated 51
Chinese Porcelains
Blue and White Porcelains

47

Han, Song, Yuan and Ming Pottery and 55
Porcelains
Chinese Wool and Silk Rugs

111

Table 9. Illustrated Catalogue of Rare and Beautiful Old Chinese Porcelains: Jades,
Rock Crystal, Sung and Yuan pottery: An Extraordinary Palace Screen: And an
Exceptional Collection of Antique Chinese Rugs. January 5, 6, 7, 1911
Object Type
Total Number of Lots
Carved jades, Crystals and Other Hard 70
Stones
Blue and White Porcelain

69

White Porcelain

38

Porcelains Decorated in Enamel Colors

57

Single Color Porcelains

98

160

Han, Yuan, Song and Ming Pottery and 83
Porcelain
Cushion Panels and Rugs

125

Palace Screen

1181

Table 10. Illustrated Catalogue of the Remarkable Collection of the Imperial Prince
Kung of China; A Wonderful Treasury of Celestial Art Recently Acquired by the
Widely known Firm of Yamanaka and Company. February 27, 28 and March 1, 1913
Object Type
Total Number of Lots
Snuff bottles, Hardstones, Jade Carvings 199
Ivory and Rhinoceros Horn

11

Collection of Tomb Jades

44

Chinese Bronzes

110

Mixed Porcelains

35

Blue and White Porcelain

45

Series of Rare Peach Bloom Objects

9

Single Color Specimens

42

Marble Garden Pieces

3
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Yamanaka and Company, Illustrated Catalogue of Rare and Beautiful Old Chinese
Porcelains: Jades, Rock Crystal, Sung and Yuan pottery: An Extraordinary Palace
Screen: And an Exceptional Collection of Antique Chinese Rugs. January 5, 6, 7, 1911
(New York: American Art Association, 1911), 510-515. The single palace screen sold in
this auction is attributed to the Kangxi period of the Qing dynasty. Its twelve panels
depict a scene in which the emperor Kangxi is distributing gifts to various officials and
patrons. The reverse of the screen states that the work was produced to order for a
premier under Kangxi and dated November, 19th Year of Kangxi (1680).
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Table 11. Illustrated Catalogue of the Remarkable Collection of Ancient Chinese
Bronzes, Beautiful Old Porcelains, Amber and Stone Carvings, Sumptuous Eighteenth
Century Brocades, Interesting Old Paintings on Glass and Fine Old Carpets, Rugs and
Furniture, from Ancient Palaces and Temples of China Comprising the Private
Collection of a Chinese Nobleman of Tien-Tsin, and Objects Procured by the Senior
Member of Messrs. Yamanaka and Co. During a Recent Visit to Ancient Cities of
China. January 29, 20, 31, 1914
Object Type

Total Number of Lots

Carvings in Amber and other Cabinet 49
Treasures
Objects in Carved Soapstone, Jade and 41
Other Hardstones
Ancient Bronzes

101

Single Color Porcelains

104

Superb Specimens of Peach Bloom, 50
Claire-de-Lune, Apple Green, Coral Red
and Sang-de-Boeuf
Choice Blue and White Specimens

6

Ivory-White Statuettes

4

Song and Ming Pottery

18

Old Chinese Velvets and Sumptuous 20
Brocades
Chinese Paintings on Glass

24

162

Antique Palace Furniture (Birdcages, 45
Lacquers and other Objects of Utility
and Embellishment
Antique Chinese Rugs

54

Marble Garden Pieces

2

Table 12. Illustrated Catalogue of the Furniture and Embellishments from the
Imperial Palace Peking. Exquisitely Wrought Gold Ornaments from the Ceremonial
Crowns of the Former Emperor and Empress of China and Numerous Other Objects
of Antiquity and Distinctive Artistic Excellence. 1917
Object Type

Total Number of Lots

Snuff Bottles

11

Jade and Hardstone Ornaments

31

Jewelry Boxes

9

Birdcages

6

Chinese (Mandarin) Necklace or Rosary

2

Pure Gold Ornaments (purchased at the 7
Large Jade and Hardstone Objects 53
(vases, censers, dishes)
Fishbowls and Aquariums

8

Ivory

1

Decorated and Single-Color Porcelains

10

Fuchien Stauettes (produced in Fujian, 9
China)

163

Mixed Vases

16

Bronzes and Cloisonné Enamels

28

Panels and Screens

19

Teakwood Furniture

13

A Collection of Palace Furniture

14

Chinese Embroidered Table Covers and 88
Imperial Textiles

Table 13. Illustrated Catalogue of an Exceedingly Important Collection of Artistic
Oriental Objects and Decorative Art which the Owners have been Three Years in
Assembling. February 3rd, 4th and 5th 1921.
Object Type
Total Number of Lots
Beautiful Snuff Bottles, Jade and Coral 224
Carvings
Large Jade and hardstone Objects

76

Oriental Pendants and Necklaces

25

Aquariums

7

Birdcages

7

Screens

1

Chinese Pewter and Enamels

14

Fuchien Statuettes

8

Decorated Chinese Porcelains

28

Textiles of the Kangxi and Qianlong 39
Periods

164

Paintings (Korean, Chinese, Japanese)

88

Porcelain and Pottery of the Song Period 20
Celadons of the Song Period

20

Examples from the Ming Dynasty 12
(Cream Crackled Pottery)
Celadons of the Ming

10

Remarkable Marble and other Stone 6
Sculptures of Ancient Periods
Marble Sculpture

3

Bronze and Cast-Iron Sculpture

21

Decorated Garden Seats and Singularly 37
Attractive Monochrome and MultiColor Jardinières
Lacquer Boxes and Furniture

25

Table 14. Art of the Far East: Decorated and Single-Color Porcelains Semi-Precious
Mineral Carvings Bronzes and Cloisonné Enamels Lacquer Furniture Chinese Rugs
and a Superb and Unique Brocade from the Jeho Winter Palace. 1929
Object Type
Total Number of Lots
Snuff Bottles

97

Semi-Precious Mineral Carvings

255

Single Color Porcelains and Pottery

126

Decorated Porcelains and Pottery

84

Chinese Rugs

194

Lacquer, Bronzes and Cloisonné

61

165

Chinese

and

Korean

Decorated 44

Porcelains and Pottery
Lacquer Furniture

20

Important Decorated Porcelains of the 32
17th and 18th Centuries
Imperial Lacquer furniture and a Unique 9
Brocade hanging of the Ming Dynasty

166

Illustrations

Fig. 2.1. Interior view of Yamanaka and Company’s showroom at 680 Fifth Street, New
York City, ca. 1943, in Collection of Chinese and Other Far Eastern Art. May 24, 1943,
New York City, from the private collection of the author, 13.
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Fig. 2.2. Buddha Maitreya. 524 C.E. Gilt bronze, H. 30 1/4 (76.8 cm); W. 16 in. (40.6
cm); D. 9 3/4 in. (24.8 cm), The Metropolitan Museum of Art, New York, accessed
September 10, 2018, http://www.metmuseum.org.
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Fig. 2.3. “A palace doll,” ca. 1775, in Illustrated Catalogue of a Remarkable Collection
of Ancient Oriental Imperial Treasures of Rare Artistic Distinction Recently Procured in
China and Japan, February 7, 1916, New York City, 94, accessed October 1, 2018,
https://catalog.hathitrust.org/Record/009789851. This particular work shows a
young boy holding a takeuma 竹馬, or bamboo horse, which were more commonly
known in the Unites States as hobby horses

169

Fig. 2.4. “Haniwa doll,” in Illustrated Catalogue of a Remarkable Collection of Ancient
Oriental Imperial Treasures of Rare Artistic Distinction Recently Procured in China and
Japan, February 7, 1916, New York City, 119, accessed October 1, 2018,
https://catalog.hathitrust.org/Record/009789851. Present, is a standing clay figure of
a woman in costume known as a “snow costume.” This is demonstrated by the thick
hood she wears over her head. It is suggested by the catalogue that this is an early
example of a haniwa style doll.
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Fig. 2.5. An ivory snuff bottle detailed with an orchestra of female musicians sold at
the 1916 sale of works collected by Ernest Marsh J.P., organized by Yamanaka and
Company in Illustrated Catalogue of a Remarkable Collection of Ancient Oriental
Imperial Treasures of Rare Artistic Distinction Recently Procured in China and Japan,
February 7, 1916, New York City, 3, accessed October 1, 2018,
https://catalog.hathitrust.org/Record/009789851.
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Fig. 2.6. An 18th century antique silk wall rug with three-clawed dragon in pursuit of
the jewel of omnipotence in Illustrated Catalogue of Rare and Beautiful Old Chinese
Porcelains Jades, Rock Crystal, Sung and Yuan Pottery an Extraordinary Palace Screen.
January 5, 1911, New York City, 514, accessed October 1, 2018,
https://catalog.hathitrust.org/Record/009789851. A basic gold ground is found across
the surface, while a dark blue is used to accent the dragon. The work was 7ft long by
4ft wide and sold at auction in 1911 for $115.00.
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Fig. 2.7. A mortuary Bactrian camel sold at auction by Yamanaka and Company in 1912
for the sum of $210.00, in Ancient Chinese Objects of Rare Distinction and
Archaeological Interest, January 27, 1912, New York City, 91, accessed October 2,
2018, https://catalog.hathitrust.org/Record/009789851.
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Fig. 2.8. A suggested Zhou ‘type’ dynasty vessel that was likely produced in a later
period, in Ancient Chinese Objects of Rare Distinction and Archaeological Interest,
January 27, 1912, New York City, 71, accessed October 1, 2018,
https://catalog.hathitrust.org/Record/009789851.
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Fig. 2.9. Yamanaka and Company outside of Prince Gong’s Mansion ca. 1912 in
Yamanaka Denjiro 山 中 定 次 郎 伝 , accessed September 12, 2017,
http://dl.ndl.go.jp/info:ndljp/pid/1258420
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Fig. 2.10 White porcelain vessels in Illustrated Catalogue of the Remarkable Collection
of the Imperial Prince Kung of China; A Wonderful treasury of Celestial Art Recently
Acquired by the Widely Known Firm of Yamanaka and Company, March 1, 1913, New
York
City,
210,
accessed
October
1,
2018,
https://catalog.hathitrust.org/Record/009789851.
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Fig. 2.11. A pale green jade mountain dating to the 18th century, was dedicated by Li
Hong Zhang to Prince Gong. From the auction at Bonham’s on May 17, 2012, accessed
December 3, 2018, https://www.bonhams.com/press_release/7570/.

177

Fig. 2.12. Inscription on the reverse of the jade mountain, which says: “Humbly
Presented (to) Prince Gong (by) Minister Li Hongzhang” From the auction at Bonham’s
on May 17, 2012. https://www.bonhams.com/press_release/7570/ (accessed
December 3, 2018).

Fig 13. A pair of jade embellished zitan moon-shaped screens dating to the Qianlong
period repapered at auction in 2010, accessed December 3, 2018,
https://www.christies.com/lotfinder/Lot/a-magnificent-massive-pair-of-jadeembellished-5379653-details.aspx3.
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Fig. 2.14. Catalog cover of the 1913 sale by Yamanaka and Company showing a
nephrite ‘bi disc gong,’ in Illustrated Catalogue of the Remarkable Collection of the
Imperial Prince Kung of China; A Wonderful treasury of Celestial Art Recently Acquired
by the Widely Known Firm of Yamanaka and Company, March 1, 1913, New York City,
accessed October 2, 2018, https://catalog.hathitrust.org/Record/000364537
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Fig. 2.15. Sales receipt for the cover piece of the 1913 sale to Florence Sloane on
November 18-19, 1949. From the Hermitage Museum and Gardens Archives, accessed
June 8, 2018.
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Fig. 2.16. “Bronze tapir-like animal” in Illustrated Catalogue of the Remarkable
Collection of Ancient Chinese Bronzes, Beautiful Old Porcelains, Amber and Stone
Carvings, Sumptuous Eighteenth Century Brocades, Interesting Old Paintings on Glass
and Fine Old Carpets, Rugs and Furniture, from Ancient Palaces and Temples of China
Comprising the Private Collection of a Chinese Nobleman of Tien-Tsin, and Objects
Procured by the Senior Member of Messrs. Yamanaka and Co. During a Recent Visit to
Ancient Cities of China, January 29, 20, 31, 1914, Freer Sackler Archives, Washington
D.C., accessed June 8, 2018.
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Fig. 2.17 Ritual wine vessel in the form of a Tapir-like animal. Zhou dynasty ca. 5th
century BCE. Bronze. Image taken from the Freer Sackler Gallery in Washington D.C.
USA.
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Fig. 2.18 A black marble sculpture of Guanyin from the White Horse Temple just east
of Luoyang in Illustrated Catalogue of an Exceedingly Important Collection of Artistic
Oriental Objects and Decorative Art Which the Owners Have been Three Years
Assembling, February 3, 1921, New York City, 190, accessed October 2, 2018,
https://catalog.hathitrust.org/Record/102262376
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Fig. 2.19 Ming brocade temple hanging in Art of the Far East Decorates and SingleColor Porcelains, Semi-Precious Mineral Carvings, Bronzes and Cloisonné Enamels,
Lacquer Furniture, Chinese Rugs and A Superb and Unique Ming Brocade from the Jeho
Winter Palace, December 4, 1929, 184, New York City accessed on October 2, 2018,
https://archive.org/details/metmuseumlibraries?and%5B%5D=subject%3A%22Yama
naka%20%26%20Company%22
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Chapter 3: A European Presence in London
3.1 New Relationships in Europe
In 1900 Yamanaka and Company opened a branch at 68 Bond Street in London (fig.
3.1 ).182 Having found success in both New York and Boston, it became apparent that
opening a branch in Europe could further facilitate sales to an already well-established
group of buyers of Asian antiquities. The rich history of collecting Chinese and
Japanese art in the United Kingdom seemed all but an obvious choice for an expansion
of their enterprise. Their presence in London would quickly demonstrate the
company’s influence on the British, and arguably European Asian art markets as a
whole; as can be seen from the results of their nearly forty years of operation in the
region. Similar to their business in the United States, albeit in a more condensed form,
the types of art sold during this period can be viewed as both static in relation to
following trends and thoughtfully mature in their efforts to disseminate Asian culture.
It is a combination which might seem at odds with one another, but in reality,
represents a dramatic shift in focus on the types of art sold in the latter half of the
business’s presence in London. The former speaks to the company’s majority of
Japanese sales that, while with merit, were restricted to satsuma wares, lanterns,
lamps, rosewood furniture and shibayama (inlay into lacquer, ivory, wood, etc.) works
for the better part of two decades. The latter is the company’s response to a surge of
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National Art Archives, The Victoria and Albert Museum, ‘Yamanaka & Co. File,
1911-1935,’ dated 23 August 1934. This location would remain the flagship store until
1910. Yamanaka and Company subsequently moved to 127 New Bond Street,
opposite Sotheby’s, and then again to 166 Piccadilly in 1934. They would eventually
arrive at 20 Davies Street where they would remain until the outbreak of World War
II.
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interest in Chinese art, along with a retention of unique wares from Japan and
Southeast Asia, that slowly built in rarity until reaching its peak at the International
Exhibition of Chinese Art in 1935 and 1936. This chapter will explore how the
transition between these two phases created a dynamic display of some of the finest
pieces of Japanese and Chinese art outside of Asia all the while navigating two World
Wars.
At the branch’s conception Yamanaka Rokusaburo 山中六三郎, a brother in
law to Yamanaka Sadajirō, was placed in charge of managing this new foreign office.
By 1905, Tomita Kumasaku 富田熊作 (1872-1953) and Okada Tomoji 岡田富治 were
introduced to the company and would eventually oversee the majority of operations
for the region leading up to World War II. Tomita was already familiar with the London
art market, as he had first worked for the Marukoshigumi company, founded by Ikeda
Seisuke 池田清助 (1840-1900), which opened in London in 1881 and closed shortly
thereafter only a year later.183 Ikeda had not been entirely deterred by the failure of
his first endeavor and as a result reinvented his business under the new title of Ikeda
Partnership in 1895, which exported and sold artifacts from Asia. Tomita was sent to
London by Ikeda in 1897 and by the turn of the century had already established
relationships with some of the more prominent Japanese dealers and patrons of Asian
art in the United Kingdom. The most notable of these first encounters would have
been with Minakata Kumagusu 南方熊楠 (1867-1940). Minakata noted in his diary
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Sonoko Monden, “Yamanaka Sadajirō (1866-1936),” in Hugh Cortazzi’s and Japan
Society, Issuing Body. Britain & Japan: Biographical Portraits. Volume VIII (London:
Japan Library, 2013), 280.
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that he had met Tomita and Kato Shozo 加藤章造 (1851-1930), another Japanese
antiques dealer, several times between the autumn of 1899 and late summer of
1900. 184 It was Minakata’s connections to Japanese art experts Arthur Morrison
(1863-1945), publisher of the 1911 work Painters of Japan, and Edward F. Strange
(1862-1929), who was a curator at the Victoria and Albert Museum and an expert on
the subject of ukiyo-e, that would later act as early anchors for Yamanaka’s business
in the area.
Along with these budding relationships, the London branch of Yamanaka and
Company became well known for re-importing artwork. The earliest of these
transactions occurred in 1906 when the Japanese art dealer Hayashi Tadamasa 林忠
正 (1853-1906) passed away. His wife then sold his collection, which had been
amassed over forty-five years, to a select number of institutions.185 One of these was
Yamanaka and Company, who quickly flipped the product to locations like the
Metropolitan Museum and the Victoria and Albert Museum. This buy back system was
taken a step further by the company during World War I when Yamanaka bought back
Japanese art collections from across Europe.186 Yamanaka would send his own staff to
locations in places like Berlin and Hamburg to negotiate on these re-sales, but
sometimes his subordinate’s presence was not enough to finalize a deal, especially if
prices became too high. One such relief from these stalemates was to rely on patrons
whose finances were even greater than that of Yamanaka’s own. The most prominent
184

Carmen Blacker, Britain & Japan: Biographical Portraits. Volume I (London: Japan
Library, 1994), 66.
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Tanaka Hisao, 日本 経 済 新聞 Biyutsushin Idō-shi, Nihon Keizai Shinbun-sha,
1981, 281.
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of these figures, that came through the London office, was the ship-builder Matsukata
Kōjirō 松 方幸 次郎 (1865-1950). 187 Matsukata’s journey to Yamanaka’s doorstep
begins slightly earlier than his first purchase, when in and around 1916 the
businessman first met Yamanaka’s London staff at the Japanese Club (Nihonjin Kai),
located in Leicester Square. This particular social outlet provided Japanese expatriates
a place to network with embassy staff, bankers, artists, journalists, scholars and art
dealers. It was here that Matsukata would find his passion for the arts and make quick
friends with Yamanaka’s employee Okada Tomoji. Okada, knowing Matsukata’s
passion for Western painters, would then go on to introduce Matsukata to British
artists Charles Ricketts (1866-1931) and Charles Shannon (1863-1937). Eventually,
Okada placed the idea in Matsukata’s mind that it would be wise for him to establish
the first museum of Western art in Japan.188
Before this happened, Okada had convinced Matsukata to assist Yamanaka in
conducting the largest re-import negotiation the company would ever undertake. In
1918, Henri Vever (1854-1942) was quietly selling his collection of 8,000 ukiyo-e
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Libby Horner, “Matsukata Kōjirō (1865-1950)”, in Hugh Cortazzi’s and Japan
Society, Issuing Body. Britain & Japan: Biographical Portraits. Volume VIII (London:
Japan Library, 2013), 293. Matsukata Kōjirō was born December 1, 1865 in Kagoshima.
He was the third son of Matsukata Masayoshi who was a leading statesman during
the Meiji era. Masayoshi would become the Finance Minister in 1881 and introduce
the gold standard to Japan, as well as act as Prime Minister twice. Following an
educational stint in the United States, Kojiro would return to Japan where he would
eventually become President of the Kawasaki Dockyard Company. His passion for
engineers and savvy business moves made the company a huge success during and
after World War I, which then afforded him the opportunity to purchase one of the
largest collections of Western painting by a Japanese man.
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For an overview of British art being imported into Japan see Koyama Noboru,
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prints. The wealthy jewelry maker first turned to Okada to complete this task,
however, there was a caveat that the sale must be completed within two weeks’ time
which then left Yamanaka and Company in a difficult situation. Bound by financial
restraints, Okada quickly returned to London from the meeting in Le Havre, France to
identify a source for these funds. 189 Having forged a relationship with Matsukata,
Okada suggested he buy the collection outright. Matsukata agreed and sent Okada
rushing back to France for two days where he then obtained 8,213 Japanese prints. In
August of 1918 the collection made its return to Japan where they were then donated
to the Imperial Household Ministry by Matsukata. Ninety-eight of these works would
go on to receive designations as Important Cultural Properties and all of them have
since made their way to the permanent collection at the Tokyo National Museum.190
Relationships like this one bolstered Yamanaka and Company’s position globally as
stewards of Japanese art and history. A position for which Yamanaka himself would
receive significant praise during and after his life by the Japanese government.
With such a strong previous relationship with art sales, it came as no surprise
that it would be under Tomoji’s leadership that this office would find its place in the
growing Asian art market of London. In the late nineteenth century, the existence of
Japanese zaibatsu 財閥 conglomerates (a financial clique) like Mistui Corporation
(1878) and Okura (1874) had moved into the London art markets. Shortly thereafter
the arrival of a few more Japanese firms made the presence of foreign operated art
traders a more common sight. Even then, the totals for Japanese owned and operated
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Monden, “Yamanaka Sadajirō (1866-1936),” 284.
Kobe City Museum, Matsukata Collection ten, 1989, 137.
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business in London, around 1910, were around half a dozen.191 By the 1930s there
were upwards of fifteen strong competitors (not Japanese) selling art and curios from
Asia near Yamanaka and Company’s branch.192 Each of these showrooms offered a
diverse stock that ranged from the more familiar export wares, to Imperial jades and
tomb goods. All offered Asian art, but very few focused solely on any one particular
Asian region. For Yamanaka though, his arrival at the turn of the century had given
him the upper hand, as regional super powers like C.T. Loo were still a few years away
from even opening their first doors in the city.193 As a whole, the 1920’s and 1930’s
were particularly important decades for Yamanaka in London; as it was the period in
which he made significant strides in normalizing non-ceramic forms of Chinese art in
the United Kingdom. It would also be in this era that the company would receive some
of its most important support, that of the British royal family. They received orders
from Queen Victoria, Edward VII and Queen Alexandra and were eventually granted a
royal warrant, a first for an Asian art dealer, by George V in December 1919 and then
again by Queen Mary in February 1920. Particular meetings between the parties were
even recorded by fellow patrons like Oscar Raphael (1874-1941), who was also a
curator at the British Museum, where he says in Yamanaka’s biography that:
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Taiyo Magazine, ed., Bessatsu Taiyo Nichiei Hakurankai, Heibon-sha (1911), 24.
The largest competitors to Yamanaka at that time would be, in no specific order,
John Sparks, Spink and Son, Bluett and Sons, Peter Bode, Roland Moore, Inc., Charles
Nott, Gump’s, Wright and Hansford, Mr. Hancock, Blairmans’ of Bond Street,
Eastwood and Holt, Liberty and Company, William Williams and Mallett and Son.
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On the occasion of a later visit to London I was sitting with him in the small
room on the second floor at 127 New Bond Street looking at specimens he had
brought from the East, when the door opened and Her Majesty, Queen Mary
entered together with the Duchess of York, now Her Majesty, The Queen, and
I had the honour of presenting Mr. Sadajiro Yamanaka. Their majesties spoke
to him about the specimens we had been discussing before departing.194
What had been a region consumed by porcelains had become an important
stop for non-Imperial wares like western Chinese wall paintings and Buddhist
sculpture from central China. As an interesting additive it would appear as though
London acted as a testing ground for various mediums of Chinese art at auction. This
is best represented by the distinct sale types that can be seen in table 15. While there
have always been overlapping regional fields in Yamanaka’s sales, the fact that most
of those conducted in London stuck to specific genres makes for an interesting
argument that each was designed to perform as a litmus test for other markets.
An initial review of the sales conducted shows a development of tastes in
object types that were, over the duration of the company’s operations, introduced at
a different pace to those of their American counterparts. Whereas one could look at
the U.S. sales records and see gradual transitions in the types of art being sold as early
as the 1890s, the London office makes a more dramatic flip of its stock from Japanese
to Chinese following the outcome of World War I. With the U.S. showrooms having
drifted away from Japanese art pre-1910, the response from Yamanaka and Company
to continue furnishing sales with Japanese screens and prints seems at odds with what
one might assume would be popular among the British elite, i.e. Chinese porcelain. As
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a general reflection, the impact of the First World War caused an immediate decline
in sales for Yamanaka and Company in London. This is not, perhaps, an unforeseen
consequence of the outbreak of war. The American market continued sales
throughout the entirety of World War I, however, with no conflict directly on, or near,
American soil this does not come as a surprise. In London, the appetite for art auctions
seems to have been stunted as early as 1915, for Yamanaka and Company a return to
normalcy would not occur until the 1920s.
As mentioned, the sales held in London seem to present a more calculated
introduction of artistic regions and styles compared to that of America. There was a
hesitancy to put on large-scale auctions, which were replaced with more intimate
exhibitions of art. The depth and quality of the sales became more mature over the
course of the 20s and 30s (see table 15). With sales never exceeding more than 300
pieces, the exclusiveness of it all would have certainly been a draw to interested
buyers.

3.2 From Japanese Screens to Longmen Sculpture

As seen in the table above, a stalwart of the first series of sales were those associated
with Japan and more specifically Japanese screens.195 The Japanese home, having
been decorated with simple furniture, was often graced with very few large surfaces
to present any sort of ornate decoration. The primary exception to this being the
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screen and fusuma 襖 – sliding doors which enclosed recesses – that offered artists
the largest of spaces for appointment of decorative painting in an ordinary home. The
history of the folding screen in Japan can easily reach back centuries in Japan. Some
of the earliest surviving examples date to the 8th century, while the idea that they
would have been used prior to that period are all but certain. Comparatively, in
Europe, the folding screen had only been a recent addition to the multifarious
furnishings of a well-to-do home by the time Yamanaka began to sell them.
Yamanaka and Company held a series of Japanese screen exhibitions and sales
at the Royal Society of British Artists in 1909, 1910, 1912 and 1914. Arthur Morrison
(1863-1945), writer of fiction and Japanese art, edited these catalogs placing emphasis
on the Shōsō-in period 正倉院 (8th century) onward. His introductions across these
collective body of works included narratives about Tawaraya Sōtatsu 俵屋宗達 (15701640), Tosa Mitsuoki 土佐光起 (1617-1691), Ogata Kōrin 尾形光琳 (1658-1716),
Maruyama Ōkyo 円山応挙 (1733-1795), Shijō 四条派 (which is a school, not one
artist) and finally concluding with a discussion about the importance of ukiyo-e.196 The
discussion of the latter was at odds with other scholars at the time, like Okakura
Kakuzō (Tenshin), who thought less of the role of woodblock prints in the Japanese
timeline of art.197
What the catalogs presented was an honest and humble interpretation of the
history surrounding the production of screens and prints in Japan. The condensed, but
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relatively comprehensive, approach taken by Morrison reaches out to the audience in
hopes of softening the historical elements associated with the creation of such works
while still placing emphasis on their cultural importance. The inclusion of Japanese
terminology does not box in the discussion, as Morrison takes his time to articulate
the relevance of each name and period. His writing ends in a confession of his inability
to perfectly date these works, given their lack of signatures, but nonetheless stresses
that each piece should be treated with respect regardless.
Across the entirety of these exhibitions the accompanying catalogs offered
both a chance to capture the history of the exhibit, as well as an opportunity for the
visitor (and potential buyers) to observe a few well-printed reproductions of the
works. While most were copies in black and white, there were a few pieces that were
given the full-color treatment. One of these was a 17th century six leaved screen of
waves by Ogata Kōrin (fig. 3.2). This particular work uses repetition and pattern to
simulate the weight of a violent sea breaking under pressure.198 Rolling waves rise and
crack with an energy that reflects the intensity of nature. The troughs between each
set of waves, which are dug by the short swell period, burst with spray that was once
silver in tone but now blackened by time. Though worn from time, a gold sky is met
by whitecaps from undulating waves that make their way across the length of the
small screen. The natural force of the water and its running-like motion blend
generously into a reoccurring theme within Japanese folklore about hares dashing
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over the water’s surface in moonlight.199 Each crest in the sea does seem to bend itself
to the shape of such an animal, further fueling the connection to an old myth.
Even when working with natural scenes, the Japanese artist, who seems to
have focused less on a traditional sense of realism, manages to bring forth a level of
personality to their work that does not restrict the vitality of the scene unfolding. It
demonstrates an appreciation for the beauty of nature which allows their work to
create a true reality, in that it is not hindered by an attempt to explain actual
appearances of life. Works on screen were not superficial reflections of actuality, but
an interpretation of the artists sensitivity to facts, methods and the manipulation of
both to create a visual interpretation of the inner spirit of a subject. This manifested
in scenes of flora and fauna, as well as those depicting romantic tales of times past.
Addressing the latter, Yamanaka and Company sold three works in 1910 that are now
prominent features in the Ashmolean Museum in Oxford and the Victoria and Albert
Museum in London.200
Of the three, the one that is best documented in the sales catalog is The Battle
of Uji Bridge (fig. 3.3). Yamanaka’s catalog labeled the work as a six-fold screen by the
artist Tosa Mitsuyoshi (likely Tosa Mitsuoki 土佐光起 (1617-1691)), with the unofficial
tile of Fording the Uji River. The work was later attributed to an unknown artist
associated with machi-Kanō 狩野派, which was a popular school of painting in Japan
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from the 15th century to 1868 (when the Meiji period began).201 The scene unfolding
combines a dramatic composition with decorative elements that depict a moment
during the Heiki Monogatari 平 家 物 語 , during which the great families of the
Minamoto 源 and Taira 平氏 sought to control Japan. On the screen Saskai Shirō
Takatsune 佐々木高綱 (1160-1214) and Kajiwara Kagesue 梶原景季 (1162-1200) are
in swift pursuit of Minamoto Yoshinaka 源義仲 (1154-1184), the cousin of Minamoto
Yoshitsune 源 義 経 (1159-1189), who had ordered the capture of Yoshinaka for
secretly working with the Taira.202 When the riders arrived at the Uji river they found
the bridge stripped of its planking. Crossing the water was to be there only option and
with the reward of receiving favor from Yoshitsune the pair made their decision with
no hesitation. Takatsune leads the way, as he and his horse have plunged themselves
into the river with such energy that the water around them rises in a series of
thrashing crests. The elongated stride of Kagesue’s horse hints that he is not far
behind, but as the tale goes, Takatsune had told Kagesue that his saddle was loose so
that he might pause to reset, giving Takatsune the advantage of reaching the other
side first.203
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After consecutive years of screen and ukiyo-e sales Yamanaka and Company
gradually shifted their stock away from Japanese wares by the mid-1910s. It was at
this point that they first began to sell antique Chinese bronzes and pottery in the
spring of 1914. From this first major sale of Chinese art in London the most
noteworthy objects were six bodhisattva heads from Longmen. At this point in time
Yamanaka’s business, in both American and Europe, had not fully latched on to the
idea of just selling unique items associated with Buddhism. However, this appears to
not be the case for this spring 1914 sale. While there had been an injection of such
pieces in the U.S. market over the previous several years, there had not yet been a
whole sale dedicated to this level of specificity in terms of pre-Ming works of art in
London. At 118 lots, the sale was very small, even when compared to the greater totals
present in past and future sales in London. Regardless, this was the first time in either
market where the layout consisted of just antique Chinese bronzes (Shang 1700-1020
BCE to Han 202 BCE-220 CE), inlaid bronzes (Yuan 1271-1368 and Ming 1368-1644),
heads of bodhisattvas (Wei 386-535), Tang (618-907) pottery figurines as well as a few
Song (960-1279) and Yuan dynasty vases and figurines. The latter were small in
number, and were met with sales price between GBP £6.00-100.00.204 In comparison,
the earliest of the bronze objects netted anywhere from GBP £60.00-1000.00. 205
Unfortunately, the descriptions and lack of images in the catalog offer little insight
into any of the Shang to Tang works individual provenances.

204

Yamanaka and Company, Antique Chinese Bronzes, Potteries, Etc. Spring, 1914
(London: 1914), 12-13.
205
Inflation for GBP £6.00 in 2019 would equal £658.10, whereas GBP £1000.00 would
equal £109,683.67.

197

For the heads from Longmen, while no extraction details are given, there is at
least the acknowledgement of their site of origin. The cheapest of the six sold for GBP
£15.00, while two topped out at GBP £85.00. Each work is given a brief overview,
which primarily relied on general appearances as enough to suffice for a description.
More intriguing is the period in which they would have been extracted to make it to
market by 1914. It has been noted by more than one scholar that the Longmen caves
had been vandalized well before the 20th century.206 Yet, the systematic removal of
heads, hands and full statues for foreign consumption did not truly begin until the
early 20th century. The first foreign party to visit Longmen was no other than Okakura
Kakuzo in 1893 when it is said that he somewhat stumbled into the area, captured a
few images and then returned to Japan. A more thorough expedition was undertaken
in 1907 by the French Sinologist Edouard Chavannes who remained on site for twelve
days.207 During his time there he took ink rubbings, photographs and made a general
survey of the site. A few years later in 1910, Charles Freer made his trip, during which
he commissioned his own set of photographs that now reside in the Freer Gallery
archives in Washington D.C. Between Freer and Chavannes one might be able to point
a finger at how this site quickly turned from hidden to looted. Freer’s images were
seen by Langdon Warner who swooned over the photographs to the point that he
reached out to Okakura, who was now in Boston, to suggest that such artwork needed
to make its way to the West. Before this, Chavannes published Mission archéologie
dans la Chine septentrionale in 1909, which essentially became a catalog for the
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affluent to select items to purchase via the open market, or by specific orders from
dealers. 208 Among the men to oversee one of the largest of these plundering
operations at Longmen was the Chinese dealer C.T. Loo.
Cheng-Tsai Loo (shortened to C.T. Loo by a French curator) was born to a poor
family in Lujiadou outside of Huzhou in Zhejiang Province. Leaving that life behind,
Loo traveled to Paris in 1902 where he would begin his business alongside Zhang
Jingjiang, who would go on to found Ton-Ying and Company, where they first sold silk,
tea and Chinese antiquities.209 Having exploited the collapse of the Qing dynasty, and
Jingjiang’s favorable position with the new Chinese government, the pair made their
way around the growing export laws associated with art and artifacts leaving China.
Loo’s success is undeniable, he has been well researched over the last twenty years
and for many remains ‘the’ premier dealer of Asian antiquities, especially as it relates
to Europe.210 This research is not here to define which of the two, Yamanaka or Loo,
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was more prolific. Instead, it should be pointed out that C.T. Loo was notorious for
selling pieces from Longmen especially in the 1920s and 1930s, however, it appears
Yamanaka entered into the business a bit earlier.
Yamanaka’s spring 1914 sale only rostered six works from the site, but the
news surrounding the looting of Longmen appears to have already reached the main
stream media. On May 2, 1914 the Times (London) published an article discussing the
vulgar destruction of Chinese sculpture where it stated that:

Colossal figures sculpted in relief, which illustrate in their own surroundings
the wealth of Buddhist legend and theology, are mangled, sawn asunder or
broke into pieces by clumsy thieves, in order that fragments may be taken to
Peking and sold to European dealers. They are bought with eagerness by
collectors, or by representatives of museums who would shrink from initiating
the traffic, but argue that, as the spoil is already at their hands, it is their duty
at least to provide it with a worthy resting place. Competition grows, prices
rise, and the inducements to further ravage become continually stronger.211
At the same time Yamanaka’s sales were being conducted and the article
published, Warner was at Longmen attempting to undertake an archaeological dig.
His efforts were in vain, as the local magistrate had told him a thousand looters were
outside of the city and about to be met by troops. The results of the battle left several
hundred of the thieves’ dead and dismembered, many were left in places to be seen
to further deter the practice. This, of course, would not be the case. For the next two
decades objects would find their way from Longmen into collections across the United
States and Europe. For the works first sold by Yamanaka from the grottoes, the
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question remains exactly how they ended up so quickly at auction? Later letters
between prominent figures like Laurence Sickman, a curator who was buying for what
is now the Nelson Atkins Gallery in Kansas City and Alan Priest, the curator of Asian
art at the Metropolitan Museum in New York City make mention of their own efforts
to obtain works from Longmen. Their dealings with men like Loo and local Beijing
dealer Yue Bin highlighted that the action of retrieving sculptures from this site
involved multiple parties. It began with the starving local peasants, then to the military
officials stationed near the site and all the way to the dealers with connections to
those who could produce fraudulent documents so that the art could be exported.212
It was a process that Yamanaka likely had to navigate as well, but since he had
physically been in China only a few years before, it is possible that he had established
connections at that point. It would not be the last time that he, or his company were
involved with moving sculpture out of Chinese caves.

3.3 Conflict and Exhibitions: The 1935-1936 International Exhibition of Chinese Art

War stifled business for all auction houses. Yamanaka and Company was no different
in their retraction of sales during the first World War, at least in Britain. What instead
took the place of annual sales were smaller dual auction/exhibitions of loaned works
in conjunction with the British Red Cross. Among the largest of these events were
those held with the support of Christies, which were conducted on a yearly basis
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between the years 1915 and 1918.213 The foremost purpose of these auctions was to
fundraise for the Red Cross. The format for this gradually became more independent
with the proceeds still returning to the RC at each conclusion. The popularity of these
events reached a point where it had become common for many of the London based
operations to organize and hold their own auctions. Yamanaka and Company would
join in this practice in October of 1915. Leading this exhibition were Japanese arts and
crafts that had been obtained from various collections from around Britain. The
exhibit opened on October 14, 1915 and remained in public view until November 13
of that same year. Yamanaka contributed many of his own works to the show and also
provided insurance coverage for those works on loan. A catalog was produced in
conjunction with the show titled Japanese Art and Handicraft, which was edited by
Henri Joly and Tomita Kumasaku.214
What was on display highlighted the tastes of the British elite at that time.
While American markets were beginning to ingest larger quantities of Chinese
antiquities, what remained popular in the U.K. was sword furniture, inro, netsuke and
lacquer. The Prince Gong sale of 1913 that helped intensify interest in the U.S. seemed
to have little effect in the U.K. That particular sale also made an appearance in London;
however, it was less than half the size of its U.S. counterpart and seems to have gone
relatively unnoticed by purchasing parties in Britain. For shows like those put on by
the British Red Cross the comforts presented by Japanese arts and crafts
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demonstrated that they still had control over British interest in Asian art. It would be
fair to argue though that during World War I, any sort of visual relief from the violence
that was occurring on a daily basis would probably have been well received by the
public. The choice then by these companies to focus on Japanese wares may have
been a more strategic example of cultural aid. One that anchored itself on those things
more familiar to the British at that time.
Leaning into this theme, Laurence Binyon would later describe this type of
relationship in comparison with Chinese art and the British public. While the two
regions are not one in the same, the language with which Binyon suggests the
underlying need for products from Asia (specifically China in his case) had slipped the
consciousness of the British consumer and yet were ingrained within their society.215
His take settled on the idea that the public has surpassed the exotic attractions of the
East and had instead stabled an ‘intimate companionship with nature,’ that left a
permanent mark on the daily actions of Western countries.216 While Binyon’s words
address the notion that this is why the love of Chinese tea, silk and porcelains came
about; I would argue that it sits just as well with the attitude towards Japanese goods
before World War I.
Among the most prolific events to unfold during the company’s time in the
United Kingdom was the 1935-1936 International Exhibition of Chinese Arts at the
Royal Academy of Arts at Burlington House, London. Between November 28, 1935 and
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March 7th, 1936 over two hundred and forty lenders from across the globe –
museums, scholars, collectors, dealers and governments – brought together 3,080
exhibit displays in sixteen galleries at Burlington House (fig. 3.4).217 By all measures of
success, it was a hit, both socially and financially for those parties that participated.218
It would be recorded as the largest Chinese art exhibition held abroad prior to the
outbreak of World War II.
The exhibition was put on as part of the celebration for George V’s jubilee. As
a convenient tie in, it also provided multiple countries a chance at cultural diplomacy
with China. The governments of Austria, Egypt, France, Germany, Japan, Russia,
Sweden, Turkey, as well as collections from museums and collectors from the United
States and the previously mentioned countries made an appearance at this exhibit.
The Chinese government sponsored multiple artworks, as did the National Palace
Museum and a few smaller provincial museums at that time. Yamanaka was
commissioned to arrange works in various displays, edit entries for the catalogue and
register exhibits.
He also carried some oversight into the inclusion of forty-eight works of art
that were lent from the Imperial Household Ministry, The Imperial Museum, Kyoto
Imperial University, Sumitomo Foundation, Nezu Kaichirō 根津嘉一郎 (1860-1940)
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and Iwasaki Koyata 岩崎 小 弥 太 (1879-1945). 219 The depth to which he helped
manufacture their material is unknown, as it is only briefly noted in his biography.
Given his role in the totality of the entire exhibit though, one could assume that it was
more of an advisory role, as opposed to something purely curatorial.
Additional prominent names who lent their works from the United Kingdom
included Sir Percival David (1892-1964), George Eumorfopoulos (1863-1939) and
Oscar Raphael. David saw to it that the Royal Academy should act as the host, for
which they were apparently overly pleased to do so, as noted by the Earl of Lytton
who was the Chairman of the Executive Committee. The inclusion of patrons such as
the King, the Queen, the President of the Republic of China and the Crown Prince of
Sweden in the Committee of Honour further cemented the importance of the
exhibition. The Committee of Honour, British General Committee and Foreign General
Committee also provided invaluable assistance on the sponsorship and execution of
this particular exhibition. 220 Among those recognized as contributing outstanding
quantities of support were Sir Percival David, Director of Exhibitions, the
aforementioned G. Eumorfopoulos and O. Raphael along with R. L. Hobson; who
prepared and organized the accompanying catalog, as well as Laurence Binyon,
Bernard Rackham and Perceval Yetts who oversaw the entire project.

219

Ilaria Scaglia, The Diplomacy of Display: Art and International Cooperation in the
1920s and 1930s (PhD diss., 2011), ProQuest Dissertations and Theses, Accessed
02/10/2019, 188.
220
The total number of participating members for this exhibition were fifty-six in the
Committee of Honour, fifty-four in the British General Committee and sixty-one in the
Foreign General Committee.

205

Collectively, those present in the executive committees for this exhibit
represented the majority of individuals associated with the collection, excavation,
preservation, study and trade of Chinese works of art at this time. Every party
participating in this show had had, or would eventually have a lasting impact on how
America and Europe engaged with Chinese art. The more prominent figures, like
David, had long been tied to the arts of China, which no doubt had landed him the
position he was in.221
Percival David became taken by Chinese art during a trip in 1927. Like many
before him, his passion arose during a period in which the instability of a nation meant
that the accessibility to art was much easier. As noted in his obituary David had taken
advantage of the “days of unexampled opportunity to a buyer with knowledge,
judgement, and an ample fortune,” the spoils of which allowed him to amass a
collection of post-Tang porcelains that rival any national collection.222 His lust for the
subject of Chinese art led him to fund a lectureship at the School of Oriental Studies
and eventually the donation of his collection to the University of London, so that it
could be studied and enjoyed by like-minded individuals (fig. 3.5).
What David had done with the direction of this cultural event was put forth
centuries worth of art for the public to view and simultaneously establish a diplomatic
back channel that provided three primary benefits: serving the British foreign political
agenda of retaining and managing relations with China and Japan; strengthening the
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Nationalist government’s authority by legitimizing their authority in China; and
reinforcing the League’s policy to ease tensions arising in Asia. A shroud of peace had
been placed upon the three through a cooperative collaboration involving art and
artifacts; it was a momentous moment for international unification involving parties
from the Europe and Asia.
Another key figure in this period was George Eumorfopoulos, whose own
personal collection of Chinese art was acquired by the British government shortly
before the international exhibit was to take place. Virtually all of the works owned by
Eumorfopoulos had been brought into the permanent collections of institutions like
the British Museum and therein acted as primary building blocks for future
acquisitions. While the majority of his works ended up in public hands, there were,
“nearly four hundred pieces of this residue that are being sold by Messrs. Bluett and
Sons, of 48 Davies Street.”223 These works were put on display by the salesroom and
could be further enquired about through private channels. What was present at this
sale was describe as a, “comprehensive collection of practically every Chinese ceramic
type recorded from the Han dynasty onward.”224
The staging of this exhibition began in 1934 with the drafting of a
memorandum to the Chinese government encouraging them to co-organize what had
been described as the largest Chinese cultural event ever to be held in Europe. At the
time of this offer, general Chiang Kai-shek was in command of a Nationalist party that
was making efforts to centralize state control and minimize the amount of foreign
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influence within China. Receiving the invitation to collaborate on such an exhibition
afforded Chiang’s regime an opportunity to demonstrate, globally, the authority his
party had over China’s national treasures.225 China’s art had effectively become a tool
designed to pry open foreign powers with cultural muscle to better position the acting
governments ability to negotiate other business.
It all began in February 1934 when Major-General Neill Malcolm, Sir Percival
David, George Eumorfopoulos, Sir George Hill and Robert Hobson drafted a formal
initiation to the Chinese government that was built around the idea of securing a
stronger relationship between China and Britain.226 Using previous shows/exhibitions
that Britain had conducted with European nations, the five men made an effort to
highlight how each had produced significant gains in establishing cultural relations
between each international body. The British opened their hands to the Chinese
saying that they too could join in on this enlightenment should they choose to
participate. Their direct words to the Chinese were as such:

The ancient arts of China have qualities unequaled by those of any other
country in their atmosphere and their sensitive interpretation of beauty in life.
They are bound, if brought to the notice of European peoples in the manner
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suggested, to cover her country with glory and to bring the people of China
countless new and lasting friends.227

Accompanying the sharing of arts would also be a swathe of opportunities for
social and economic advancement for China should they participate. The appeal of
being allowed into the ring of first world powers was at the forefront of this offer.
While there were nods to increased commercial and trade relations, the
memorandum primarily stuck to a language that was sweeping in its tone, as opposed
to offering specifics. One thing that was made clear was that the intention of this
exhibition was not to be a profit-making endeavor. The revenue that was produced
from the show would be divided and used to nurture relations between the two
countries.228 This equality would be achieved through spreading the responsibilities
of the organizing committee between each nation.
To achieve success the British would have to work with Chiang’s Nationalist
party who were in the midst of the ‘Nanjing Decade’ (1927-1937). This period has been
and still is viewed by many to be a period of experimental governance that produced
countless contradictory outcomes for which a clear assessment of the time has yet to
be agreed upon.229 Some of the harshest terminology used to describe this era is that
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of an ‘abortive revolution,’ which alone should spell problems for the success of an art
exhibition and yet it was not a failure.230 As it relates to the exhibition and the larger
topic at hand, this particular government’s handling of the rise of a Japanese super
power is one that raises the most questions. There are both supporters and critics of
the actions taken by the Nationalist government in relation to this topic. For some,
Chiang’s antagonizing of the Communist movement and subsequent allocation of
them as enemies of the state afforded the Japanese time to make their advancement
into Northern China. This was then added to by the government’s reliance on the
League of Nations and placement of progress on European allies, which ultimately
never came to fruition. The combined effects of which critics feel led to the horrors of
the Sino-Japanese war. For those on the other side, the use of international channels
in an attempt to circumvent a war with Japan along with the undermining of the
government by the Communists meant that the Nationalists were never given a strong
enough opportunity to govern. 231 This thesis does not attempt to pick a side, but
rather just to point out the instability that was at hand. These types of fractures in
governance made for excellent opportunities to exploit the Chinese art market all the
while waving the banner of international enlightenment.
The Republic of China did succeed on one major level, and that was in gaining
support from the broader international community on a series of issues. The most
prevalent of these being that, with the exception of El Salvador, no other country
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recognized Japan’s control over the northern territories of China.232 Having a Chinese
presence in places like the International Court of Justice at the Hague meant that their
position globally was parallel to those countries they were working with, even if they
never obtained a permanent seat with the League of Nations.
With such a political backdrop, the 1935-1936 International Exhibition of
Chinese art became an even greater topic of discussion. By becoming an active
participant, as opposed to just an observer, the Chinese were able to generously
contribute to the exhibition. This then placed a stamp of permanence within the
cultural timeline that had been, up to this point in Europe, only focused on Western
themes. Through their national treasures, China was no longer a supporting act, but
instead the focal point of the entire world of art. It was a profound leap forward that
would permanently establish China’s art history in the greater historical canon.

3.4 Objects Selected for the 35-36 Exhibition

The selection of artwork for the exhibition proved to be a greater challenge than had
originally been conceived. As was put forth in the original plan, the Chinese would set
aside objects that were to be made available for loan. The British would then travel to
China, specifically Shanghai, to review the works and make an official selection. This
was immediately met with frustration, as each party felt as though they were being
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slighted in some way.233 For the British, there was an underlying feeling that they had
been given too few choices to pick from; whereas the Chinese thought their generosity
in allowing the British to choose their pieces was perhaps haphazard, even reckless.
Internally within China, the decision to participate in the exhibition received
backlash from multiple parties. The situation surrounding the selection process
proved to be a major issue, as some Chinese officials argued that they were abdicating
their rights over the artifacts. A genuine concern grew that should the objects leave
China and arrive in Great Britain there would be no actual reason for them to be
returned. This fear was further stoked by the possibility that Paul Pelliot might join
the Selection Committee. Pelliot was associated with Aurel Stein, whose pillaging of
Dunhuang twenty years earlier had left the Chinese with a rightful distrust of Western
influence in their country, especially when concerning art and artifacts.234 If Pelliot
were to arrive in China, who was to say that he would not conduct another mass
unlawful exodus of art?235 This then pushed the Chinese governing body to encourage
that no work of art pre-Yuan (1271-1368) be included in the exchange.
While their cause for concern came from a legitimate place, the Chinese
organizing committee calmly deflected the detractors’ fears and assured them that
there would be diplomatic courtesy on behalf of the British. Interestingly, the worry
over the insurance of the pieces remained an open problem. The committee had said
there would be no insurance arrangement as, “insurances would not increase the
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security of the treasures.”236 The only form of protection that manifested came in the
form of a British warship that would escort the art between the countries. This was
further added to by the committee when they affirmed to the public that, “all those
national treasures which Chinese experts recognize as possessing great historic
interest and value will not leave the country.”237
Without a firm consensus on the exact objects that were to be selected for
exhibition tensions did build between the British and Chinese committees. Fears over
the establishment of a hierarchy between the two bodies did emerge. If the Chinese
were allowed to retain those works they deemed to be national treasures, then the
British thought it unnecessary for them to send an envoy to China to select at all. Their
argument was further drawn out by their insistence that only the most important
works should make the journey and therefore their presence in this decision was an
adequate concern. British committee members pressed their Chinese counterparts
from multiple directions, the most practical of their cases was that the British
Selection Committee would better understand the tastes of British public. They then
tagged on the idea that this was also a chance to avoid duplicate works from being
presented. The number of collections of Chinese artworks had grown significantly in
the two decades leading up to this exhibition, so there really may have been a fear
that an over saturation of similar material would dilute the exhibit.
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A somewhat muted agreement had been set in place by the time the British
Selection Committee arrived in Shanghai in March of 1935.238 Not long after, Percival
David made the first of his complaints back to the London Royal Academy, saying that
the operation was “cumbersome and troublesome” since the Chinese had decided to
retain a heavy presence during the selection process.239 At their initial arrival, only a
select number of objects that had been prepared for a preliminary exhibit in Shanghai
had been made available to them. Their time spent observing was noted as being
limited in scope, but by the end of the process David stated that they had been able
to examine nearly all of the works they had asked to see. Minor squabbles aside, the
selection process had seemed to run more smoothly than the buildup had led
everyone to believe. With both parties satisfied with what was to visit the U.K. one of
the major cultural bridges between nations was about to be built.
The collections that did arrive brought with them a significant amplification to
the arts of China that had been underserved in Britain up until that point (fig. 3.6).
Early Chinese bronzes were among the works that had been neglected by the British
collector leading up to the 1930s. Twelve months prior to the International exhibit,
Eumorfopoulos’s collection of bronzes began their exhibition at the Victoria and
Albert Museum. This collection would be the first of its kind in Great Britain, as their
had yet to be an amassing of such bronzes and instead they could only be found in
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private and minor collections. Because of this, there was an exceptionally limited
number of such works that were available for public visitation. When Eumorfopoulos
sent his pieces to Burlington House, that number again dropped, as it appeared he
was truly the only major body collecting such works.
A reflection on the scarcity of early Chinese bronzes was noted in various
media outlets during the International exhibit. While they were appreciative of the
‘adventitious beauty of patination’ they had yet to catch the eye of the majority of
collectors. Of course, there were a few outlying situations.240 Among the first bronzes
to appear on the London market was a work sold to William Cleverly Alexander (18401916), who had been a wealthy banker and adamant collector of Japanese prints. At
that time, the work was said to have fetched a number somewhere in the four figures
and would be purchased later by Eumorfopoulos for an even larger sum.
Yamanaka and Company was also no stranger to the sale of early Chinese
bronzes before the arrival of the International Exhibition. Ten years prior to the event,
the London branch staged their first sale solely focused on the medium. With over one
hundred works for auction, the scope remained limited, but important in its endeavor
to advance their appreciation. The catalog for this sale was void of any introduction
to the history of bronze working in China, or any general history for that matter. It is
somewhat of an oddity in this respect, as Yamanaka’s catalogs, in London, had
included often been accompanied by a historical precursor. Instead, the fifty-page
book dives straight into the works themselves. The lack of pretext is somewhat jarring,
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as the range of object identification is far superior than what would be expected for
something so empty of context.

3.5 Yamanaka and Company at the 1935-1936 Exhibition

Securing the Japanese presence at this particular exhibit was nearly as complicated as
the acquisition of all of the Chinese works. Knowing that Japan had in its possession
thousands of years’ worth of artifacts from China, the British Selection Committee
sought from their Japanese counterparts loans for the show. However, social and
political tensions surrounding the Japanese occupation of Northern China stifled any
real headway in this process during the early tenure of negotiations. This did not mean
that the larger public had not taken notice of the potential lack of Japanese
involvement. Papers in Britain were swift in their rebuke of the British committees for
their failure to secure works from Japan. Internal pressure must have been rising and
back channels surely secured as by August of 1935 the Japanese sent their official
letter of participation. Shortly after, a cablegram sent by Yamanaka himself, to Percival
David, congratulated the latter on the success of this inclusion.241 David would later
say that it was the British Ambassador Robert Clive and Stephen Gaselee of the British
Foreign Office who secured this partnership. With both sides having buried their
differences and the Japanese emperor now backing the show, as well as having all of
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the objects selected finalized on paper by the early summer of 1935, the show moved
forward.
Yamanaka and Company provided only five works of art from their New York
office to be displayed in the exhibition. The company’s objects were placed in the
Lecture Room, which was a space devoted to the display of Buddhist sculpture. In the
case of those pieces brought by Yamanaka, all five came from the Tianlongshan
grottoes 天龍山石窟.242 Object numbers 2383, 2384, 2386, 2388 and 2390 have been
identified as having come from cave 21 specifically, a confirmation which has come
through multiple publications since their extraction between 1924 and 1926 (fig.
3.7).243 The primary of these being Yamanaka’s own work in the region prior to their
removal.
The Tianlongshan grottoes are a series of Buddhist cave temples in the central
part of Shanxi province. The cave systems presence dates back centuries and the
sculpture that is incorporated into the site’s soft, sandy like rock highlights the
transitions in Buddhist sculptural styles from across Chinese history. Weathering and
erosion have destroyed many of the works, but it was with looters from various parties
and nationalities that saw the most damage done to this site. In the first decades of
the twentieth century, Japanese scholars ‘rediscovered’ the Tianlongshan caves. Their
interest in Chinese cave temples had been sparked by the efforts made by European
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archaeologists who had been studying grottoes along the Silk Road.244 The precious
relics that were sent to Germany, the U.K. and later the U.S. ignited a race to identify
and retrieve works from around China.245 It would seem that a guardian-like role had
emerged in the mentality of the Japanese intellectual at this time. The advancement
of Western ambitions in the region had caused the Japanese to reflect on their
relationship with China as a cultural mentor, which in turn drove them to press the
advantage of a weak Chinese national state and flip the roles of cultural hegemony in
the region.

Shortly after their initial notes and photographs were taken, the

systematic removal of art from these grottoes began. The majority of accounts from
this period write about a local contention of looters who saw to this desecration.
While there certainly could be some truth to that idea, by the end of the 1920s the
site had been plundered to a point where the grottoes had been left unrecognizable
to those who had seen them in a more pristine form just a few years before. The
efficiency with which these works were extracted in such a short time suggests there
was coordination on a large scale. Whether or not that means local Chinese worked
alongside the Japanese and other foreigners, or independently sought their own
fortune remains to be confirmed. Regardless, there was now a significant amount of
Buddhist sculpture in the hands of parties eager to sell.
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Of those who noted the active plundering of these sculptures was Osvald Sirén
(1879-1966), a professor of Chinese art and culture at the University of Stockholm,
Sweden. His major review of Chinese sculpture from around the country in 1925 made
quick note that natural degradation was the least of Tianlongshan’s worries. By the
time Siren’s publication came out it was written that caves 4-7, 11-15 and No. 17 were
the last to retain any significant sculptural decorations.246 His first visit to the site in
1922 revealed that the detachment of figures had only just begun in a few caves, but
nonetheless was extensive with many figures being beheaded. His observation that
the stone itself was very forgiving when it came to a chisel, or hammer, may have
been a primary reason it was targeted by robbers. By February of 1924, Siren says that
he personally knew of twelve sculptures that were in private collections. He himself
had ‘collected’ works from this site, but it is uncertain as to whether that total of
twelve includes his own. For Yamanaka, Siren writes that he had acquired pieces as
early as 1922 and that they were in Kyoto at that time.247
Those pieces put on display in London by Yamanaka were all marked in the
exhibition catalog as having been produced during the Tang dynasty. Such a date ties
them neatly to cave 21, which was one of the largest Tang dynasty caves at
Tianlongshan. According to Yamanaka’s records, the measurement of the cave was
15ft to each side.248 Earlier observations had marked the cave at 8ft to each wall, but
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the squareness of the space seems to have been confirmed by multiple parties.249 The
arrangements of the works before they were removed was also written about by
Yamanaka. Among the images located on the north wall were three large figures, one
Buddha accompanied by two bodhisattvas. The central Buddha figure was later taken
and sold by Yamanaka after the 1935-1936 exhibition (it was #2390). 250 Object
number 2390 (fig. 3.8), labeled only as ‘Buddha’ in the 1935 exhibition catalog, was
also the cornerstone of Yamanaka’s publication of Tianlongshan as being the best
example of and finest preserved piece from Tianlongshan as a whole. The work, which
now resides in the Harvard Art Museum, shows a seated Buddha whose crossed legs
accent the rich folds that begin to fall from the shoulders and come to rest effortlessly
over the Buddha’s lap. The naturalism present in the treatment of the drapery can
also be found in the execution of Buddha himself. The face of the figure is sculpted
and contoured so that the Buddha looks both in a state of reflection and about to
vocally project thought. The gracious, emotional effect created by this combination of
features gives the sculpture characteristics that are similar to those works carved from
wood. Below the chin, layers of skin begin to crease, giving the Buddha a soft, fleshy
appearance. Flecks of paint remain on the sculpture as well. Given the dim conditions
of the cave, the presence of pigment on these sculptures would have allowed them to
stand out amidst the earthen tones, along with adding a sense of life-like qualities.251
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It is a testament to the craftsmanship that had developed internally within China over
the course of several centuries.
Each of the works shown by Yamanaka would end up in collections shortly
after the exhibition. The Buddha, labeled as lot 2390, was sold in May, 1936 to
Grenville Winthrop and then bequeathed to the Fogg Art Museum in 1943. Lot 2384’s
head now resides in the Metropolitan Museum of Art in New York, with the body in
the collection of the National Museum of China, Beijing. Lot 2386 was sold to William
Sturgis Bigelow in 1937 and now stands in the Museum of Fine Arts Boston; while lot
2383’s torso is in the Asian Art Museum in San Francisco. The head of lot 2383, as
presented in the 1935-36 exhibition, appears to have been a separate piece, which
may have come from a different figure altogether.252 It does not appear to be that
Yamanaka and Company removed heads from completely intact works of art, but
instead merely combined pieces in their showrooms to present the object in ‘full.’ It
is likely that lot 2383 and lot 2384 were headless upon their initial extraction from
Tianlongshan and were later presented as a singular figure in the 1935-36 exhibition.
The catalogs for this show made no mention though that there was any such mixing
of works.253
From Yamanaka’s perspective, regarding his selection for this exhibition, his
choice of pieces from Cave 21 was likely made based on the physical maturity present
in the Tang dynasty sculptures located at Tianlongshan. The homogeneous grouping
of Tang works at this site demonstrates that there was continuous artistic activity at
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the caves from the middle of the sixth century onwards. The works he removed likely
came from later within this dynasty, and it should be noted none of these works are
dated, but nonetheless carry similarities in execution to those found across the
entirety of the cave system. What makes these pieces all the more unique is their
relationship with Buddhist Indian sculpture, which played a crucial role in the greater
development of the sculpted arts of China. The five works presented by Yamanaka
carry some of this influence, but are not purely of Indian design. They combine the
weight and plasticity of late Tang sculpture with the soft and fluid treatment of the
body and garments found on the various Buddhas from earlier periods. Tianlongshan
was in an interesting position as a place that operated under its own guise. Whereas
other cave and sculptural works around China shared more commonalities than not
in their execution of figures, Tianlongshan worked in a manner that fit no specific
mold.
Yamanaka’s inclusion of these works would seem to be well calculated.
Publications, like those by Sirén, had been in circulation for more than decade by the
time the British put on the exhibition. These writings made it very clear that works
from the caves Yamanaka was operating in were well and above the average of the
entirety of the Tianlongshan complex.254 Though their descriptions in the catalog are
muted, each work has since been labeled as a primary example of the skill present
during the middle of the Tang dynasty.
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As to the plundering of Tianlongshan, it would not be until the early 1930s that
the Chinese government would make a concerted effort to draw back the amount of
looting taking place within their country. Having been obligated through post conflict
treaties with western nations in the 19th century to allow archaeological expeditions
led by foreign bodies, it took until 1930 to gain back power against the removal of art
and artifacts from China. The National Commission for the Preservation of Antiquities
was the first agency to actively pursue a halt to this practice. The earliest laws
implemented by them date from 7th of June 1930 and the 3rd of July 1931. Titled as
the ‘Law on the Preservation of Ancient Objects’ and Detailed Rules for the
Implementation of the Law on the Preservation of Ancient Objects,’ each sought to
control the national and international art market associated with Chinese art. 255
Effectively, this action ended the golden age of western acquisition of Chinese art and
artifacts and yet, a few short years later all of these objects were making an
appearance on foreign soil. While the promotion of the protection of these cultural
properties was being spelled out by parties from all sides of the aisle, it still feels odd
that some of the works presented in London were sold shortly thereafter to western
buyers.
How Yamanaka felt about his role in the removal of these works, and those
from other sites like Longmen, remains unknown. Compared to his counterpart C.T.
Loo, Yamanaka appears to have dodged this question largely in part because of his
passing in 1936. For Loo, time eventually caught up to him and not long after
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Yamanaka’s death he addressed his position on the matter in the catalogue for the
1940 exhibit, An Exhibition of Chinese Sculptures, where he states that:

I feel so ashamed to have been one of the sources by which these National
treasures have been dispersed. Our only excuse is that none have ever been
taken by us but all bought in the open market in competition with other
buyers. China has list its national treasures but our only consolation is, as Art
has no frontiers, these sculptures going forth into the world, admired by
scholars as well as the public, may do more good for China than any living
Ambassador. Through the Arts, China is probably best known to the outside
world. Our monuments may be preserved even better in other countries than
in China, because of constant changes and upheavals and so our lost treasures
will be the real messengers to make the world realize our ancient civilization
and culture thus serving to create a love and better understanding of China
and the Chinese people.256
The chances that Yamanaka held many of the same values regarding his own
participation seem likely. Loo’s note that he himself never took anything from these
sites is particularly moot, as the ability to acquire such works was reliant on fostering
relationships internally within China. Just because one does not cut the stone does
not mean they are not culpable. Yamanaka should be treated no differently. While he
may have actively documented and sought good from his work at sites like
Tianlongshan, he instead fell into the illusion that “salvaging” art from
underdeveloped regions was warranted.
Beyond the exhibition and concern over the provenance of these sculptures
there was another reality. On the opposite side of the success of the exhibition was
the reality that the British art market had been in a slump for the majority of the late
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1920s and early 1930s. In fact, for the better part of the entire decade leading up to
World War II the market was unstable. Outside of London’s West End there was little
to celebrate in terms of financial gain for both working artists and those who sold their
works.257 For Yamanaka and Company things were no different. Exhibitions and sales
held by the firm during the 1930s were scattered and supported by the importation
of works from U.S. collections, as was the case for the majority of the 1935-1936 sale.
The lead up to World War II would become a period of dark times for
Yamanaka and Company. With the death Yamanaka Sadajiro on 30th October 1936,
the fate of the company seemed all but sealed. Having fallen ill two days before, with
what had appeared to be a minor cold, the infamous dealer would soon passed with
his family surrounding him. The awards he had received from various international
bodies, along with his photograph, were placed in his homes tokonoma 床の間. Here
he was celebrated for his many accomplishments by members of staff, family and
colleagues. It was a signal that things were going to change, even if his son, who had
taken control of the business, remained unaware of the storm gathering strength
around the globe.
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Table 15. Yamanaka and Company Sales in London, U.K.
Sale
May, 1909

Number Number Dated Artist Provenance Chinese Japanese Korean Ot
of Lots
of
Objects
264
264
264
264
0
0
264
0
0

Spring,
1910
July, 1910

195

195

195

195

0

0

195

0

0

53

53

53

53

0

0

53

0

0

February,
1912
February,
1914
Spring,
1914
October,
1922
October,
1923
November,
1923
1924

55

55

55

55

0

0

55

0

0

66

66

62

62

0

0

62

4

0

118

120

118

0

7

120

0

0

0

57

57

57

49

0

0

57

0

0

66

66

66

0

0

66

0

0

0

170

172

146

2

0

171

0

1

0

234

264

7

49

0

263

0

1

0

December,
1925
June, 1926

100

148

100

0

8

140

3

0

81

82

81

0

0

16

0

0

October,
1926
1927

122

122

122

122

0

0

122

0

5
Sc
66
Sia
0

43

44

44

0

44

44

0

0

0

June, 1927

132

182

132

0

2

182

0

0

0

December,
1927
June, 1930

137

196

137

0

5

196

0

0

0

157

167

156

0

0

165

0

0

June, 1931

150

167

150

0

0

167

0

0

2
Sc
0

December- 108
January,
1935-1936
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Illustrations

Fig. 3.1 Yamanaka and Company, London branch. From: Yamanaka Denjiro 山中定次
郎伝, accessed September 12, 2016, http://dl.ndl.go.jp/info:ndljp/pid/1258420
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Fig 3.2 Ogata Korin, Six Leaved Screen of Waves, Ca. 17th century, in Japanese Screens
Painted by the Old Masters (London: 1910), 29.
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Fig 3.2 Detail of fig. 3.2 in Japanese Screens Painted by the Old Masters (London:
1910), 29.
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Fig 3.3 Unknown artist, The Battle of Uji Bridge (left side). 17th century, six-fold screen,
ink and color and gold leaf on paper, 152.1 x 349.4. Victoria and Albert Museum. From:
Oliver Impey. The Art of the Japanese Folding Screen. Oxford: Ashmolean Museum
Oxford, 1997. Plate 2, 28-29.
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Fig. 3.3 Unknown artist, The Battle of Uji Bridge (right side). 17th century, six-fold
screen, ink and color and gold leaf on paper, 152.1mm x 349.4mm. Victoria and Albert
Museum. From: Oliver Impey. The Art of the Japanese Folding Screen. Oxford:
Ashmolean Museum Oxford, 1997. Plate 2, 28-29.
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Fig. 3.4. The Amitabha Buddha in the Central Hall (Royal Academy of Arts,
International Exhibition of Chinese Art, 1935-36). Black and white silver gelatin print,
181 mm x 240 mm. Royal Academy of Arts, 05/362.
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Fig 3.5. Percival David, Exhibition Director; Zheng Tianxin (Dr F.T. Cheng), Special
Commissioner of the Chinese Government and Zhuang Shangyan (Chuang Shang-Yen)
and Tang Xifen (Tang Hsi Fen), Secretaries accompanying objects. The International
Exhibition of Chinese Art 1935-1936. Black and white silver gelatin print, 197 mm x
251 mm. Royal Academy of Art, 05/3014.
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Fig 3.6 Unpacking exhibits from Japan. The International Exhibition of Chinese Art at
the Royal Academy 1935-6. Photograph by an unknown photographer from Topical
Press Agency. Black and white silver gelatin print, 193 mm x 253 mm. Royal Academy
of Arts, 05/3018.
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Fig 3.7 Works brought by Yamanaka and Company to the International Exhibition of
Chinese Art at the Royal Academy 1935-6 in International Exhibition of Chinese Art at
the Royal Academy 1935-6: Illustrated Supplement to the Catalogue (London: Royal
Academy of Arts, 1935), 218.
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Fig 3.8 Seated Buddha. Early 8th century, sandstone, H. 109.5 x W. 75 x D. 47 cm. From:
The
Harvard
Art
Museum,
accessed
March
3,
2019,
https://www.harvardartmuseums.org/art/204140.
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Chapter 4: Yamanaka and Company in the Fog of War
4.1 The End of Yamanaka and Company

Having successfully sold Asia to the West for five decades, the abrupt end to
Yamanaka and Company brings forth a plethora of questions regarding the U.S.
federal government’s decision to liquidate the once revered business. In an attempt
to address this process, I will analyze the actions taken by the Office of the Alien
Property Custodian (OAPC), followed by an overview of the sales that took place to
dissolve Yamanaka and Company. In addition, I have selected three separate lots from
the 1943 and 1944 sales (one is an independent work, one is a set of objects and the
other is a pair) to trace for both chapter four and chapter five. The latter, while being
sold in 1944, plays a crucial role within the theme of cultural property laws and the
deliberate movement of international property via nefarious means; which will be a
topic of discussion in the chapter five. How the objects compare against one another
is abundant, as their mediums, origins, construction and purpose all vary dramatically.
This is made apparent as the diversity of what Yamanaka and Company sold over the
operations lifetime is staggering and the objects selected for these chapters were
made in the effort to highlight the range of wares that were made available over the
company’s existence. However, it is in their similarities that one finds a colorful
entanglement of authoritative academics and romantic oeuvres alluding to treasure
hunting and Asian exploration a century ago.
The juxtaposition between the aforementioned artwork and the means by
which Yamanaka secured them presents an excellent case study for how scholars, over
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the last sixty years, have approached defining the ethical parameters associated with
the emptying of archaeological and religious sites in early 20th- century Asia. These
studies then draw us to larger questions for the next chapter including: Is it possible
to separate the ethical implications of plunder from the value of the migration of art
from the East to the West in its effort to advance our knowledge? There was always
more than one single role-player in these actions, but to whom should we look to for
an establishment of standards? If the West was the “civilized” world then how can we,
as modern scholars, really say that their actions were justified? Yamanaka and
Company was at the head of these social expeditions, so should they be held as
accountable, if not more, for their role in these endeavors? Such nebulous questions
are not easily answered, but the foundations to addressing them begin with the
objects themselves.
Yamanaka and Company would take its last true breath in 1944.258 It was on
June 30th of that year that the Office of the Alien Property Custodian (OAPC) noted
that the company’s inventory had finally reached zero.259 Within the greater historical
context, World War II had reached its climax and the tides had turned against the Axis
and those associated with their ideology. Domestically, or at least as it stood in the
United States, there had occurred a dramatic shift in attitudes towards foreign
businesses, and how exactly to conduct relations with them. For Yamanaka and
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Company, total war had exhausted all interest by the U.S. government in maintaining
relations with the once revered art sales company.260 With a host of new sanctions
being put into place against Japanese businesses, the end would also be near for
Yamanaka’s sales rooms. Privately, things were only moderately different. Despite
support from familiar faces and surprisingly cordial interactions with federal agents,
there was little hope that Yamanaka and Company would survive, intact, following the
conclusion of the war. Before they were terminated, Yamanaka and Company would
slowly, but effectively, be reduced from its position as an outlet for Asian antiquities.
The final cull of Yamanaka and Company would occur at the hands of the OAPC
between the years 1942 and 1945. The power of the OAPC within the United States
was designed with the express purpose of seizing enemy-owned, or controlled,
property. On July 26th (but initiated on June 16th) of 1941, President Franklin D.
Roosevelt (1882-1945) froze Japanese assets in the United States. This is largely seen,
from a historic perspective, as a response to the Japanese advancement into IndoChina.261 Following the attack on Pearl Harbor in December of 1941 and America’s
subsequent entry into the war, the U.S. Treasury Department took further measures
to control enemy property.

Within a matter of months, President Roosevelt

reestablished the Office of the Alien Property Custodian as a task force to alleviate
pressure from the Treasury, which in turn could offer a more thorough outfit to deal
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with mass company liquidations, managing patents and the general seizure and
disposition of enemy property.
The buildup to this point actually began thirty-five years before Pearl Harbor
when, then president, Theodore Roosevelt (1858-1919) grew concerned over Japan’s
increased posturing following their victory against Russia in 1905. Worried over the
adverse effects this might have on the existing Open Door policy the United States
held with China, the president implemented a counter strategy known as War Plan
Orange. 262 Designed as a plan to fight Japan on an ‘if and when’ contingency, it
ultimately played out as an economic counter-strategy that waged financial war over
three decades prior to the outset of World War II.263 Knowing Japan was held together
by lifelines of trade in the early 20th century, the U.S. took full advantage of its financial
power to drain the vitality of the growing Japanese empire; by essentially squeezing
the Japanese economic veins in an effort to circumvent physical conflict. The latter
obviously came to fruition, but it is in this escalation that Yamanaka and Company
would find themselves dealing with new regulations centered around importation and
exportation, including art and antiquities.
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The importation of “fine art” into the United States had undergone a series of
transitions since the foundation of the Republic in the 18th century. While the
argument that demand was based on subjective taste factored into many dealer’s
equations, there were also a series of import tariffs that moderated the ebb and flow
of exports out of Europe and Asia. Between 1787 and 1890 the tariff rate fluctuated
between five percent and thirty percent. What was implemented as a means to
promote “American made” art in turn crippled the mass importation of fine art into
the U.S from foreign bodies. This was altered through the actions of lobbyists in the
early 1900s, which saw to the abolishment of the tariff in 1913. The victory was short
lived, as financing World War I revived revenue rates on art, which went back to ten
percent by 1918, twenty percent by 1922 and then settling at five percent in 1924.264
Yamanaka and Company would have had to negotiate these rates no differently than
the affluent importers of European oil paintings.
Art was not alone in its subjection to federal regulations, among the major
shifts in the 1930s was the rise of import tariffs on miscellaneous wares that included
earthen and chinaware manufactured in Japan. 265 The Smoot-Hawley Tariff Act of
1930 subjected non-essentials to compound duties that would eventually reach 71
percent against Japanese imports. In comparison, European goods regularly held a
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number under 50 percent.266 It is worth noting that the impact this had on the global
economy was resounding, as retaliatory measures were drawn up by numerous
countries which essentially split the world into economic blocks. Despite the fact that
Yamanaka and Company’s major manufacturing days were behind them, the absence
of consistent major sales in the 1930s and the rise of small exhibitions by the firm do
suggest that import laws put at least some pressure on their sales tactics.267 While
Yamanaka and Company were not outwardly publicizing their hand crafted goods, like
they did in 1905 and 1906, they still marketed to the general Asian art consumer in
outlets like Vogue magazine (fig. 4.1, 4.2). Lamps, silk garments and cigarette cases
still made a profit and thus were still being produced in Osaka and then shipped to the
U.S.
By 1939 records indicate that Yamanaka’s firm was under investigation for
violating customs laws associated with their export product. The federal government
had made the claim that Yamanaka had set the prices of imported goods, essentially
controlling when to go high and low on prices, which would have wreaked havoc on
the broader Asian art market. Their infringement on the Smoot-Hawley Act was not
associated so much with their older stock, as there was a loop-hole for objects to be
imported that were older than the mid 19th century (excluding rugs). 268 It seemed
likely that they were manipulating the numbers for product made after 1830. Instead

266

Kumiko Koyama, "The Passage of the Smoot-Hawley Tariff Act: Why Did the
President Sign the Bill?" Journal of Policy History 21, no. 2 (2009), 163-86.
267
The volume of stock sold by Yamanaka and Company through the 1930s is
substantially less than that of what had previously been auctioned. See Table 1 for
reference.
268
Kuchiki. ハウス・オブ・ヤマナカ: 東洋の至宝を欧米に売った美術商 Hausu
obu Yamanaka: Tōyō no shihō o Ōbei ni utta bijutsushō, 269

244

of reporting their actual figures, they lowered the overall number to reduce their tariff
payments on things like silk and toys. Conveniently, the record book that held the New
York statistics managed to be away in Osaka for auditing. A series of letters, written in
English, between the New York store manager and federal agents implied that they
would try to get the book back to the U.S. as soon as possible.269 This, of course, was
continuously delayed. It reached the point where the outbreak of war put a halt to
the investigation altogether.
One could also argue that the global depression and increasing skepticism of
Japan’s military expansion into continental Asia as factors that would have drawn
business away from tertiary imports like art. While there is certainly an argument to
be made regarding the benefits the possible tax revenues the country could have
made from continuing business, it appeared as though general interest in the
company had cracked under the social isolation of the Japanese in the United States.
Ultimately, the real catalyst for the company’s demise would not be the tariffs, but
rather the OAPC who in a few short years accomplished what decades of taxes could
not, a complete shutdown.
The Office of the Alien Property Custodian was officially reborn on March 11,
1942 under the branch of the Office for Emergency Management of the Executive
Office of the President and labeled as Executive Order Number 9095.270 Its creation
was tied directly to the World War I legislation, Trading with the Enemy Act (TWEA) of
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October 6, 1917, from which the OAPC’s power ultimately derived. The Trading with
the Enemy Act was designed to prohibit the commercial intercourse between the
United States and those deemed to be belligerent towards the U.S.271 With the OAPC
and TWEA, the U.S. government could take control of any Japanese, German or Italian
residential, or non-residential owned company. 272 Once activated, the assets of
aforementioned businesses were then vested to the OAPC. This meant that when the
Custodian had been granted the property, a form of “legal alchemy” transpired that
banded the Custodian to the title, and or right, to the property that once belonged to
the enemy.273 Yamanaka and Company was, clearly, not exempt from this process.
Despite their noted passive stance towards the entire conflict the simple fact that they
were a Japanese owned and run business meant that seizure was inevitable. 274
Because of this, the company was sequested and placed under the supervision of the
OAPC following the bombing of Pearl Harbor.
More specifically, in the case of Japan, their seized product and patents were
a fraction of what had been taken from German companies in the U.S. In 1943 the
OAPC announced that it would auction off the property of 285 companies, including
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those of German, Japanese, and Italian nationalities. The early estimated net value
was placed at $500,000,000.00. This sale would have meant that the successful bidder
was afforded the right to operate the once foreign business. 275 Yamanaka and
Company was not sold in this auction, but instead given the opportunity to work under
the auspices of the OAPC with original staff still playing minor roles. In regards to those
businesses that were sold it was also expected of these new owners to ensure that
the company did not fall back into the hands of the Germans, Japanese or Italians. By
the wars end the valuation totals presented by the OAPC marked the income of the
seizure at $242,000,000.00 (half of what was expected). This, curiously, included
material as far reaching as, “important scientific data used in producing the atomic
bomb, and plants which produced goods worth $600,000,000.00 for the American war
effort,” as relayed by the Alien Property Administrator in 1946.276
For the Japanese, the majority of what was seized from around the U.S. could
be associated with trading companies, banks and insurance companies.277 The total
value of their assets came to $54,144,000.00, whereas German seizures amounted to
$165,251,000.00 and Austrian and Italian property at $4,000,000.00.278 It was also
noted in the annual report from the OAPC that eighty percent (80%) of all liquidated
cases involving Japanese assets took place in New York City. This was in contrast to
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the expected location of Japanese operated businesses, which were assumed to have
been more centrally located on the west coast of the United States. Because of this,
the OAPC originally had set its offices for the Japanese sector in Chicago (a supposed
middle-ground), but quickly shifted to the east coast after realizing the majority of
what needed to be liquidated was in New York.279 Yamanaka and Company was well
entrenched in the New York arts scene and their sales rooms in Chicago and Boston,
while well represented, did not have the financial clout that their New York sibling
had.
Categorically, Yamanaka fit the mold of a ‘trading company,’ and a significant
one at that. The now nearly 200-year-old family enterprise started in Osaka, Japan
would soon meet its death at the hands of bureaucratic dismemberment. For a brief
period, Yamanaka’s business was halted entirely. The bombing of Pearl Harbor had
paralyzed American trust in Japanese businesses, even if they were not selling
products like munitions, or weapons. By January of 1942 a light thawing had occurred,
at least in regards to Yamanaka’s company. It was at this time they were given a
license to reopen with the sole purpose of clearing the inventory out of their
remaining U.S. stores. It was estimated at this time that the volume of Yamanaka’s
stock ranged between 80 to 90 percent Chinese; and as of July 8, 1942, the total value
of Yamanaka’s assets in the United States (combined between his stores in Boston,
Chicago and New York) came to $778,348.06.280 This number, as noted by the OAPC,
represented what Yamanaka’s offices supplied as the financial data in a consolidated
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state. This does not, however, necessarily mean it was the official balance of the
overall company. There is a potential for “loose” objects to have been trafficked/sold
off the records to U.S. buyers. Yamanaka had 80% of his stock in the United States at
the outbreak of the war which, given the current data, seems low as far as value total
for the entire company. By the time Yamanaka and Co. had completed its liquidation
in June of 1945 the total value of assets stood at $125,907.11.281 The majority of that
was represented in cash, claims and deposits, as the inventory of art had been
completely depleted. As a comparison, the Japanese business that had invested the
most in America, as of 1941, was the Yokohama Specie Bank. Their assets were
approximated at $55.6 million between 1942-1943.282 Yamanaka’s business was a
proverbial drop in the ocean, but they had made a big enough splash that in the OAPC
reports it was mentioned as a reputable and well-known dealer of Asian antiquities.
Clearly, their business had made a cultural impact after five decades of operation.
Reaction from Yamanaka’s patrons were tempered compared to what might
have been had this incursion happened twenty years prior. The death of Yamanaka in
1936 and the handling of most of the American operations by subordinates from as
early as the turn of the century meant that responses to the company’s seizure were
relegated to letters of comfort from longtime patrons. Letters between the New York
office and Rockefellers, who Yamanaka and Company rented space from, continued.
Even with the outbreak of war Yamanaka’s business was given a ten-month lease for
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their space in 1942 that ran until April of 1943. After that it was suggested it go to a
month to month basis.283 Interactions between patrons like Charles B. Hoyt (18961978), a long-time buyer, and the company held steady. With the OAPC in control and
having a desire to purge the company’s stock, sale prices were offered up to 50
percent on in house items. Mr. Hoyt seems to have taken advantage of this, as a
number of objects he purchased at this time were later given to the Fogg Museum at
Harvard. 284 For women like Florence Sloane (1873-1953) who was associated with
Archibald Wenley (1897-1962), the second director of the Freer Gallery in Washington
D.C., it appears that their years of buying from Yamanaka were purely business. No
records from her archives suggest outward sympathy for the loss and instead she
arrives in New York for both of the major sales. It would also be wise to note that the
rise of men like C.T. Loo (1880-1957) in the 1930s had stunted the value of Yamanaka’s
presence in what had become a heavily saturated market.

4.2 The Final Sales

To reach “zero” the OAPC needed to conduct a series of sales in accordance with the
TWEA and their desire to disband Yamanaka and Company’s stock. These sales were
split between two major phases over the course of two years (1942-1944). The first
of these was executed via a private catalogue sale that was distributed to museums
and collectors in July of 1943 (fig. 4.3). The decision to sell through catalogue was
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made by the OAPC in an effort to expedite the liquidation process of the company. As
is noted in the Preface of the ’43 catalogue the sale was to be the disposal of
Yamanaka’s goods via a “private treaty.” It is then mentioned that this decision was
the realization that, “dumping such a quantity of rare goods on a limited market not
only would have upset trade conditions but would have missed an opportunity for the
education in Chinese art that is going to help us understand the Chinese people
better.”285 Ultimately, the OAPC would have to abandon this philosophy, as while the
1943 sale was restrictive of its participants the 1944 sale was not. Effectively, they did
‘dump’ a large quantity of stock onto the public market. It appears the connection that
both the OAPC and Parke-Bernet Galleries were originally seeking between the
auction and the shuttering of Yamanaka’s company was not meant to appear as a
social dig towards the Japanese, but instead a reaching out to Chinese culture. With
the Japanese occupying Chinese territories, the American attitude represented a more
sympathetic tone towards the plight of a nation. A rallying cry of sorts for the
underdog. As far as the first sale goes, while grandiose in organization, the results
were somewhat ineffective in moving the vast stock as a larger sale, containing spillover pieces, was held a year later.
The 1943 sale, titled, Collection of Chinese and Other Far Eastern Art, was the
first major wholesale of Yamanaka’s remaining art and consisted of 1,683 lots (1,868
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objects). 286 This sale was still held within Yamanaka’s gallery in New York City,
whereas the second phase was held in 1944, in four parts, at Parke-Bernet Galleries.
The sale at Parke-Bernet Galleries was to be the first public auction of enemy art assets
held during the war. The first of the ’44 sales began in May of that year and ran from
the 24th to the 27th. Additional sales were then held in June, with the dates of the
14th-17th for the second sale and part three the 28th-30th. In conjunction with the three
art sales, Yamanaka’s art library was also sold on June 6th and 7th of that same year
(fig. 4.4).287 The 1944 sale was, by all accounts, massive. Considering that under two
thousand objects were on offer the year before, it is surprising to find that nearly
fifteen thousand works of art were sold, per sale, between May and June of 1944. In
addition, Yamanaka’s library was sold and contained just as many books as there were
objects. The results of that three-session sale yielded a net total of $35,786.00. It was
noted that the prize lot was sold to the University of Wisconsin, who paid $2,850.00
for the, “most extensive file ever offered at public sale in America,” of the Japanese
illustrated journal Kokka.288 Other noted sales included the printed works of Baron
Sumitomo’s bronze collection for $825.00 and a set of work on masterpieces once
owned by Baron Kawasaki for $400.00.289
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Publicity for both sales came through limited outlets outside of the core
catalogues, the primary external source being newspapers like the New York Times. It
was in this paper that a reoccurring section was dedicated to the upcoming antiques
auctions found throughout the city. Given that they were publishing in the host city,
it seems appropriate that their coverage of the sales provided the more lucid accounts
of what transpired. Their reviews of sales provided insight into the final numbers, and
buyers, represented at the auction house during each phase. In comparison, the OAPC
only interpreted the results in their reviews as a collection of bulk numbers
unassociated with any particular category of art.
Among the earliest reports on the condition of Yamanaka’s business during the
war came from the New York Times on July 9, 1942 when the paper produced a small
column on the seizure of the company’s three Japanese stores by the OAPC. This
referenced the closure of the showrooms located in New York, Boston and Chicago
and offered a somewhat dramatic tonal shift from the cooling words presented to
Yamanaka only six months earlier by the government.290 The article stated that their
business was no longer allowed to run under its own authority, but instead was under
full control of the OAPC. It was stated that initially, Yamanaka’s firm had been granted
a “liquidating license,” which entitled the aforementioned business the ability to
internally govern their own operations. The revoking of that license meant that Leo
T. Crowley (1889-1972) (the Alien Property Custodian) could now fully control their
entire stock and how it was to be dispersed. The New York store was officially shut on
April 29, 1942, while the other two stores were to be shuttered on July 10th. It would
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take nearly a year for the OAPC to complete their assessment, as can be seen with the
1943 sale being the first formal auction in the liquidation process.
There is no outstanding information given regarding the content of the 1943
sale in newspapers, or journals, until the auctions actually began. Because of this
there was no retrospective of the art historical canon, as represented by Yamanaka’s
years of collecting. While Yamanaka’s catalogues commonly highlighted the histories
of the objects that were to be sold, there was never a collective discussion as to how
all of the works he marketed fit into Asia’s history. His publications associated with
Asian art history were more often than not printed in Japanese. So, if we look at these
final sales from an art historical perspective, the items sold between the two major
auctions in 1943 and 1944 represent the shift in interests, and attitudes, towards
Chinese and Japanese art in America across the entire period of Yamanaka’s
operations. The adjustment in interest from Japanese to Chinese wares was partially
induced as a result of the anti-Japanese movement that had swept over the United
States following Japan’s aggressive expansion in the 1930s; as well as the effect
Japanese cultural property laws had on diminishing exports of their native art to the
West. For the Chinese an anemic central government and aggressive foreign
intervention allowed for an outpouring of art from across China. As the war
approached, the U.S. had clearly chosen the side of the Chinese, even before Pearl
Harbor, and were quick to express this in print. The foreword of the 1943 sale, written
by Allen J. Mercher, the Chairman of the Board of Yamanaka and Co., best summarizes
this relationship in the quote:
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During the past fifty years the civilization of the West has made greater strides
in its understanding of the philosophy and art of China and its people than in
all the preceding ages. At the present time China and the United States of
America are fighting for the same international principles, and this democratic
comradeship is bringing about in the minds of the American people a closer
sympathy for an understanding of China, its people and its great arts of
antiquity.291

This is not to say there was not Japanese representation within these sales. In
total there were 103 Japanese objects on offer in 1943, which pales in comparison to
the 1715 Chinese pieces. Instead, it is simply meant to highlight the superior number
of Chinese goods compared to those of Japanese origins remaining in Yamanaka’s
storage. When the warehouses were put up for public auction in 1944 the totals,
while far grander in scale, still reflected the unequal balance between the two
countries holdings. Tipped scales like this had been common for Yamanaka’s company
for well over two decades. As can be seen in table 16
With that said, it is made apparent by the language of Mercher that each of
these massive sales were dedicated to clearing out Yamanaka’s remaining stock, all
the while undermining Japanese authority and sympathetically reaching out to the
Chinese, as Mercher again notes:

The Art of China is one of the great arts of the world. It is for that reason that
the Alien Property Custodian adopted the policy to liquidate this important
collection in an orderly manner so as to give museums, private collectors and
those interested in articles for decorative purposes an unusual opportunity to
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acquire at substantially reduced prices outstanding examples of Oriental Art
from a country that is an important ally of the United States of America.292

Accompanying the first sale in 1943 was a forward that included sections titled
Chinese Symbolism, Golden Ceramic Ages, Wonders of Sung, Later Ceramic Glories,
Bronzes A Puzzling Art and Jades and Paintings (fig. 4.4). Each were introductory in
nature, but still managed to give elements of social and physical tangibility to Chinese
history and how it was going to be presented in the pages to come. These sections
were designed to broaden the consumers’ understanding of the role of Chinese art in
the greater context of Asian history. This task was divided among multiple parties to
achieve, none of which were Yamanaka’s own employees.293 Yamanaka’s staff had
been significantly reduced at the outset of the war. Because of this, men like Charles
Stow, an antiques editor from The New York Sun, were tasked with editing the
introduction, as well as portions of the catalogue.294 Stow’s previous forays into the
world of publishing involved lithographs and Chippendale chairs. His reviews of
Chinese exhibitions and sales in New York City, as well as proximity to the auction
house, seem to have landed him this position. While the internal scholarship
presented in these five sales was not outstanding, it provided the buyer with enough
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of a background to encourage the idea that China’s art belonged alongside any of the
movements found in Europe.
From another vantage point what comes across in papers like the NYT is that
there was still a broader misinterpretation of what Asian art was to be in the eyes of
the mid-level buyer. In an article from 1943, introducing the ’43 sale, the Times noted
that the sale was the culmination of decades of collecting; with items dating as far
back as the Neolithic period (dated by the NYT at 2500 BCE) (fig. 4.5). However,
“though primitive when compared to the later porcelain pieces, the Chinese
earthenware are alluring because of their form, color and texture.” This
“backwardness” was what gave these pieces their charm and was therefore meant for
the experienced collector instead of those just beginning to engage with arts of Asia.
Taste was still clearly defined by social strata. The placement of the NYT article alone
suggests that this was an important sale, but not as culturally enlightening as other
auctions set for the same week. The three short paragraphs given to Yamanaka’s
business were buried under the blushing previews of English furniture to be held at
Parke-Bernet’s gallery that weekend. What was not immediately mentioned was that
this sale was to be the largest in U.S. history.
Compared to 1943, the quality of accompanying literature in 1944 was less
than desirable. The OAPC and Park-Bernet Galleries were clearly uninterested in even
trying to give a history lesson this time around. This sale was also not designed to
reach out to just the collectors like it had been in 1943. While there were certainly
pieces of interest for those with knowledge, the bulk lots included furniture and
contemporary pieces that had been produced by Yamanaka and Company. For those
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who did have an eye for Asian antiquities there were still opportunities to obtain rare
pieces. Rival dealer C.T. Loo took full advantage of Yamanaka’s misfortune and is
noted as having purchased a Gandharan bodhisattva head for $1,200.00, as well as a
Tang dynasty green and yellow glazed terracotta statuette for $550.00.295 American
based galleries also purchased from these auctions like that of the Brummer Gallery
in New York City. The owner, Joseph Brummer, bought a Tang engraved pewter wine
ewer for $1,050.00.296 Brummer’s death in 1947 and the closure of his store in 1949
would mean that the same ewer would reappear for sale in the early 1950s and now
carried the association of having been under Yamanaka’s previous ownership.
Not every object from these two major sales can be traced back as easily as
some of the higher ticket items. Pieces like the 1943 catalogue cover ‘Imperial
porcelain vase’ have been explored, as it is known that it once belonged to the
collector and philanthropist, Mrs. Christian R. Holmes. The piece is a richly decorated
vase, thought to have been crafted by the Italian, Josephus Castiglione. It has since
been given a later date, which now aligns closer to the early 20th century. Regardless,
it remains in the Freer Gallery in Washington. D.C.297 Others, like the hundreds of
Neolithic jades, were sold to countless private hands and public collections. If one
stops and reviews this dissertation from a market perspective, it is the objects paths
to Yamanaka’s collection, as opposed to their strict theoretical analysis, that have
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presented some of the more unique opportunities to engage with in research. In
many of these timelines there exists a polyphony of hands that exchanged, sold and
stole goods to get them to their terminus. The hegemonic approach to analyzing their
departures has, for many years, been a one side or the other affair. Certainly, high
imperialism played a large part in the exportation of these wares, and those ethical
questions will be addressed in a later chapter, however, in the case of the 1943 and
1944 sales I hope to draw upon the peripheries of some of the objects histories to
include a less binary approach to their acquisition. Even in small scale samples it is
easy to picture the storylines of these works as a part of a much larger web that make
up Yamanaka’s long history of art sales.

4.3 Le Coq, Grünwedel, Otani and Item #390

Beginning at the turn of the 20th century and lasting through a majority of the 1930s,
European and Japanese led expeditions to Chinese Turkestan (modern Xinjiang
province) saw to the methodical plundering of temples and artifacts throughout the
Taklamakan and Gobi deserts. Drifting among this ocean of sand are oases that, for
thousands of years, offered reprieve for weary travelers. Buddhists, Manicheans,
Muslims and Hindus all found their way through this desolate petrified sea, and often
left traces of their presence. By the late 1800s western explorers had taken it upon
themselves to “discover” this lost land. Expeditions began to intensify as the century
ended, with the introduction of political rivalries spawning a new wave of colonial
posturing in the early 20th century.
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The golden age of Silk Road exploration had begun and no self-respecting
colonial power would be left out of this enlightenment. From Germany came Albert
Grünwedel (1856-1935) and Albert von Le Coq (1860-1930), the British were
represented by the infamous Sir M. Aurel Stein (1862-1943), Russia sent Sergei
Oldenburg (1863-1934), Sweden had Sven Hedin (1865-1952) and Japan with Count
Ōtani Kōzui 大谷光瑞 (1876-1948). 298 Each carried out a series of expeditions to
Western China and each came back with significant cache of Asian art.
In 1943, Yamanaka and Co. put on sale a, “Fresco painting of the bust of
Bodhisattva in attitude of adoration. Cut out from one painting in Turfan; expedition
Le Coq.”299 It was dated as having come from the late Tang dynasty and included a
small image amidst a series of stone heads of Buddhas and Bodhisattvas (fig. 4.10). It
was purchased by the Nelson-Atkins Museum in 1943 (item reference number 43.17)
where it remains to this day (fig. 4.11).300 Overall, it as an unassuming fragment that,
like many before it, faded into a much larger collection. What is actually represented
is a perfect example of the vicissitudes of colonial enterprise and the blunting of
history to better suit a sale.
The mural fragment comes from a larger Buddhist narrative that is commonly
referred to as a “pranidhi scene.” Pranidhi paintings depict moments in the former
lives of the Sakyamuni, where he commits to attaining enlightenment, as well as
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accepting the prophecies of past Buddhas. 301 The popularity of producing these
scenes around Turfan, and in particular Bezeklik, appears to be common from the
tenth to the thirteenth century. At that time the region was ruled by the Uighur, which
provided for the unique visual aesthetic present in this piece from Yamanaka and
Company.302 It is also with the Uighur’s that the name Bezeklik even exists, which
translates in their language to “a place with paintings.”303
Bezeklik was active from the ninth through the twelfth centuries during the
Gaochang period (848-1283) and was largely under imperial patronage during the
height of its activity. 304 Around Turfan, and more specifically at Bezeklik, pranidhi
scenes appear in two different positions, one is on the side of walls and the other as
simplified versions present on ceilings. The former has been the focus of more
consistent research, while the latter has remained under examined, which is largely
due to the lack of available material. Based solely on the amount of detail present in
Yamanaka’s piece, it appears to have been removed from a wall as opposed to a
ceiling.305 In total, pranidhi paintings appear on the side walls of fourteen caves: Caves
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2, 4, 8, 9, 10, 12, 19, 20, 24, 25, 29, 36, 37 and 39.306 From these caves over seventy
pranidhi paintings can be found and amount to one third of the surviving works from
Bezeklik today. Upwards of fifteen paintings of this scene could be found in a single
cave, but it was more common to observe a number between four and eight during
the early 20th century expeditions.
Pranidhi paintings at Bezeklik are displayed next to one another with a
consistent and unified format binding their transitions between cells. They are large
in scale and take up most of, if not all of, an entire wall. Often the central Buddha
figure reaches two meters in height; where he is then flanked by various beings of
lesser scale who act as contributors to the narrative. Unique to pranidhi paintings and
more specifically to Turfan, is the inclusion of a long garland of jewels worn by the
Buddha. One can then find in all of the paintings the Buddha turning his head to one
side and addressing the key figure of the story in a lower corner. This protagonist is
depicted with offerings or in a venerating position. Hints of story location can be found
in the limited architectural elements placed in the upper corner of the work, these
include cities, places, temples or stupas. Each of the paintings’ formats share striking
resemblance, which makes identifying each particular story difficult from a purely
aesthetic position. Fortunately, many of the pranidhi paintings have inscriptions.
Le Coq spent a great deal of time identifying the majority of the stories in Cave
9, which then have been shown to repeat themselves in the other cave systems. All of
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these paintings demonstrate how the Sakyamuni, in his previous lives, venerated
other Buddhas of the past for the last three asankhyas.307 Despite the identification
of fifteen subjects, only a few of the themes and Buddhas’ names have been
confirmed by other literary sources.308 These include Theme 4 – Sakyamuni was king
who made offerings to Ksemamakara Buddha; Theme 7 – Dipamkara Buddha; Theme
9 – Sakyamuni was a princess who offered a lamp to Buddha Ratnasikhin; Theme 10 –
Sakyamuni was a Brahmacarin named Uttara who followed Buddha Kasyapa; Theme
14 – Sakyamuni was a caravan leader who helped Buddha Bhagriratha cross a river
with a boat.309 Other themes remain visually too vague to identify key figures, as well
as not providing enough literary evidence to establish a specific story. While founded
in narration, Bezeklik paintings represent a more simplified version of storytelling
compared to similar scenes found at sites like Kizil. The compositions are busy and
filled with figures, yet the story has been compressed visually. This leads to a more
stylized and graphic Buddha figure whose hierarchical perspective is used to control
the scene (fig. 4.12). Even the accompanying descriptions are short and dry, which
would not be the case for avadāna texts.
While it is unclear exactly which cave Yamanaka’s work came from,
aesthetically it can be aligned within the greater context of pranidhi paintings through
the positioning of the figure as it relates to similar scenes. In this particular painting
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the figure is looking toward its right (viewers left) which would place it on the right
side of the painting. When one adds the dimensions of the fragment, 17.5 in x 13.75
in (44.45 x 34.93 cm), the location of this bodhisattva, or Devata, can then be isolated
towards the upper right corner of the work. Given that the clustering of patrons and
donors would have been allocated towards the bottom corners of these wall
paintings, the inclusion of such a figure is nearly always left to the upper tiers of these
types of paintings.
How this one fragment arrived in Yamanaka’s collection is a point of
contention as there are branching paths each offering reasonable explanation as to
its journey. To begin, one must look at the initial sale label. It was noted in ’43 as
being the byproduct of a Le Coq led expedition. No date is given on its removal in the
catalogue, but if the starting point is with Le Coq then it could be assumed that it was
acquired on one of the four German led expeditions to Xinjiang between 1902 and
1914. After having successfully navigated a Syrian journey, Le Coq was appointed, on
short notice, as the leader of the second Turfan expedition in 1904.310 He would then
work alongside Albert Grünwedel in the third Turfan expedition before again
assuming a leader’s role in the fourth. This would immediately remove the first
expedition, led by Grünwedel, as the source, if Le Coq were truly the one who made
the acquisition.
The idea that one of these three trips provided Le Coq the opportunity to
remove this fragment can be reviewed in his publication Buried Treasures of Chinese
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Turkestan along with Bilderatlas Zur Kunst und Kultrgeschichte Mittel-Asiens (The
Picture Atlas of Art and Cultural History of Middle Asia). Each work acts as a
retrospective of Le Coq’s time in Western China. Both were written over a decade
after the last expedition, but the plethora of drawings, photographs and lucid
accounts of his journeys make for a safe entry point into identifying where this piece
might have come from originally.311
Grünwedel and Le Coq were not the first to operate in around the Turfan
region. Their interests had been initiated by the likes of Stein, but it was the success
of Dmitri Klementz five years before the first German Turfan expedition that would
send Grünwedel, and then both men, to the earthquake scarred region.312 Klementz
had found frescoes, inscriptions and manuscripts throughout the area and had
brought them back to St. Petersburg where scholars had already poured over them.
Grünwedel’s first expedition saw success with a return to Berlin including forty-six
cases of artifacts and the apparent respect of the then Kaiser.313 Ill health, however,
would prevent Grünwedel from leading the second journey, which was then offered
to Le Coq. From here Le Coq would go on to scour the sites of Kizil, Kucha, Karakhoja,
Bezeklik and vast others for treasures lost to the shifting sands.
Whilst many of the works removed from this site were obtained by the
Germans and subsequently sent to Berlin, their destruction in the midst of bombing
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raids in World War II means that few tangible pieces in the West can be observed
today. Surviving primarily through photographs, the wall paintings from Bezeklik are
now best represented by fragments found scattered across collections in Germany,
Russia and the U.S. Le Coq visited this site during his third expedition, after having
waited for Grünwedel to join.314 Learning that the scholar would not be in attendance,
Le Coq made for the buildings at Murtuk. It was here that Grünwedel had requested
Le Coq not go, as the temples were in a virgin state and the potential of finding
something, and taking credit for them, was very high.315
Just south of the settlement was the monastery of Bezeklik. Le Coq noted that
there were around one hundred temples present in the cliffs. After several days of
surveying and fruitless excavation, Le Coq stumbled upon a corridor blocked by sand.
After traversing said pile he found his way into a room with, “splendid paintings in
colors as fresh as if the artist had only just finished them.”316 It was here that he and
his partner were would physically cut the paintings from the walls, intricately pack
them and then ship them to Berlin. The Exhibition of Bäzäklik Frescoes was then put
on display in the Ethnological Museum in Berlin (4.13).317
Grünwedel (along with Le Coq) would also make a return trip to this site and
excavate from different chambers. The fragments from these caves share a striking
similarity to that of the Yamanaka piece in color, line and composition (fig. 4.14).318

314

Albert Von Le Coq, Buried Treasures of Chinese Turkestan: An Account of the
Activities and Adventures of the Second and Third German Turfan Expeditions (London:
Allen & Unwin, 1928), 85.
315
Ibid, 87.
316
Ibid, Plate 22.
317
This would also be the display that was destroyed by bombing in World War II.
318
Monk, Berlin, Museum of Asian Art, 12 December 2017.

266

Those works from cave four (now noted as 19) and nine hold the strongest of these
traits. Considering that Le Coq operated in an entirely different cave (eight) during
the third journey, might it be possible that Yamanaka’s work came from the fourth
expedition? We know that Le Coq was in contact with Yamanaka, as he notes in the
introduction to his book, Buried Treasures of Chinese Turkestan: An Account of the
Activities and Adventures of the Second and Third German Turfan Expeditions he
mentions how grateful he was for his expertise and appreciation of his exhibition of
Bezeklik works in 1926.319 At the time Yamanaka had finished a small tour through
Europe visiting locations in Germany, Austria and France. Such pleasantries make the
sale of one fragment to Yamanaka all the more likely, however, this was not a
guarantee. The curatorial files from the Nelson-Atkins museum actually note that the
fragment once belonged to Ōtani Kōzui.320 This, then, flips the narrative in an entirely
different direction.
Count Ōtani Kōzui organized and financed three expeditions to Western China,
with the plan of excavating and bringing back archaeological material to Japan. Unlike
his Western counterparts, Ōtani was not seeking to simply exploit the resources of
this region, but instead had suggested this was an attempt to understand the path by
which Buddhism had entered into China and subsequently Japan. This was made clear
in the preface to his 1915 publication Saiiki koko zufu (Illustrated Guide to the
Archaeology of the Western Regions) where he elaborates on the transmission of
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Buddhism across Asia.321 For Ōtani, his business in China was to acquire Buddhist
materials for educational purposes. Paired with the fact that the men he hired for
these expeditions were monks and not trained archaeologists, the morally induced
journey seems all the more plausible. While his religious fervor has been accepted as
truth among his scholars, his background as the 22nd abbot of the Nishi Honganji 西本
願寺, the primary monastery for the Jōdo Shinshū 浄土真宗, suggests a different
underlying theme. It should be noted that the Jodo Shinshu sect were adamant
supporters of the military and imperialistic expansion. So even if there was a sense of
religious duty in these expeditions, there remained a need to fulfill his role to the
services of the government.
The first expedition occurred in 1902 and included Ōtani as leader until his
father’s passing in 1903 sent him back to Kyoto; the expedition would last until 1904
under a subordinate. In 1908 a second expedition was planned, but this time Ōtani
would leave it in the hands of two younger men, Tachibana Zuichō 橘瑞超 (18901968) and Nomura Eizaburō 野村栄三郎 (1880-1936).322 At the time of his promotion
Tachibana was eighteen years old and had come from the Nishi Honganji sect.
Tachibana was made leader and would ultimately become the face of the expedition
globally, despite Ōtani financing the entire operation. The diary Tachibana produced
during his four years of exploration would account for the vast number of objects his
team retrieved whilst excavating. Object details are limited, but he was diligent in
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keeping track of the team’s movement and overall number of works collected in
Western China.
During the second expedition, Tachibana notes in his field report that he
removed frescoes near Turfan.323 At sites near Jiaohe the team took down upwards
of one hundred Buddhist fragments, as well as sets of murals. There is further
acknowledgement that he was at the Bezeklik caves, when he writes that there was a
similar proceeding of removing murals from walls. Specific acknowledgement of the
fragment possessed in Kansas City does not exist within his records, but the quantity
and description of the size of these works suggests that this was likely the time
Tachibana acquired this work. One of the reoccurring issues with these artifacts
comes from the lack of specific site identification for individual pieces. Neither Ōtani,
or Tachibana, give great detail as to where each object was removed from its source.
Instead, most of the records that are associated with the volume of works collected
come from 1915 and 1916 when Ōtani’s collection is dispersed across Asia.324 With
that said, at Bezeklik, Caves 15, 22, 33 and 38 demonstrate the popularity of Pranidhi
scenes during this period by predominately focusing on this one image throughout
each of those caves. In particular, it is cave 15 which might hold the origins of
Yamanaka’s piece. Whereas most of the murals have a red background, it is at 15 that
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this is instead a blue/green color. The site is composed of a double-walled structure
including a corridor that surrounds three sides of the main hall. Each of the walls were
completely covered with Pranidhi scenes, all of which are said to be of higher quality
than most of the caves elsewhere. 325 The fragment sold in 1943 shows a similar
pigment and compares to a work at the State Hermitage Museum in St. Petersburg
suggesting the same extraction site.
On the third trip, Tachibana, along with new companion, Englishmen, A.O.
Hobbs, returned to Turfan. Their movement from east to west had them pass by the
temple site, again noting that they performed minor excavations in and around
Bezeklik. 326 They comment that they had been operating within the region for a
similar length of time as the previous expedition, lending to the possibility that the
Japanese were also excavating where the Germans had predominately tread. This
would tie in with why the auction house listed the piece as having come from Le Coq.
With the larger sum of art coming from the second expedition it would be safer to
assume that the bodhisattva we see today left in 1908 or 1909.
The spoils of all three expeditions were housed, upon return, between
Hongan-ji 本願寺, the Kyoto Imperial Museum and Nirakusō 二楽荘, which was
Ōtani’s villa on Mount Rokkō located above the Bay of Kobe. In 1914, Otani stepped
down from his leadership position; it was in this year that financial troubles began to
plague the count, and at this point, his collection began to scatter. Part of his holdings
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moved to Lüshunkou District, in China. This included objects from Dunhuang and
Turfan that currently reside in the collection of the Lushun Museum.327 Another set of
objects, consisting mainly of murals and numbering 1,500, came with the sale of
Nirakuso to Kushara Husanosoke (1869-1965) in 1916.328 In that same year Kushara
gifts these wares to the first Governor-General of Korea during the Japanese Colonial
rule, Terauchi Masatake 寺内正毅 (1852-1919). Those works then became a part of
the permanent collection at The Museum of Government-General of Joseon in Seoul,
Korea. In an additional state of financial duress, Ōtani sold parts of his collection
sporadically over the course of the remaining years of his life. With Yamanaka living
in Japan, and having an operational base in Osaka, it is not all that unlikely that he
took advantage of Otani’s misfortune and seized the fragment through one of these
secondary sales. Having never traveled that far west in China, Yamanaka could not
have personally retrieved this work. His visit to Europe in the mid 1920s and viewing
of the Bezeklik collection in Berlin seems a more likely scenario for him than making
the attempt to fetch a work from these expeditions. Yamanaka sold very few mural
works over the duration of his career, making this particular piece a one-off in terms
of regional uniqueness.329 He would have then had to make the decision to send it to
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the United States, as opposed to the Japanese or European markets. Why it does not
appear at an earlier auction raises questions as to whether it resided in a personal
collection in the intermittent period between its purchase and 1943. With two
potential paths and a much deeper backstory, the 18” painting in the 1943 sale is but
a whisper in the greater story that is the origin of all of Yamanaka’s goods, but a
fascinating one nonetheless.

4.4 Ten Vessels and Three Homes

Present in the 1943 sale was a set of peculiar “pewter” vessels, which, visually, are in
stark contrast to the pre-existing bronzes that had been on sale for the better part of
the previous twenty years. In total, there were seven wares, numbered 55, 56, 58, 59,
60, 61 and 62, that were listed alongside other bronze artifacts with similar attributes
and suggested dates (figure 4.15).330 Included in this group were a you 卣, gui 簋, gu
觚, two zun 尊 and two jue 爵 vessels (fig. 4.16, 4.17).331 Not long before, In October
of 1938 at the Exhibition of Ancient Chinese Bronzes and Buddhist Art in New York City,
this same set of six ceremonial vessels appeared for auction. Labeled as being
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Yamanaka and Company 1943, 18. Item number 57 was labeled as an, “Unusual
lead figure of female riding the Tiger of the West, with inhammered silver thread
applique; surface covered with white gesso.” Despite the other vessels around it being
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with sacrificial purposes.
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decorated in the manner of early bronzes and dated as Shang or Early Zhou (1046-771
BCE) this would become the first attempt at selling this group of wares. Upon first
impressions, each of these objects are simple in design and form, highlighting their
expected use as ceremonial goods. Their presence is not lost on the page entirely, but
instead, is left awash as their grayer tone bleeds into the already black and white
catalogue. If there was any immediate draw towards them, it is that they were
presented as having come from the same excavation and possibly being part of a set.
In an attempt to place the vessels within the existing timeline of bronze
production in China it would be wise to relay a brief history of such manufacturing as
it relates to the forms previously stated. Bronze metallurgy in China likely found its
origins just before 2000 BCE. Evidence, though sporadic, does exist in the very early
cultures of Longshan (3000-1900 BCE) levels of earth at Dachanshan, Tangshan, Hebei
Province, as we well as in Qija culture levels in Gansu Province. Objects found here
are primarily composed of tin bronzes or leaded tin bronzes with the occasional
appearance of brass vessels.332 A more uniformly composed version of the bronze
vessel began to appear at the Erlitou site (1900-1500 BCE) in Yanshi County, Henan
Province. Forms like the jue 爵 and jia 斝 have been unearthed at this location, along
with weapons and other decorative elements. Their forms very in shape and size
running between awkwardly squat, to tall and attenuated. It is also at this site where
decoration begins to appear on bronzes in the pattern of a rectangular frame
encompassing the bosses of a jue. The presence of these works does not bind the
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arrival of bronze wares to China to this date, but is instead a stable platform to build
an argument around when the medium first appeared in the region. One of the best
examples of such vessels is a jue that resides in the Freer Sackler’s collection. This early
jue is incised with simple bands that create a rectangular frame around the core of
the vessel (fig. 4.18). It is a basic pattern, but one that will act as a stepping-off point
for future decoration that will eventually dominate bronze casts in China.
More sophisticated vessels would begin to appear at Erligang (1540-1460 BCE),
Zhengzhou, in Henan Province where a more developed style would grace new and
existing shapes. Popular bronzes like the fang ding 方鼎 with its for legs and box-like
shape would emerge during this period. Decoration would become more ornate and
the casting techniques more advanced. This progression continued for another four
hundred years before the Shang dynasty came to an end at the hands of the Zhou. It
is also noted that as the Shang dynasty progressed, their use of lead in bronze vessels
declined. This is important, as it is the key component of the vessels sold by Yamanaka.
This has helped archaeologists and art historians isolate the present works to a late
Shang, early Zhou period. With lead all but out of mixtures (on a concentrated level)
by the second phase of the Zhou dynasty then the pieces sold in 1944 would have to
be from no later than the Early Zhou.333
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Kathryn Linduff, "The Incidence of Lead in Late Shang and Early Chou Ritual
Vessels," Expedition 19, no. 3 (Penn Museum, 1977), 7-16. In her work Kathryn notes
that the use of lead as an outright medium is not an uncommon occurrence. It was
one of the first metals used by early civilizations. Excavations at Troy, pre-dynastic
sites around Egypt and Assyria have turned up wares cast from lead. What makes this
set unique is that there are very few pure lead vessels found in Chinese culture. Their
purpose remains a conversation among scholars today. The more commonly
supported assumptions are that they were produced as mingqi 冥器 (tomb goods),
trial casts, or simply as cheap substitutes for a bronze
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Visually, Yamanaka’s lead vessels are in stark contrast to any of the bronze
work sold by his company, or any dealer for that matter. They are mute in tone and
unpolished in form, yet there is something warming about them. The most dynamic
piece from the set is the you 卣. It is the only ware to have two detailed bands and a
prominent frontal image of a beast figure (fig. 4.19, 4.20, 4.21). The protruding face is
fractured, but there is enough remaining to make out a set of bulging eyes, blunted
snout and curling horns. Within the band a dissolved, yet fanciful, pattern of elongated
cat-like creatures provides a departure from the more traditional geometric patterns
found on you bronzes. The domical cap is adorned with a familiar grouping of cicadas,
but much like the whole vessel, corrosion has dulled any greater detail present on the
work. It also brings to question whether or not the refinement of such detail could
even be achieved on lead? Is it possible that the wear and tear present are not entirely
the fault of degradation from time, but instead just the byproduct of a lesser material?
The two zun 尊 continue the discussion on both the simplification of artistic
style and the outright medium strength of lead (fig. 4.22). Both vessels have warped
features, which hint at the mailability of lead and the stability, or lack thereof, of it as
an independent material. Each of these objects supports a robust central band of highrelief work with taotie 饕餮 images intertwining throughout.334 The band definition is
relatively strong in comparison to the you as a whole, whose silhouette is lost to the
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deformities present across the reset of the vessel. In both cases the weakly undulating
profile is met at the base and top of the works with significantly thinner amounts of
lead and showing signs of stress, as there is a warping to each of their shapes. With
the weight of these vessels being centered towards the middle, it is unsurprising to
find this kind of structural weakness. The choice of how artist constructed these
objects hints at its use as a tomb ware, as opposed to anything functional in terms of
ceremonial use, etc.
If there were to be an argument against the concept of these works being
purely a type of mingqi then it would be with the two jue (fig. 4.23). Out of all of the
vessels, these two pieces display healthy proportions alongside notable physical
integrity. They are squat in size, with thick, shortly spaced, legs that act as anchors.
Moving up the vessels, the core of each is bulky and densely molded, however, with
the legs as stout as they are, there is no visible stress present from the weight. The
cup-shaped bottom of each present one of the better opportunities to date the set as
a whole. This bowl like feature was present in Late Shang vessels, as were the use of
shorter legs and a heavier look.335 Unlike their bronze cousins the decoration present
on these pieces are left to single linear bands with simple geometric designs. As seems
to be the case with all of these lead works, ornamentation was lacking to say the least.
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The first acknowledgement of these objects beyond Yamanaka’s sale came in
a Japanese publication in 1953.336 At this time, they were not presented as a full set,
but instead used as comparative pieces to other excavated bronzes. In 1956, William
Charles White published the first English retrospective of these vessels. He records
having met representatives from Yamanaka and Company in 1936, stating that this
meeting happened shortly after the objects had left China.337 In total, there were ten
lead vessels that were extracted from, “around Luoyang” prior to 1935. They were
then acquired by Yamanaka and Co. not long after their departure from Zhengzhou,
Henan.338 This threaded itself neatly into the narrative of many pieces which were
removed from tombs around western Henan that then went through Zhengzhou,
which acted as a gateway to Beijing and Shanghai. At the time, Zhengzhou held a
major railway junction and was therefore a collection point for excavated goods.
Yamanaka and Co. had a field office in Beijing, where they were known to procure
items and then ship them to western markets. Documentation regarding the Beijing
shop is almost non-existent. One of the surviving notes remarks about how the shop
came into existence as the property was purchased from a royal family member and
included some of the artwork already present within the home. It was not treated as
a store but instead as a specialist showroom. It was also said that Yamanaka would
make daily trips into the city to make purchases then have is subordinates carry the
works back and so that they could be reviewed on tables. He would then often make
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decisions as to what would be sent to each market. As Kuchiki says, “it was like a
modern-day grocery store.”339 If Yamanaka was present, when these pieces arrived
then he would have personally overseen their export. The likelihood that these
vessels made this same journey is quite high.340
Six of the seven wares displayed in the 1943 catalogue would eventually arrive
at the Hermitage Museum and Gardens in Norfolk, Virginia; two additional works
would end up in the Rijksmuseum in Amsterdam, as well as one in the Freer Gallery in
Washington, D.C. The last remaining vessel was noted by Wallace as being a xian 甗
(a cooking vessel), but by the time of his publication was already in an unknown
collection. From this set, in the Netherlands resides a jue and you that were donated
to the institution by Mr. and Mrs. Philips de Jongh of Eindhoven (fig. 4.24, 4.25).341
Interestingly, the relief work found on the Rijksmuseum’s vessels appear slightly more
refined than those of the Hermitage’s. When comparing each of the you vessels there
is a significant contrast as to what makes an appearance on the central bands. As was
mentioned before, the Hermitage’s you has two thick bands with animal-like
projections and broader combinations of leiwen and taotie patterns. In comparison
the work found in the Netherlands has a very tight leiwen pattern found in a much
smaller and more uniformed band. There was, of course, artistic liberty taken in
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bronze production, so to say they are not all part of a set just because of the pattern
choices is difficult, but it does bring about an interesting talking point. Even the overall
form of the Rijksmuseum’s you is sharper, if not more stout, than that of the
Hermitage’s. While the pattern is less engaging the general shape and condition of the
object are better than that of what is Norfolk, Va. In the Freer Gallery, their jue was
originally purchased by the William Rockhill Nelson Gallery of Art in Kansas (NelsonAtkins) and was later bequeathed to the Freer.
When later examined, the term pewter was revised, as these pieces were
determined to be constructed of lead. As one of the principal alloys used to make
bronze (along with copper and tin) their existence would suggest that lead was a
medium in its own right. This idea can be built upon when considering the strength of
lead, or lack thereof, as an independent crafting material.342 Leads presence within a
bronze cast makes for a more malleable object. However, if used to produce a piece
on its own, there would be little to no stability should it serve a utilitarian function. In
this case, the production of vessels, as opposed to weapons or tools, would reinforce
the idea that these particular works served a ceremonial purpose, in that they would
likely have been placed at a burial. Their unfinished quality furthers this argument as
well.343
Six of the vessels in the catalogue did not actually sell in 1943. It would be one
year later, in Part 1 of the last three Yamanaka sales, that they would be sold to

342

Freer Gallery of Art. The Freer Chinese bronzes vol. II, 17.
W. T. Chase, Ancient Chinese Bronze Art: Casting the Precious Sacral Vessel (China
House Gallery, China Institute in America, 1991), 80.
343

279

Florence Sloane at the cost of $60.00 per vessel (fig. 4.26).344 Considering that in 1943
she purchased a bronze gu 觚 for the price of $1,500.00, the sixty dollars for each lead
vessel would seemingly equate to theft (fig. 4.27, 4.28). 345 Why the vessels had
remained undesirable seems to have come down to a question of authenticity. Given
the articulated designs of early bronzes, the rather sterile grays and cracked bases of
these vessels were off putting to previous buyers. The gu, as noted in the early archival
records from her collection, was authenticated by the likes of C.T. Loo and Alfred
Salmony; the latter having once been the curator of the Cologne City Museum of
Asiatic Art, as well as author of several books on Chinese jade. The lead vessels came
to the collection with far less pomp. Typically, the Hermitage Museum and Gardens
produced sets of postcards highlighting new acquisitions, especially those from China.
In the case of the lead vessels there would be no such production.
As noted earlier, it would take a decade, first in ’53 and then again in ’56,
before these pieces would resurface in conversation. This was met with marginal
fanfare as the publications were academic in nature. A series of publications by the
Freer Gallery in 1967 would further discuss the role of lead as a casting material, but
alas, these bulky encyclopedias only found traction in learned circles. This compiling
of data did afford scholars the chance to gather all nine known vessels. Here, their
make-up was confirmed and highlights the uniqueness of lead as medium in China.
For the next thirty years they would fall back into obscurity, until the Freer Gallery put
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on an exhibition titled Ancient Chinese Bronze Art: Casting the Precious Sacral Vessel
(1991). It was here that the Hermitage pieces were brought to Washington D.C. to sit
alongside the Freer’s own lead ware. 346 Being placed alongside one of the most
preeminent collections in United States should suggest that there is something
historically significant about these works.
In Kuchiki’s The Enemy Trader, she suggests that the three sales held in 1944,
“represented the dregs of the inventory.” 347 It is a statement that I do not feel
correctly articulates the still quite diverse offerings on hand at the dissolution of
Yamanaka’s company. If one looks back to the 1943 sale it becomes clear that a
segment of the objects presented in the ’44 auctions are hold overs from the previous
event. This could, in some respects, suggest that they were potentially less desirable
pieces, however that would appear to be a gross simplification of some very important
pieces of art. As could be seen with the previous lead vessels there were clearly
questions as to the authenticity of what remained available, hence why they took so
long to sell. While bronzes had been selling for half a century in some capacity, the
medium of pewter, antimony, or lead was difficult to accept as being genuine. This
attitude of uncertainty spreads to other mediums beyond the previously mentioned
pieces as can be seen with two paintings also present in the 1943 and 1944 sale.
It is rather difficult to imagine hundreds of thousands of objects having similar
journeys from their starting point to their current locations. The sheer volume of
artworks Yamanaka and Company trafficked across the globe is staggering. To think
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that each of the pieces he sold carries a similar tale makes one wonder as to how it all
moved so effortlessly from point A to point B. Presentation of these works in museums
today do little to stoke this type of dialogue, as provenance and questions of
authenticity remain a touchy subject. Striking the balance between sharing this type
of history and protecting one’s property should be a priority for all who act as
stewards towards a collection. Remaining within the time frame of the final years of
Yamanaka’s operations, the next chapter will explore the only piece repatriated to a
host nation from the West, that was once property of Yamanaka and Company.
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Table 16. Yamanaka and Company Sales 1896-1943

Sample of Yamanaka’s Sales
New York City and Boston
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Table 17. Sales Totals from the Liquidation of Yamanaka and Company 1944
Sale Date
Bid Totals
15% Commission
Amount
Registered by the
OAPC
May 24, 25, 26, $234,892.50
$35,233.87
$194,758.63
27
June 6, 7
$35,786.50
$5,367.97
$30,418.53
June 14, 15, 16
$91,062.50
$13,659.37
$77,160.79
June 27
$4,435.00
$665.25
$3,769.75
June 28, 29, 20
$100,740.00
$15,111.00
$85,629.00
Total
$466,916.50
$70,037.46
$391,736.70
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Illustrations

Fig. 4.1. Yamanaka and Company advertisement featuring a Christmas spread of jade,
porcelain and snuff bottles in Vogue 96.11 (December 1, 1940), 53.
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Fig. 4.2. Yamanaka and Company advertisement featuring a Japanese silk crepe Haori
coat in Vogue 69.10 (May 15, 1927), 41.
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Fig. 4.3. Cover of Collection of Chinese and Other Far Eastern Art. Yamanaka and
Company, 1943, accessed July 2016, Hermitage Museum and Gardens Archives,
Norfolk, Virginia.

287

Fig. 4.4. Part of the Preface to Yamanaka and Company’s 1943 catalog, in Collection of
Chinese and Other Far Eastern Art, Yamanaka and Company, 1943, 23-24. This section
highlights the, “Golden Ceramic Age, Wonder of Sung, Later Ceramic Glories and
Bronzes A Puzzling Art.”
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Fig. 4.5. Object numbers 221 to 287 from the 1943 Yamanaka and Company sale in
Collection of Chinese and Other Far Eastern Art. Yamanaka and Company, 1943, 48.
Various jade forms presented as having come from the Shang (1640-1046 BCE) and
Zhou (1046-256 BCE) dynasties
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Fig. 4.6. Object numbers 379 to 385 from the 1943 Yamanaka and Company sale in
Collection of Chinese and Other Far Eastern Art. Yamanaka and Company, 1943, 58.
Present are a series of stone steles, reliefs and votive pieces that were dated between
the Wei (386-557 CE), Sui (581-618 CE) and Tang dynasty (618-907 CE). Objects 383 is
marked as from the Sung dynasty (960-1279 CE), while 384 is noted as being 3rd -4th
century Gandharan.
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Fig. 4.7. Object numbers 1527 and 1528 from the 1943 Yamanaka and Company sale,
in Collection of Chinese and Other Far Eastern Art. Yamanaka and Company, 1943, 222.
These two works consist of a two-fold screen attributed to the Tosa 土佐派 school of
the 14th – 15th century and a six-fold Japanese screen marked as belonging to the 18th
century.
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Fig. 4.8. Object numbers 987 through 1004 from the 1943 Yamanaka and Company
sale in Collection of Chinese and Other Far Eastern Art. Yamanaka and Company, 1943,
134. Works visible include porcelains from the reigns of Kangxi (1661-1722) and
Qianlong (1735-1796).
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Fig. 4.9. Cover of Liquidation of the Entire Stock of The New York Store of Yamanaka
and Co. Yamanaka and Company, 1944, accessed July 2016, Hermitage Museum and
Gardens Archives, Norfolk, Virginia.
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Fig. 4.10. Item #390 (located center, right page). From: Collection of Chinese and Other
Far Eastern Art. Yamanaka and Company, 1943, 59, accessed July 2016, Hermitage
Museum and Gardens Archives, Norfolk, Virginia.
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Fig. 4.11. A Male Figure, possibly a Bodhisattva or Devata, fresco fragment from a
Buddhist Wall Painting. Date: 8th century C.E., ink and mineral pigments on clay, 44.45
x 34.93 cm. Nelson Atkins Museum, Kansas City, Kansas.
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Fig. 4.12. Pranidhi (The Taking of the Vow). Loess, straw, glue-based pigments painted
th
on dry plaster. Turfan: Bezeklik, 11 century, 370 x 227 cm. Acquired by the First
Russian Turkestan Expedition, 1909–10; transferred in 1930–31 from the Museum of
Anthropology and Ethnography. State Hermitage Museum, St Petersburg, Russia.
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Fig. 4.13 Room X, Museum of Ethnology, Berlin, 1928, accessed July 5, 2017, Staatliche
Museen zu Berlin, Museum für Asiatische Kunst.

297

Fig. 4.14. Bodhisattva. Mural painting, Turfan, Xinjiang, Bezeklik, 11th century,
accessed July 1, 2017, State Hermitage Museum, St. Petersburg, Russia
https://www.hermitagemuseum.org.
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Fig. 4.15. Seven lead vessels. From: Collection of Chinese and Other Far Eastern Art.
Yamanaka and Company, 1943, 35, accessed July 2016, Hermitage Museum and
Gardens Archives, Norfolk, Virginia.
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Fig. 4.16. Jue Lead Vessel. Collection of Chinese and Other Far Eastern Art. Yamanaka
and Company, 1943, accessed July 2016, Hermitage Museum and Gardens Archives,
Norfolk, Virginia.

300

Fig. 4.17. You Lead Vessel. Collection of Chinese and Other Far Eastern Art. Yamanaka
and Company, 1943, accessed July 2016, Hermitage Museum and Gardens Archives,
Norfolk, Virginia.
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Fig. 4.18. Jue. Late Erlitou culture) ca. 2000-1600 BCE, China, Henan province. H x W x
D: 14.5 x 14 x 7.2 cm, accessed June 2018, Freer Gallery of Art, Washington D.C.
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Fig. 4.19. Lead You, accessed July 2016, Hermitage Museum and Gardens Archives,
Norfolk, Virginia.
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Fig. 4.20. Detail of animal mask on a lead you, accessed July 2016, Hermitage Museum
and Gardens Archives, Norfolk, Virginia.
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Fig. 4.21. Detail of cat-like creatures in central band of a lead you, accessed July 2016,
Hermitage Museum and Gardens Archives, Norfolk, Virginia.
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Fig. 4.22. One of two lead zun, accessed July 2016, Hermitage Museum and Gardens
Archives, Norfolk, Virginia.
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Fig. 4.23. Jue Lead Vessel. Collection of Chinese and Other Far Eastern Art. Yamanaka
and Company, 1943, accessed July 2016, Hermitage Museum and Gardens Archives,
Norfolk, Virginia.
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Fig. 4.24. Ritueel wijnvat met deksel met hengsel (Ritual wine vessel with handle),
China. Date: c. -1700 - c. -800. Material: antimony. Measurements: 21.0 cm × w 18.9
cm × d 16.5 cm, accessed April 12, 2018, Rijksmuseum, Amsterdam
https://www.rijksmuseum.nl/.

308

Fig. 4.25. Ritueel vat op drie poten (Ritual vessel with three legs), China. Date: c. -1700
- c. -800 h 24. Material: antimony. Measurements: cm × w 19 cm × d 18 cm, accessed
April 12, 2018, Rijksmuseum, Amsterdam https://www.rijksmuseum.nl/.
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Fig. 4.26. Catalogue entry for Lead vessel, 1944, accessed July 2016, Hermitage
Museum and Gardens Archives, Norfolk, Virginia.
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Fig. 4.27. Catalogue entry for bronze Gu, accessed July 2016, Hermitage Museum and
Gardens Archives, Norfolk, Virginia.
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Fig. 4.28. Catalogue entry for bronze Gu, accessed July 2016, Hermitage Museum and
Gardens Archives, Norfolk, Virginia.
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Chapter 5: Yamanaka and Company’s Role in the 21st Century

5.1 Objects of Importance, The Final Sale in 1944

It is important to remain within the context of the dissolution of Yamanaka’s company
to begin this chapter’s advance on the role Yamanaka and Company plays in the
setting of contemporary art history. From this point, even in a fragmented state
following World War II, the company retained its position as an arbiter of taste. While
they may not have been a physical force in New York or London their presence in
secondary transactions at auctions around the world would carry their name on into
the 21st century. Yamanaka and Company became part of a larger provincial timeline
for many works of art entering into permanent collections across the globe. Whereas
their offices once gave insight into the greater meanings of Asian art and culture, they
instead would become a welcomed stamp of approval on sales reports going forward.
Much like an imperial seal on a Chinese painting, any traceable connection to the firm
instantly meant quality. This recognition, while welcomed under the pretext of the
advancement of Asian art studies, still does little to acknowledge those means by
which Yamanaka and his cohort were able to traffic such large volumes of works as
seen in this work thus far. By failing to address this portion of the company’s history,
contemporary bodies who possess works sold by Yamanaka are effectively blunting
the history of their artwork. The narration of an object’s journey should be a
welcomed inclusion in the subtext of a work of art. Instead, holders of these works
and more specifically museums, deny their audiences a chance to understand a
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portion of an object’s history by relegating its provenance to a paragraph, or list, at
the bottom of work’s webpage. To decolonialize the museum and erase the regional
boundaries which continue to divide our appreciation of art today, one must address
the commonalties between works from around the world and make an effort to
standardize the way that information is disseminated.348 The history associated with
how art moves is perhaps the most universally relatable subject to the entire field.
This does not mean an artwork’s journey was easy, or that each path was the same;
instead, it is a reflection on the role migration plays in art history as a tool to foster
appreciation for those things unknown. The course by which this chapter attempts to
narrate Yamanaka and Company’s role in all of this is by using a case study which has
proven to be mutually beneficial to multiple parties in their efforts to understand an
object’s provenance and cultural relevance within the context of the movement of art
globally.
One of the challenges of this type of discussion is how the modern community
of educators, curators and scholars all differ in their attitudes towards the dispersal of
such property across the last one hundred years. Those who actively seek the return
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A larger discussion must be had about the role decolonizing the museum will
have for the future of catch-all institutions found in the United States and Europe.
How Asian objects are engaged with in these museums, libraries and universities
must be examined to better illuminate and interpret what was brought from Asia to
these countries. See: Claire Wintle, "Decolonizing the Smithsonian: Museums as
Microcosms of Political Encounter," The American Historical Review 121, no. 5
(2016): 1492-520; Jan Mrázek and Morgan Pitelka, What's the Use of Art?: Asian
Visual and Material Culture in Context (Honolulu: University of Hawaiʻi Press, 2008);,
Evelin Dürr and Philipp Schorch, Transpacific Americas : Encounters and
Engagements between the Americas and the South Pacific, Routledge Studies in
Anthropology ; 26 (New York, NY: Routledge, 2016).
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of objects are, in the eyes of the author, no better grounded than those who see
absolutely no reason for a discussion on the matter at all. The more common phrase
mentioned to the author over the course of this research has been, “it was the time,”
which again feels as though it falls short of what an actual dialogue on the subject
should entail. It is not a right, or wrong, a black and white situation; but instead an
acknowledgement, a historical nod of the head, that there is something more to all of
this and that something can be done to expose, discuss and resolve such
conversations. Again, a return to the end of Yamanaka and Company must occur to
push the narrative into its contemporary course.
The final OAPC sale of Yamanaka and Company in 1944 presented buyers with
the largest holding of Yamanaka materials ever assembled in one space. Broken down
into three major auctions, this sale comprised what remained in the warehouses and
showrooms of Yamanaka’s former business. The physical content was an
amalgamation of art and antiquities from across the globe. This was not a segregated
sale of Chinese and Japanese goods, instead it reflected the lengths to which
Yamanaka and Company had gone to acquire works of art from all regions. While the
OAPC had refrained from going into any great depth explaining the significance of the
works present, the atmosphere of the catalogs still felt grandiose in nature. The OAPC
and their catalog production team were unable to articulate the finer points
associated with Asian art history (even compared to their modest, but thoughtful 1943
catalog), but nonetheless succeeded in turning what was ultimately a list of objects
into a comprehensive final sale of Yamanaka’s art. With this being the final purge of
wares from the company, the inventory was vast and almost unrecognizable in scope
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when compared to previous endeavors. As seen in table 18 the quantity of wares sold
between each auction dramatically shifted upwards until it culminated in Part 3 in late
June of 1944.
Comparatively, it could also be argued that the quality of stock shifted from
Part 1 to Part 3, albeit in an opposite trend compared to the physical numbers. As
noted in the previous chapter the only acknowledgement of this sale, with any respect
paid towards the objects, comes from Kuchiki’s publication, which focused less on the
actual stock and more on the OAPC’s process of dissolving Yamanaka’s business. Her
comments on what was made available during the sales amount to a ‘scraping the
barrel’ scenario where it was suggested that there was little of significance sold over
the course of the final auctions. While there is a bit of truth to this, it would be
incorrect to lump all of the objects into a category of misfit art. Each sale was broken
down into sessions, which then placed objects into categories based on medium
similarities, i.e. Chinese and Japanese lacquer, or Chinese and Japanese bronzes.
While the interchanging nationalities made the script less lucid, it does hold together
as a system for quick mass consumption in a series of auctions that was meant to
move swiftly. The banding together of object types in part two and three also appears
to be a method to sell ‘sets’ of works in a faster manner. The discrepancies between
the number of lots and volume of objects is the byproduct of offloading five, ten,
twenty, or even a few hundred works in a single lot. Examples of these bulk sales
included table lamps, textiles, rugs, desk accessories (flower holders, ink slabs, etc.),
glass, furniture and objects like snuff bottles, jewelry and semi-precious carvings. In
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addition to the bulk sales there where over a dozen works broke the thousand-dollar
threshold ($44,597 by 2018 standards).
I would not disagree that there was a tangible drop in overall quality when it
came to specific object types, as many of the rarer pieces associated with Yamanaka
were sold via private exchange over the previous decades, i.e. paintings, bronzes, etc.;
however, what was present still projected the depth to which the company had
reached globally, in regards to antiquities acquisitions. Having cornered the market
for goods from Japan and China, it perhaps should come as no surprise that they made
attempts to extend into other regions. The largest of the minority stocks found at this
auction included statues and steles from the Gandhara region located in modern day
Pakistan and Afghanistan. Seventy-four (74) works were sold between the three sales.
The lowest sale price was recorded as a meager $100.00, while the highest went for
$1200.00. On average, objects from Gandhara sold between $100.00 and $300.00
throughout the duration of the auctions.349 Similar to many of the other works for
sale, the Gandharan pieces had appeared intermittently in previous sales held by
Yamanaka in both New York and London. Additional art from other outlying regions
made similar journeys to this dead end. Works from Cambodia had a ceiling of $700.00
and a low of $50.00. Objects labeled as Siamese (Thailand) were even more niche and
went for $100.00 to $450.00. Both regions had seen independent sales held for them
in the 1920s. Fanfare must have been limited though, as there were several pieces
that had gone unsold from their initial introduction to the market in the mid 1920s.
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The noted sale prices come from the 1944 catalog owned by Mr. Harumichi, the
head of Yamanaka’s operations in Boston, which is now owned by the Freer Gallery of
Art in Washington D.C.
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The 1944 sale remains an interesting topic in the broader context of art market
studies. It was the byproduct of a government seizure that in turn put tens of
thousands of objects into the market at a radically reduced rate. This saturation
literally went against what the 1943 sale had tried to avoid, which was ‘dumping’
scenario. The question then arises to whether or not this degraded the position of
what was on offer over the course of the summer. Part 1 of the 1944 auction saw only
eighteen items sold for over one-thousand USD, as presented in the table below. Such
prices seem odd in comparison to what had been sold over the previous three
decades. Obviously, with the war reaching its crescendo, it is possible that the
available income for such events was down. However, it feels that the OAPC’s efforts
here were solely directed at finishing the task of liquidating the company. Given the
scant amount of information available in the catalogs and newspapers, it would
appear that the process they had started well over a year before was simply taking
too long. Their concerns were no longer with furthering the expansion of knowledge
associated with Asia, as they mentioned in 1943, now it was about getting a return on
their time investment. How this sale impacted the larger Asian art market after the
war should be reviewed at a future point.
Item number 915 brought in the highest bid of the entire auction (all three
parts) at $11,500.00 (fig. 5.1) (see table 19). This compact white jade pavilion
comprised three parts and had already been featured by the company in the London
publication The Connoisseur in 1937 (fig. 5.2). The work consisted of a deep, rounded
bowl, stippled and gently engraved with the image of a taotie, which gave an
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immediate visual weight to the object.350 The taotie has been described as an animal
mask, an ogre and simply as an amalgamation of animal parts. Its presence on vessels
leaves the fleeting impression of a pair of great eyes staring down the holder, whose
head then thrusts forward leaving the creature’s mouth lost to the curves and the
shadows of the vessel. In the relief work on this piece there are a series of controlled
curves that end in blunt, square like, formations. The restrained line that runs the
course of the image encompasses these shapes and offers an expression of internal
power that is held in check by the artist’s hand. At the base of this bowl, anchoring
the work, are three stumped feet carved with folds that originate from the ogre-like
mask. Following the curves upward, two fenghuang birds, mythological in origin, act
as the handles.351 Each bird supports a robust ring that is suspended from the animal’s
tail feathers, while smaller, more graceful, rings can be found below the beak. A more
tertiary observation are the hollow rings that act as the binding agent for the bird to
the rest of the vessel. They are delicate in construction and highlight the level of
craftsmanship present in this work. Atop the vessel is a hexagonal cover constructed
from two parts with a series of open fretworks just below the removable pagoda roof.
The openwork panels found on the pavilion show images of birds whose patterns
change between each portal. A shingled and fluted roof adorns the top of the work;
where miniature figures of lions can be found angled about the corners, with small
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Ladislav Kesner, "The Taotie Reconsidered: Meanings and Functions of the Shang
Theriomorphic Imagery," Artibus Asiae 51, no. 1/2 (Zurich: Museum Rietberg Zurich
1991), 29-53.
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Alan Priest, "Phoenix in Fact and Fancy," The Metropolitan Museum of Art
Bulletin 1, no. 2 (New York: 1942), 97-101. The fenghuang was said to only to appear
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bells hanging below. Unlike other white jades at this auction, it is suggested that this
particular work carried less of the fatty tones common in mixed nephrite and instead
presented a polished, more transparent milk color.
This particular object’s sale as the highest grossing work highlights that the
mysterious quality of jade, that for so long had been venerated in regions like China,
had now been accepted in the minds and tastes of Europeans and Americans. The
level of appreciation this medium received in Asia was now being vaguely represented
in the buying and collecting habits of those abroad. Jade’s presence throughout
Chinese history as a favorite medium for the expression of symbolic meaning meant
that when it finally reached the hands of the Americans, British and French that there
was at least some acquaintance with the mythology that accompanied these works.352
Doubtless of their understanding of Chinese folklore and history, there must have
been a greater reverence for those who were capable of manipulating this medium
into such desirable forms. The appreciation of craftsmanship was not lost on those
from America or Europe. The physical difficulties inherent in carving nephrite and
jadeite commanded cultivated artistic faculties, along with along with a level of skill
and refinement in execution that were above and beyond a simple technique or labor.
Such an observation is likely applicable to all hardstones worked by the hands
of the Chinese, Japanese and Koreans. The diversity of what was carved demonstrated
a visual cognizance that was beyond the mental borders of what Europeans were
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capable of conceiving. The germination of the ideals that gifted these pictorial
representations to the world punctuated how well Asian artisans embodied their own
history within their artwork. While there is likely an argument to be made about the
quality of jade works from India, Central and South America as well as the Middle East,
it goes without saying that East Asian jade carvings are more recognizable and
relatable. Perhaps it is the philosophical maturity that seems to underline much of
what was carved that projects the artist’s connection to the historical references they
were trying to employ in their work? This one pagoda hints at this mastery, but just
thinking about the larger body of pictorial content crafted by the unerring eyes of the
Chinese artist, seemingly folding rock to suggest an illusion of clouds, forests and
mountains, conjures a level of beauty that is on par with nature itself.
The growing popularity of the medium was on full display in collections across
the United States and Europe.353 Institutions like the Fogg Museum, Freer Gallery of
Art, William Rockhill Nelson Gallery of Art (Nelson-Atkins today), Field Museum of Art,
Museum of Fine Art and the Metropolitan Museum of Art all bolstered sturdy
collections of ornamental jades. While these museums actively displayed late dynastic
works, they were also involved in the acquisition of archaic pieces, which up to this
point had been a relatively recent development. Alongside their American
counterparts, European strongholds for both archaic and dynastic jades included the
collections of the Crown Prince Gustav Adolf of Sweden, the British Museums
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Men like Heber R. Bishop (1840-1902) had already amassed a collection of jades
numbering nine hundred examples by 1902. He and Berthold Laufer (who would
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bequests from Eumorfopoulos and the Oppenheims, as well as objects in the Musee
Guimet in Paris, France and the collection of Mr. S. H. Minkenhof in Holland.354
As is seen in table 19, a handful of jade pieces cleared the thousand-dollar
hurdle. The only other object to clear a more significant financial mark was number
905. This work was an Imperial Carved Fei-t’sui Jade Quadrangular Bronze-Form Vase
with Cover (imperial carved feicui 翡翠, green jadeite), which was sold for $4,100.00
(fig. 5.3).355 This hu shaped vessel, while visually unassuming within the catalog, is a
reminder of the role ancient vessels played in later dynastic China. Developed from
the form of older sacrificial wine jars, this post Song dynasty (1280-onward) shape
would have held anointment fluid were it actually associated with its original form
made during the Shang dynasty (1600-1046 BCE). While not as intricate in form as the
previously mentioned pagoda, this tapering vase managed to spark enough interest
to become the second most expensive object across all three sales. The value of this
work likely came from its provenance, which included being exhibit no. 66 in the
Catalogue of Rare Chinese Jade Carvings, Palm Beach Florida, 1940-1941. It was then
exhibited in the Norton Galleries, Summer Session 1941. It was also commented on
in a lecture surveying the “Geographical Locations of Chinese Jade” given at Pioneer
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Hall on June 23rd, 1941 as being, “One of the finest examples of its kind of feicui 翡翠
(green jadeite), at present to be seen as a period carving in the Occident.”
Carved in low relief and adorned with a fretted strapwork of scrolls, this
bronze-formed object is very much alive with activity. The feverish flame and phoenix
pattern wrapping around the front and back created a tempered chaos that is then
capped, literally, by a bursting peony that weaves its way into the neck of the vessel.
Its visual accompaniment on the page included a pair of moss colored jade baluster
vases that carried the mark of the Wanli period (1572-1620 CE). Compared to these
two vessels, the hu form vase is notably more detailed, as the twin vessels have softer
features that melt into the medium.
Throughout Yamanaka’s operations jade chattels made frequent appearances,
often dominating catalogs by volume. It would appear that the peculiar virtues of jade
seemed to have been alluring enough to act as a consistent stabilizing agent within
Yamanaka’s sales. The popularity of the medium in America and Europe had been
established long before the ’44 sale took place, as reported Qianlong jades were
commonly the topic of conversation in publications like Burlington Magazine and The
Connoisseur. As an example, the Bishop collection, at the Metropolitan Museum of
Art, had on display a large collection of these 18th century jades that were attributed
to the collections once held at the Summer Palace in Beijing. The appetite for wares
plundered by the British and French was high following the operation and if dealers
were unable to obtain the spoils of Lord Elgin’s pillaging, then they were buying from
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families with high standings in what is now the modern province of Shaanxi.356 It was
commonly expressed in early 20th century publications that the technical mastery of
pieces carved during the last few centuries of Imperial China appeared to have had an
even greater draw than those of early dynastic periods. The accessibility to historical
works with similar compositions and contemporary forms in mediums like porcelain
and now jade would have made even the most intricate vessel appear worldly, more
human and socially relevant to the time. While repetitive in form, the types of vessels
rendered by Chinese artists at this time had become sufficiently attractive to even the
novice collector. They were accessible not only in volume, but also in appreciation.
Yamanaka and Company’s sales timeline highlights the admiration for these hard
stones, as they were often present, in catalogs going back to the company’s inception
in the 1890s.

5.2 Guanyin of the Southern Seas

While the overall quantity of goods sold was vast, there are only a few additional
pieces that spring forth as topics of conversation. Two additional works that appeared
in this final sale ended with dramatically different results, but equally interesting
journeys. Item number 782, “An Important Carved and Polychromed Statue of a
Bodhisattva,” sold for $2700.00 to Baron Cassel van Doorn with whom it remained
until 1952 when it was then sold into a private collection. From this point it would be
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three decades before it reappeared at Sotheby Parke Bernet, Monaco in "Porcelaines
de Chine et Objets d'art Chinois: Succession de Florence J. Gould" June 27, 1984 as lot
number 104 (fig. 5.4). It was purchased by John Eskenazi Ltd. and the gifted to the
Cleveland Museum of Art September 28th 1984 where it remains today (fig. 5.5).357
This seated figure, currently dated to the late Northern Song dynasty (9601127) – Jin dynasty (1115-1234), represents Guanyin of the Southern Sea. As the
Chinese Buddhist deity of compassion and mercy, Guanyin has assumed many visual
forms throughout history, both male and female.358 Establishing an entire narrative of
this journey would be unwise for this particular research, but a general overview of
the transition between the deity’s Indian origins and the production of art in China
should suffice in giving foundation to the figure sold in 1944.
Early cults for the deity began to emerge during the period of the GrecoBuddhist King Kaniska, in the second century CE, in northwest India.359 It is also at this
time that some of the earliest images of bodhisattvas have been found. Guanyin was
not a common name among early sutras, if at all. This position in a lesser role would
change overtime into an eventual attendant in Amida’s paradise. The traits inherited
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at this point included delivering people from danger, freeing them from lust, hatred
and ignorance and endowing infertile women with healthy children. Once this sutra
had been translated in China, the popularity of Guanyin (Avalokiteśvara) would see a
steady rise in popularity. Along with the Amida Buddha, Guanyin had now become a
central figure within the religion in China.
New fame brought about the need for physical representation. At Longmen,
where an intensive phase of rock cut sculpture began in 500 focused on Sakyamuni
and Maitreya Buddhas, there would occur a major shift by 650, lasting through 710.360
In this second peak of construction Amida and Guanyin would find themselves as the
focal point of artists’ chisels. The scholar Tsukamoto Zenryū 塚本善隆 (1898-1980)
conducted a thorough examination of the caves and from his work compiled a list of
dated and undated statues. Amitabha’s presence was found in 222 works, while
Guanyin was present in 197.361 The figures on display highlighted the masculine form
the bodhisattva, as compared to what transpired in pictorial form by the time of the
production of the piece sold by Yamanaka.
Guanyin had initially been depicted as a youthful man, with flowing robes that
enveloped his body. As time went on he began to shed these garments and his body
became more discernable. Lighter and thinner drapery made its way into pictorial
forms of the deity and with the combination of both the exposure of the body and
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relaxed attire came a more effeminate form. During the Tang dynasty he embodied
more male attributes than anything else, but by the tenth century, in the beginning of
the Song (960-1279), Guanyin inherits more feminine qualities.362 This continues to
build, as by the 16th century he had become a beloved figure in China as the Goddess
of Mercy. It was a uniquely Chinese form, which would go on to popularity in places
like Japan.
This then leads to the work sold in 1944 whose attributes embody the
transitions made by the deity over that great length of time. The relaxed posture of
Guanyin accentuates the suppleness of the flesh found in both the face and torso of
the figure. A somewhat stern and solemn expression gives the bodhisattva a terrestrial
presence, which dignifies the overall pose as being free from the supernatural
attributes the deity is often associated with. In this particular sculpture, Guanyin is
portrayed with distinct masculine attributes that are then balanced with other
feminine aspects. The width of the shoulders and the bulging of the abdomen suggest
a male’s presence. However, the soft contours of the body, like sloping shoulders,
counters the sexual identification as something purely male.
While not as kinetic as the South Seas Guanyin at the Nelson-Atkins Museum,
this particular work still provides a feeling of ease and grace (fig. 5.6). The remaining
pigment found flaking away across the whole of the deity hints at how color would
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have acted as a way to give an even greater presence to the work. The paridhāna skirt
(an undergarment) folds and grips portions of the bodhisattva while also falling
effortlessly in places. Despite the overall languid posture there still remains an
unmoving presence to the figure, which no doubt would have been powerful in situ.

5.3 Guanyin Fresco

In somewhat of a recurring religious theme, another work sold in 1944 that did not
receive a significant bid was a large fragmented ‘fresco,’ depicting Guanyin dressed in
elaborate ornaments and holding the stem of a padma.363 This work now resides in
the Sloane Collection in Norfolk, Virginia and can be found as far back at auction as
1927 (London) before it was finally sold for $100.00 in 1944 ($1,426.00 in 2019) (fig.
5.7).364 During its first appearance in London, the work is grouped into a larger cluster
of wall paintings that the author of the catalog described as having come from two
locations:

The examples here assembled have been brought from the Fu-lungssu in the
village of Huang-wang, south east of the castle of Chang-hsien at Ping Yang-fu,
province of Shanshi; and from the T’ai-yin ssu at Chu-yang fu province of
Shanshi, two temples built during the Song dynasty (906-1126 A.D.), but at
what exact date there is no record.365

363

A padma is an aquatic flower more commonly associated with the lotus. In the
Buddhist, Hindu, Jain and Sikh faiths, the padma holds a particularly sacred role.
364
"Our Colour Plates." Apollo (Archive: 1925-2005), Aug 01, 1927, 92, https://searchproquest-com.ezproxy.is.ed.ac.uk/docview/1366946944?accountid=10673.
365
Yamanaka and Company, Exhibition of Chinese Frescoes 1927. Yamanaka and Co.
LTD. 17, New Bond Street London, 6.

328

In this case, the author is likely referring to both Fulong si 伏龍寺 in Taiyuan
and Taiyin si 太 陰 寺 in Shanxi Province, however, there are no records from
Yamanaka’s company discussing the movement of this piece, which brings to question
the authenticity of the suggested location. Despite the discrepancies regarding
provenance, the pieces that were sold during this auction do demonstrate the brilliant
execution of subtle elegance and courtly demeanor found in wall paintings between
the Song and Ming dynasties. An excellent example being this Guanyin painting sold
in ’44.
This work was painted on a pale blue ground with red, blue, green, gilt and
flesh tones, the simple outlined figure appears in slight contrast with its elegantly
articulated jewelry and drapery. The detailed coif, with a central figure of the Amida
Buddha, is bedecked with flowers and pendant like jewelry (fig. 5.8).366 It should be
noted that the term fresco is often used in these catalogs despite the production of
such works being different from their Italian cousins. The method of applying
pigments to wet lime plaster would typically be what one associates the Italian word
with, as opposed to the general production of ‘wall-paintings’ which includes a myriad
of techniques. In the case of this particular work, dry pigments were bound in a
medium then applied to a dried layer of plaster. The plaster substrate was then thinly
applied over a denser layer of rough coat that was further supported by an additional
plaster wall bodied with straw (fig. 5.9). As to the exact pigments used, qualitative
analysis has yet to be undertaken by the host institution, but following in line with
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similar works found in Kansas City and Toronto the use of ochres/umbers (iron oxides),
vermilion and charcoal would not be out of place (fig. 5.10). Relief elements used in
the work provide an interesting addition to the structuring of the figure on the plaster.
There is a thin layer of plaster that looks to have been washed over the surface of the
relief ornaments, which could be used as a means to soften the edges, or mute the
application process used by the artist. In this particular case this technique was likely
used to highlight the jewelry which was gilded with a bronze paint.
The majority of the painting is matte and tinted with subtle washes of color.
The strokes of green, blue, yellow, red and gold are dominated by the strong black
lines. The presence of these creates a two-dimensional effect, with only the lifted
texture of the jewelry bringing in any sort of sculptural elements. A pearlescent effect
does exist across the entirety of the surface. Such an attribute can be associated with
mineral impurities and mica being present in the pigments and plaster substrate when
the work was executed. Much like the works discussed in the last chapter taken from
Bezeklik, this piece would have also seen a dramatic removal from situ. At the time of
its removal little was known about the pictorial iconography of China. Large quantities
of statues and steeles had already made their way into exhibitions and auctions when
this piece appeared in 1927, but the same cannot be said for painting and more
specifically wall painting. Aurel Stein’s expeditions into Western China had begun the
major exploitation of rock cave and ruined temple art works, while collections at the
British Museum had come from modern day Shanxi province, but they were still small
in number compared to other mediums.

330

The difficulties of penetrating China’s external provinces were just as much of
an issue as removing the friable works of art. This kept Yamanaka’s totals for such
pieces at a minimum, with the London sale being the only to boast more than half a
dozen in one auction. What was apparent, even with the limited scholarship of the
time, was that a new appreciation for the Chinese artist had emerged. It reflected the
idea that an Asian artist could be moved in such a manner to produce something that
fed the impulses of their religious faith and manifest itself in a form similar to the
cathedrals of medieval Europe, which was likely something of a revelation to Western
scholars already engrossed in the subject.
The subtle aesthetic appeal of this Guanyin rests with the solemn expression
and delicate lines. It is not as forcefully present as other works from places like Fahai
si 法海寺 whose murals, sculptures and paintings give a chronological sense of what
Ming dynasty Buddhist painting could look like (fig. 5.11).367 Instead, the viewer is left
with a work that feels transitional, hinting at past styles and color palettes. The
composition of this piece echoes the earlier conversation of the transformation of
Guanyin from male to female, with this work leaning on its feminine attributes more
than anything else. The opulent headdress, robes and jewelry provide foundation for
this argument, but it can be taken further in the lines that define the body and more
specifically the face.
Despite the broad shoulders, it is the contouring of the smooth face and
redacted view of the bust that accentuate the feminine aspects of this work. It is easy
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to get lost in the scaling like pattern of the clothes, or the spilling lines of the robe, but
in the end, one is drawn back to the pursed lips and contemplative eyes. Had the color
remained as strong as during its application, perhaps the viewer might not fall back
on the most basic of features. There is something about the gaze though that draws
the spectator in and keeps one engaged regardless of its condition.

5.4 Morality and Accountability Regarding the Operations of Yamanaka and
Company

The end of this sale was the end of Yamanaka and Company as it is commonly
remembered. In the decade following the war, an attempt would be made to bring
the company back to life, in 1952, by former sales clerks from the New York
showroom. This endeavor was met with little success as the company folded fourteen
years later without ever having made a physical presence like it had before the war.
An attempt was also made by the company, directly after the war, to receive
reparations from Congress in joint legal action with other Japanese entities whose
property had been seized. Their efforts would not be successful despite ten years of
pressuring the U.S. government. This left the legacy of Yamanaka and Company in
limbo for the better part of three decades. Where new life would come for the
company would be in the biographical elements of his life in the 1990s, as well as
marginal recognition regarding provenance in larger museum collections.
What remained absent from conversations surrounding Yamanaka was critical
engagement regarding the process by which his company was able to secure stock
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during that fifty-year period. There should not be an exception made for Yamanaka
and Company in their involvement in the redistribution of Asian art via unsettling
means just because they were well received one hundred years ago. I find it difficult
to believe that the progression of appreciation for Asian art lies in accepting the past
digressions of companies like Yamanaka’s as being part of an acceptable rhetoric.
While the retention of some the most well-known works remain in Japanese
possession, there is at least some forward momentum in the discussion of how to deal
with conversations of repatriations between Asian countries. On the opposite end,
Europe and America remain steadfast in their ideologies that what has come their way
remains safe and appreciated in their hands and for that reason there is no need for
further conversation.
Yamanaka and Company’s use of conflict across Asia to help direct objects into
his collections is apparent. How the modern art world engages with this narrative is
still being explored. However, the first steps in negotiating this part of Yamanaka’s
business are being met by smaller institutions who are more willing to participate in
the dialogue of how their own collections came to be and how they might address the
concerns over some of their objects’ provenance. It is somewhat fitting then that the
1944 liquidation sale would provide the first object to be repatriated by a Western
country in the year 2013.
With Yamanaka’s company now fully dissolved and his collections dispersed
across continents, it is surprising that his name was buried in the greater annals of
Asian art history. The art dealer, as a whole, remains a secondary conversation in the
modern canon of the subject, but it seems at odds with how involved Yamanaka was
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in molding the market to his personal tastes and object availability. A possible
beginning for this absence is that the dramatic liquidation of his company was not met
with an intense fallout that crippled the Asian art market, but instead produced a soft
dusting that was swept into the larger cloud of dealers and auction houses. What had
come across for four decades as unstoppable force was just the opposite. Not
indispensable, but forgettable, especially in the climate of the mid 1940s. To justify a
biography of Yamanaka, or his company, would require a weight in human affairs,
which at that time there was no appetite for in America, or Japan. His traits of
character, personality and performance as a dealer, historian and connoisseur did not
warrant him a place of interest in the ever-growing appreciation of Asian art in
America and Europe. Those attitudes would change as the decades moved on, but as
has been mentioned, the printed material on his life and business remain scarce.
It is also true that Yamanaka and Company represented only a fraction of the
import/export art market in the early 20th century. Unlike his counterpart C.T. Loo, he
remains secure in his niche as a respectable and reputable dealer by the larger
academic community. As has been presented in previous chapters, the appeal of
dealers like Yamanaka largely rested in the hands of those with the finances to make
serious acquisitions. Many of the objects purchased by said institutes and millionaires
have ended up in public collections, but the path from A to B is often not made clear
to the greater public. This is unsurprising, as provenance tends to be one of the
furthest things away from a label in a museum. Instead, this seems to bring forth a
new set of questions centered on the reception of Asian art in places like America and
Europe and the challenges of engaging the subject to this day, i.e. decolonizing the
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museum. Where Yamanaka differs from Loo is that the paths he took to achieve his
success have not been scrutinized with as much intensity as his rival. I do not want to
suggest here that Loo is the more important of the two figures, it just so happens that
his life has been put under a different microscope considering his Chinese background.
This has led to more vocal outcries from Chinese scholars to vilify the Parisian dealer
for his actions during the early 20th century.
So where then are the cries for the rise of a critical revisionist history regarding
the migration of Asian art to the West regarding Yamanaka and Company, or the larger
Asian art dealing community as a whole? Post 1960s academia radicalized the field in
respects to Western themes and narratives, but it seems as though we continue to
avoid the challenges of dialectical engagement when it comes to Asia. Certainly,
historians have advanced the understanding of Asia over the last sixty years, but it still
feels blunted compared to Western studies. It is almost as though both museums and
academia have abdicated responsibility to one another with little in the way of actual
success. The words “novelty” and “niche” come to mind when thinking about how
Asian art is still presented in institutions in the United States and Europe. It is easy to
refute this attitude when working in the field, but simply listening to guests while they
engage with Asian exhibitions, or art historical lectures, highlights the educational gap
that still exists, albeit it is not at the fault of one individual.
While the scholarship might exist on one end of the world the dissemination
of these facts between the two entities remains stunted. The system that has been
delivering this information is something definite and practical, but also more effective
in delivering action as opposed to culture. The ostensible aims of what each side
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intends to deliver is miscarried and instead offers another transplant of ways and
modes. What is created is an anxiety within scholarship to be useful, practical and on
a vast scale. Such a massive enterprise dilutes what makes individual works of art
special to one region or people. It is then extremely difficult to try and recreate the
appreciation and admiration of an object out of context. If the viewer is meant to
connect with a work of art beyond the history, past the aesthetic and into the spiritual
and social then how is this meant to be achieved if the object is removed from its place
of origin?
Companies, like Yamanaka’s, made a small fortune on standardizing the
presentation of Asian art in Western institutions. Exposure to the greater world is
certainly important, and the fact that there were Asian authorities and not just
western figureheads spreading this knowledge at least mutes the tone of earlier
Western scholars of ‘bringing civilization to the less fortunate.’ Still, there feels as
though there is something amiss. How is it that pseudohistorical themes continue to
be woven into the fabric of the tapestry that is Asian art history? It has gone beyond
merciless exploitation and instead has evolved into a passive shrug by all parties.
Markets, and in conjunction dealers, capitalized on innovation and progression
for the sake of lining their own pockets. The argument that they had passion for what
they were doing is as valuable to their sale as applying sentimental value to a piece of
art from an individual family. While thoughtful and important to one or a few, it is
irrelevant to the majority. Was the burst of Asian art in western markets a response
to the lust, or love, of the cultural byproducts of these countries? In most respects I
would argue that this was not the case. The broad swathe of consumers in the 20th
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century were hesitant to draw out what it was that made Asian art so
compelling/appealing. Instead, they looked to those who they deemed to be as the
farmers of this culture to employ their intelligence and challenge their relationship
with Asian art. In return the dealer harvested art and sold it to the masses as bulk
ideas. As Ruth Towse notes:

One of the chief features of the commercialized culture is the fact that it relies
heavily upon market forces. This means that private entrepreneurs, who are
in business to make profits, get to decide what creative work is produced and
consumers, perhaps without having a lot of knowledge or experience of what
is good art, decide what succeeds on the market through their choice of what
to buy or attend.368

Towse’s quotation reflects heavily on the contemporary art market in this
description, but nonetheless fits well into the language of sales in the first half of the
twentieth century. Yamanaka and Co., from the very start, delegated what would be
popular by means of market control. It was a strategy that was adopted by C.T. Loo
and would remain largely successful through the middle of the 20th century. If one
were to try and draw a distinction between Towse’s words and Yamanaka’s business
it would be in the realm of manufacturing art and then selling it. Yamanaka and
Company did produce their own handicrafts throughout their operations lifetime, but
they were never presented as more than a flavor of Asia, as opposed to trying to make
them an authentic good. In large, dealers often skipped what assisted in making art
exceptional, which is that they were not the laborers who produced said objects. In
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the case of Yamanaka and Company, the majority of what they became known for
selling was the result of centuries worth of manufacturing by others at the cost of no
physical expense to their own well-being.
The greatest argument against the previous statement is that there was an
intellectual body of Western individuals operating in Asia who identified with the arts
and cultures of the Asian continent, which in turn made them appropriate agents for
transmission. In no context am I trying to say that the likes of Fenollosa, Freer, White,
or any of the 20th century scholars were ignoramuses. Instead, I feel they are better
represented as individual parts of a greater mosaic that was the dissemination of
Asian art and culture to Europe and America. That they were not important to the
entire movement is untrue. However, the binding element for each of their
contributions was not the Western succession of ideas, but instead the Asian dealer.
Without this glue what we are left with is a fragmented vision of another continent.
As an example, it would be fair to say that one does not typically quantify
Buddhism from an economic standpoint, or really at all for that matter. Yet, decades
after companies like the Duveen Brothers, C.T. Loo and Yamanaka fetishized
commodities from this faith, on a level that remains unparalleled to this day, there is
still a massive price on objects from these regions and religions. On the one hand
westerners were afforded the opportunity to learn about a religion very much
different than those associated with the Judeo-Christian world; all the while our
education came at the cost of stripping religious assets from their native surroundings.
Yamanaka did not manufacture these works, but instead collected them and then put
a price on their head, sometimes literally.
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To say that it was Yamanaka’s job to act as the sole steward of a religion also
presents challenges. To be the mouthpiece for an entire country, let alone an entire
continent, is impossible and to say that this company was responsible for representing
all facets of Asian culture would be naive. Yet, there is still some culpability present
in the actions his business undertook in supplying western educational systems with
the tools to deploy exclusionary logic as a means to control cultural value. This was all
done while simultaneously avoiding cultural property laws enacted over the first fifty
years of the 20th century. The larger collective attitude by world powers seems to have
placed more of a ceremonial position on this side of things, as it is not really until after
World War II that legitimate steps are taken and observed regarding the protection of
cultural property in Asia.
Normalizing the protection of cultural property post World War II began with
a return to The Hague in 1954. On May 14th of that year the Convention for the
protection of cultural property in the case of armed conflict was signed. It was put into
full motion on August 7th 1956 and was a clear response to the cruelty that had been
employed during the Second World War. There was a vastly different reaction to this
Hague Convention, compared to the categorical and moral failures of the 1900 and
1907 Conventions. Liability for offenses against cultural heritage (including property)
were now placed under Article I and painted with the broad brush as being, “movable
or immovable property of great importance.”369
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Subsequent wars in Afghanistan, Yugoslavia and the Persian Gulf meant that
by 1999 a new protocol was needed to address the efficiency of what had been ratified
in 1954. This new protocol, adopted March 26, 1999 at the Hague, included new
provisions that directly targeted cultural heritage. 370 Protection and monitoring of
cultural property was meant to be the focus, as was establishing criminal
responsibility for violators.371 This would remain the guiding force for contemporary
times in conjunction with the 1970 UNESCO Convention, which was drafted as a
response to the growing amount of theft and illegal export and import of cultural
objects.372
As it relates to China, following the foundation of the Peoples Republic of China
(PRC) in 1949 the Chinese government was able to purchase and repatriate some
cultural relics. It was in 1951 that the central government created a task force whose
sole purpose was to recover the most important pieces of cultural property. In this
period some of the more well-known cases of repatriation occurred, like the PentaBull Map (Wuniu Tu) 五牛圖 of the Tang dynasty (618-907) and two calligraphic
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works, one by Wang Xun titled Letter to Boyuan and Mid-Autumn Festival by Wang
Xianzhi. Alongside this task force and other acts of repatriation, new legislation was
put in place that was meant to assist further projects, but was then halted altogether
during the Cultural Revolution beginning in 1966. 373 Nearly twenty years after the
Revolution, the Chinese government would accept the UNESCO Convention on
November 28, 1989.
Further developments relating to the reduction of illicit trafficking of cultural
objects out of China have strengthened in recent years as a result of an eleven-year
long negotiation between the United States and China. On January 14, 2009 the
Chinese and American governments formally signed a Memorandum of
Understanding (MOU) related to the restriction of the import of cultural objects.374
The MOU actually noted that there is now an agreement between both governments
to enact the 1970 UNESCO Convention on the Means of Prohibiting and Preventing
the Illicit Import, Export and Transfer of Ownership of Cultural Property. At its core,
this was meant to halt all illicit trafficking. This larger goal has, naturally, not been met,
but the ongoing advancement of protecting Chinese art within the country has proven
successful on many levels. The results of this are best seen in the establishment of
principles that are meant to curb the foundational elements that create indiscriminate
stealing, looting and plundering of art that had been standard practice in China since
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the 19th century. While contemporary projects appear to suggest that these new laws
are having a positive effect, the absence of any sort of heritage management system
only exacerbated similar circumstances during the years in which Yamanaka and
Company was operating within the country. This systemic theft was eventually muted
by the establishment of the People’s Republic of China in 1949, but would eventually
find new life thirty years later when China opened its doors to the west. By the 1980s
the black market for cultural objects was reignited. New wealth was pouring into the
major metropolitan areas of China, however, for those in the countries western
provinces there was no such immediate trickle-down effect. Instead, peasants were
left to their own devices and looting became a lucrative way into this new economic
world.
Yamanaka and Company was never under any pressure to appeal to such acts of
universal protection towards cultural property. Their business was to sell Asia as made
available by the opportunities presented to them. Having not fallen under any larger
umbrella of legal protectionism, Yamanaka and Company, as it stands today, find
themselves in a state of limbo regarding their responsibility when it comes to the art
they imported and exported. More often than not, modern cases regarding the
repatriation of Asian antiquities comes from the interjection of larger bodies, i.e.
federal governments, or major corporations. To set forth such a motion of events
requires substantial resources and is often not the path to success for most parties.
One of the most well-known stories regarding the repatriation of cultural
property to China of recent involves bronze heads from the Old Summer Palace, which
were part of a water clock designed by the Italian Jesuit missionary priest Giuseppe
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Castiglione. Having been destroyed in 1860 these works were removed and then
reappeared on the market in the 1980s. In 2000, the auctioning of a portion of these
heads by Christie’s and Sotheby’s in Hong Kong caused immense outrage. Both
auction houses felt they were in the right to sell the works, regardless of their
provenance. They were then purchased by China Poly Group Construction and
brought back to Beijing. Christie’s would again sell a pair of these heads in 2008, but
this time in Paris. Once again it became a social spectacle, this time to the point where
a lawsuit was filed against the auction house, but ultimately denied. The works were
purchased for 28 million Euros, however, the winning bidder, Cai Mingchao, refused
to pay, saying that he had purposefully sabotaged the sale. Eventually they were sold
to Francois Pinault, who in a surprising act donated the pieces to China in 2013.
To achieve results in these modern times perhaps it would be wiser to turn
to individuals who are not restrained by past commitments or bound by precedents.
It is not impossible to sit down and evolve a method for dealing with the complex and
challenging question surrounding repatriations and Asia while avoiding the collateral
fallout of direct negotiations between two major bodies. It is also easier to bring these
larger negotiations into smaller sample sizes if we look at specific targets, i.e.
Yamanaka and Company, as opposed to the broader picture of trafficking of Asian art
as a whole. There is something more tangible about repatriations when it involves an
identifiable source of import/export. Just beginning the conversation provides a
chance that this type of work will gain traction and influence new levels of dialogue
between all parties associated with Asian art.
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5.5 Lost and Found, A Korean Painting

Of all of the pieces sold by Yamanaka and Company over the half a century of their
existence, only one has been returned to its host nation. This is not saying that there
is an active campaign to see all (or any) of the works sold by Yamanaka repatriated. If
anything, there is probably more breath being spent on conversations as to who
Yamanaka was as an individual, as opposed to the impact he had on the movement of
cultural property. Regardless, the return of this one piece is can begin to highlight how
Yamanaka’s influence on collectors can shape the modern landscape of restitutions
and repatriations between American and Asia.
It should be stated that the process by which this one piece was returned is
not the end formula for how to conduct a repatriation between two nations. What I
think is present here is an opportunity to understand the role multiple parties can play
in the negotiation process and execution of such a deal. There is nothing scripted
about how this type of work was conducted. It is both natural and sterile in its process,
which keeps things grounded in reality during discussions, research and execution of
a chosen plan. In addition, I feel it is important to state that the author of this
dissertation oversaw the American team for this project and is therefore providing a
personal account of the events that transpired.
Items number 1651 and 1652 in the 1943 sale were labeled as:
“1651. Rare Korean painting on textile; in center, Buddha flanked by two Bodhisattvas;
in front of throne two kneeling figures, one old and one young. To the right and left
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of the central figure are two additional Bodhisattvas, with the images of the doner
and his wife in extreme upper corner
1652. Rare Korean textile painting; the center motif portrays the Buddha seated on
throne and surrounded by groups of Bodhisattvas, Guardian Kings, Monks, Disciples
of Buddha and male figures; painted in harmonious color scheme of black, red, green,
blue and white.”375
Both paintings were given 16th century dates and full page black and white
images (fig. 5.12 and 5.13). They remained unsold through 1943, after which they
reappeared in the first sale of the 1944 liquidation. Listed as 230 and 230A, it would
be at this time that they sold at remarkably low prices. Lot #230 was sold to the
Hermitage Museum and Gardens for $450.00, while #230A ended up in, what is now,
the Seattle Art Museum for $225.00 (fig. 5.14).376 The latter has been championed by
the institution as a “masterpiece” and given the more accurate date of 17th century
(fig. 5.15).377 The former was forgotten until 2012.
The origins surrounding the acquisition of the Hermitage’s 18th-century Korean
Buddhist painting presents an interesting look into the buying habits of the lesser
known 20th century patrons of Asian antiquities.378 Whether it was pure ignorance or
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the intentional abandonment of cultural morality it seems that Americans, like Mrs.
Sloane, founder of the Hermitage Museum and Gardens, found little concern with the
where and how Asian art found its way into their collections. 379 Instead, she was
focused on building something that made her stand out amongst her peers. Having
found there to be a paucity of Asian art in the American south, Mrs. Sloane took it
upon herself to establish a collection that was meant to mimic the Freer Gallery, but
two-hundred miles away. Her connections with men like Archibald Wenley, the
second director of the Freer Gallery, Kano Oshima, C.T. Loo and Yamanaka Sadajirō
made her appear as though she was fully competent in buying on the frontlines like
her counterparts in New York and Boston. This was, of course, not the case, as she,
like many before her, openly placed their trust in the previously mentioned men in
the hopes that they would guide her in her purchases.
It is the study of collectors and collections like Mrs. Sloane that highlight the
role of the dealer as being more than a salesman, but an arbiter of taste. Mrs. Sloane’s
personal library was gradually filled with publications from the Metropolitan, the
Smithsonian and every journal focused on Asia, but it was not these that educated her
into transitioning her purchasing habits from European decorative arts to archaic
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Chinese bronzes; it was Loo, Yamanaka and every other dealer with a connection to
Asia. This task comes across in her personal correspondences with the dealers where
she commonly sought their wisdom on all subjects Asian.
Even the simplest of interactions could contain a suggestion that might stick in
her mind for decades to come. In a letter from Kano Oshima in 1921, Mrs. Sloane
asked for advice as to how to negotiate the questions of authenticity when it came to
her “tomb jades,” to which Oshima replied:

You certainly have a task before you if you are called upon to answer all
questionnaires regarding antiquity. However, my idea of “tomb jade” is more
as an offering, the object made by the earth and obtaining its color, condition,
etc. – from the effects of earth, weather, etc. and as you have on your
iridescent goblets of (lamp) base. Tomb jade is softer and older than the
scepter and therefore no doubt absorbed chemical value which give it that oily
appearance.380

This short paragraph would reappear in lectures she gave at not only her own
institution, but also the Norfolk Museum of Arts and Sciences. While it may seem
trivial in its appearance, the fact that it returns, like other quotes from dealers,
throughout Mrs. Sloane’s tenure as director of both institutions highlights the point
that often times the words of the dealer were as valuable as any other resource. Of
course, this being a single individual does not mean that it carries the voice of the
masses, but if one reflects on the idea that her voice was the authority for an entire
region, we begin to see how it could spread a ‘truth.’
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The idea that the dealer was an instrument, as well as a book of knowledge
has been noted across the previous chapters and continues to find new light following
Yamanaka’s collapse. It should be said that this has never been reserved to just one
dealer. With that in place, as this painting is one of the final objects sold by
Yamanaka’s company and nearly one hundred years later it found its way home, it is
a dynamic example of how attitudes towards art from Asia can evolve in places like
America and Europe. How the West interacts with the East is shifting at an accelerated
rate, which offers hope that traction in provenance research will reach the same
interest as what is conducted between European countries in the not too distant
future.
In May of 1944 Florence Sloane purchased the “Buddistic Painting” for the sum
of $450.00 from the Parke-Bernet Galleries in New York City during the dissolution of
Yamanaka’s company by the OAPC.381 The paltry acquisition price for this object came
as a result of a series of previous auctions where the painting remained unsold at costs
of $6,000.00 and later $2,000.00. As a note, it was at the 1943 auction that the work
was listed at $2,000.00. The condition of the work likely drove the price down over
the course of the previous years, as even an untrained eye is capable of seeing the
differences in material present on the central Buddha (fig. 5.16 and 5.17). In addition,
its size and subject matter may also have played a role in its inability to find a home
before this point.
Unlike Japanese and Chinese painting, Korean works had not found significant
traction in Europe and America. Collections in Berlin, Cologne, Boston and Cleveland
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make up the majority of locations with collections that can date their Korean paintings
to earlier than the 15th century; while countries like Japan preserve a majority of dated
Goryeo (918-1392) pieces as a result of their invasion in the late 16th century and
occupation during the first half of the 20th century. As it relates to the period for which
the Yamanaka work comes from there is much more material to work with both in
Korea and abroad.
Buddhism’s arrival in Korea does not have a defined date, but is often
associated with its introduction during the Goguryeo kingdom (37B CE-668 CE) on the
Korean peninsula in the year 372 CE by the monk Sundo (d.u.).382 It would then spread
into the two other kingdoms present in the region at that time specifically the Baekje
(18 BCE – 660 CE) and Silla (57 BCE – 936 CE) in 385 CE and 525 CE. Each of these dates
is not associated with the actual arrival of the religion, but instead reflects the years
in which they were formally recognized by the ruling parties of each of the Three
Kingdoms.
Upon the unification of the kingdoms in 668 CE, Korean Buddhism would begin
to flourish. Several schools of doctrinal Buddhism were founded in the first century of
the now Unified Silla Kingdom including the Popsong School, Hwaom School and
Wonch’uk’s Popsang School.383 Towards the end of the 8th century elements of Chan
(Zen) Buddhism would emerge under the name Son Buddhism. Buddhism remained a
national ideology under the Goryeo Dynasty (918-1392) before being suppressed with
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the foundation of the Joseon Dynasty in 1392. The religion gradually lost its support
during this period and would not find a resurgence until the Japanese began to
encroach on the peninsula in the late 19th century.
Throughout these periods one major tradition did develop and that was
religious painting. Hanging paintings, or t’aenghwa 탱화, comprised of hanging
scrolls, framed pictures and even wall paintings. Similar to the arrival of the religion
itself, there is not a specific date for when Buddhist votive paintings were first
manufactured on the peninsula.384 A simultaneous introduction with the teachings
themselves is floated by scholars as the most common likelihood. However, with no
paintings surviving from the 4th and 5th centuries it is impossible to commit to one
narrative and therefore scholars are left with hypotheticals.
The t’aenghwa painting was never received as being a piece of art like that of
a scholarly painting, but the process of its creation was handed down from master to
pupil and with that carried significant cultural undertones. There was no manual to
guide a painter into the creation of a t’aenghwa painting, like that of architecture in
Korea, this was always transmitted by an elder craftsman.385 It is this type of painting
that Yamanaka was able to secure two of, likely during the 1920s. Given the nature of
their creation, there is little doubt that they were removed from a Buddhist temple in
Korea, the circumstances of which remain unknown.
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In the work sold to Florence Sloane, the motif that can be observed is that of
the Variocanna Buddha. Here we see the Buddha flanked by the bodhisattvas Manjusri
(Korean: Munju) and Samantabhadra (Korean: Pohyon). This scene is among those
that would have been typically produced in Buddhist temples along with the Yongsan
Assembly, where Sakyamuni Buddha is teaching the assembly at Vulture Peak in
Rajagrha with the Buddha flanked by the bodhisattvas Avalokitesvara and
Mahasthamaprapta (Korean: Taeseji). 386 Two additional bodhisattva heads can be
seen over the shoulders of the Variocanna Buddha, while the two sponsors of the
work can be found in each of the upper corners. A major appeal of this work is the
interaction between the figures themselves and the audience who would be observing
the painting. Two disciples placed at the feet of the Buddha looked to be engaged in
conversation, with one even turning to the audience as if to suggest the viewer should
come and hear what is be told. For a scene that is known for being static in formula,
this particular work breaks free with this small, but welcomed, touch of humanism.
The work is a combination of silk and paper, with an overlay of hemp on
sections like the Variocanna Buddha’s face. The actual silk support has been lined with
vertical layers of paper that were held together by a starch adhesive. Because the
piece is unmounted, it is difficult to say exactly what other supports might have been
in place (if at all).387 There is an extensive amount of over painting and retouching,
which is currently undergoing analysis in South Korea to determine when it was
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applied. It can be noted that based off of the images from its earliest appearance by
Yamanaka and Company that those modifications had already been made, as there is
a noticeable discoloration of the Buddha’s face even in black and white.
The painting’s path to this mid-size institution in the state of Virginia does not
begin with Yamanaka’s liquidation sale, but rather in the 1920s when it was removed
from a Buddhist temple somewhere on the Korean peninsula. 388 Yamanaka’s
manifests do little to divulge the whereabouts from which it came, however, this piece
makes several appearances before it is sold in 1944. Likely its earliest appearance is
in the London printed journal The Connoisseur in April of 1936. This suggests that it
was at one point based in Yamanaka’s London operation (fig. 5.18). It is also worth
noting that at this point it is labeled as a 12th century Korean painting.
It requires little imagination to fabricate the story of how and why it was
removed in the first place. Given Japan’s occupation of Korea it is likely that
Yamanaka’s subordinates had made a deal with a local temple to pay for its removal.
The second option would have been the implementation of control tactics similar to
those used by the Nazis in Europe; where pieces of art were essentially strong-armed
from private collections at the expense of no harm coming to the giving party.
Whether or not the latter occurred remains to be proven. Given the existing track
record of Yamanaka of “being in the right place at the right time,” it seems more likely
that a business transaction transpired, even if it was a questionable one. If we were
to look back at his operations in Beijing around the same time there is more of a
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chance that he had locals source his material and then report back with the finds.
Considering Yamanaka and Company never had a field office in Korea it is likely that
this work was bought/taken and then shipped to Japan before being sent further
abroad.
The painting was purchased on May 27th, 1944 and cleared payments by ParkeBernet Galleries on June the 5th, 1944. Upon arrival in Norfolk, Virginia the object
proved to be too large for any of the galleries found in the Sloane’s mansion. The teak
and oak carved walls rarely exceed ten feet in height and the proprietor was not fond
of covering the woodwork with large objects, so the painting had to be stored. For
nearly a decade it remained in storage where it was kept in a folded state. Both small
and large horizontal lines can be found across the surface of the work. This would
suggest that it was folded twice, but at two different times. There is no record at the
Hermitage Museum and Gardens explaining the process for storing the object at that
time. Ten years later, in 1954, it was finally brought out of storage and was then
loaned to the Norfolk Museum of Arts and Sciences (now the Chrysler Museum of Art).
It was then placed in a major stairwell where it was secured by nailing the corners into
the wall, which ultimately left residual damage when the work was returned to the
Hermitage in 1973. Shortly thereafter, the object was folded and placed in an attic
where it remained until it was “unearthed” in the early 2000s.389
The painting’s first encounter with the outside world following the 1970’s
occurred in 2008 when it was sent to the Nishio Conservation Studio in Washington
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D.C. Here it underwent examination in an effort to determine what type of treatment
was needed to adequately display it again. The red lines found along all four of the
edges suggested that it had once been hung on a wall, or as mentioned earlier, in a
t’aenghwa format with border silk. The studio then offered two paths for its
treatment, but given the cost it was seen as too daunting a task for an underfunded
institution. Instead it would be wrapped again, this time with more care, and returned
to a storage with at least moderate climate control.
In 2012 the Hermitage Museum and Gardens participated in a statewide
program put on by the Virginia Association of Museums (VAM). In it, objects were
selected from around Virginia that were deemed to be “endangered.” The Korean
painting was nominated and then selected as being the most important work of art in
the state that was in need of care. Once more though, the cry for help would fall on
deaf ears, as the hope for outside funding to repair the work did not materialize.
Fortunately for the institution, the painting had begun circulating around the internet
and would soon find a new organization with links to its lineage.
In June of 2013 the Hermitage Museum and Gardens was contacted by the
Overseas Korean Cultural Heritage Foundation regarding the painting and whether or
not anything had materialized from its exposure as an endangered artifact.390 The
answer being “no” immediately opened the door to more conversations about
ensuring the welfare of the object and how that might be achieved. Preliminary
discussions revolved around the loan and restoration of the work to South Korea with
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a return to the United States sometime beyond 2017. This evolved quickly and
thoughtfully into a dialogue about repatriation.

With the realization that the

Hermitage could not support an object of that size (once restored) it became all too
obvious that a new home was needed to protect what would be a newly conserved
artwork.391
As is the case for many works of art from Asia their departure from their
indigenous locations was not always prompted by calculated concern for preserving
the cultural integrity of a region. Instead, occupation and conflict resulted in
significant looting and sale of art to Western markets where buyers were oblivious or
unconcerned with the wellbeing of the nations who were targeted. The Hermitage
Museum and Gardens was no different and looked to its support a few hours north at
the Freer Gallery for approval. Here, men like A.G. Wenley, assisted museums like the
Hermitage with their acquisition practices, as can be seen with numerous letters
found at both foundations. While Wenley was a fully trained sinologist and art
historian, his prowess for collecting was not all that different from the institutes
founder, Charles Freer.
Unsurprisingly a large portion of modern Western society remains out of step
with the politics, culture and history of Asian countries today. This translates into
having to educate an intelligent body of individuals about the dynamic developments
in all aspects of Asian life. Such a situation proved to be the case in Virginia where
legal concerns weighed down the movement of the painting, but it never came to a
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full stop. This appears to be a natural response among institutions as it is often not
the concept, or heart, of sending something back, but instead concern for opening the
metaphorical “Pandora’s box.” Should one object return to its origin then who is to
say that more will not be asked of later.
Two trips were undertaken by the OSKCHF in 2013 to determine both the
condition and importance of the work as a piece of Korean cultural heritage. There
was no doubt that the work was from the Joseon dynasty, or that its removal may
have had a questionable journey from its origin. A glaring observation made by the
Korean team regarding the work’s swift exit from Korea was associated with the way
the painting would have been framed within the temple in the first place. The
precision with which the sub-text, which would have identified the location and
subject matter had been removed, along with the clean cuts on the additional three
sides, hinted at a precarious exit from situ.
After further discussions between the two parties, it was determined that the
Hermitage Museum and Gardens was not in a position to act as honorable stewards
to such a piece should it undergo the necessary restoration. Not that there was a sense
of pressure placed on them by the OSKCHF, but instead there was one that came from
within. In particular myself (the senior curator), both the Collections Committee and
the Board of Trustees felt that it had languished long enough in storage. Should it be
restored and then returned to the Hermitage it would likely have had to go back into
storage, or at least be loaned to other American institutions. This would have had a
grave impact on the stability of the work and was therefore deemed to be
unacceptable. Plans were drawn up over a six-month period to oversee the safe

356

shipping and tracking of the object to its current resting place in the National Museum
of Korea (NMoK) in Seoul. In December of 2013 it made its return to a relatively large
reception by the Korean media, as well as Buddhist communities throughout South
Korea.
What remains of this project is ongoing research being conducted by the
National Museum of Korea in their effort to identify which temple the piece
originated. Among the most extensive collections of t’aenghwa are those at the
southern temple of Tongdosa Temple at the base of Mt. Chiseosan near Yangsan in
the province of South Gyeongsang. 392 It was here that the initial provenance was
suggested by the OSKCHF’s international team, however, that has been reconsidered,
as there have been suggestions that it may have come from three other possible sites
including one in modern day North Korea. While it is impossible to rule out Tongodsa,
stylistically, it is difficult to pinpoint one location for which it may have come. The
current team assessing the work in Seoul has yet to make a final decision on the exact
origins of this work.
For me this proves that history is not static. Blame and shame for atrocities in
decades and centuries past are hard wounds to heal. While we cannot undo what has
been done we are capable of creating our own history and taking the appropriate
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steps to acknowledge the missteps of our ancestors. Art diplomacy is an excellent
vessel for beginning this process. Politics will always be riddled with nationalists and
narrow-minded people, but there is something more lucid about art that makes it a
gateway to beginning other conversations. The Hermitage Museum and Gardens does
not apologize for having this painting in its collection for seventy years. They acted as
good stewards towards its welfare and were proud to share their history alongside
this painting’s own. Through their actions the museum created a relationship with an
institution, culture and country that they had never been in contact with before. This
will not solve the greater unrest between nations, but it does prove there are avenues
for which such mending can begin.
For Yamanaka and Company, the somewhat ironic end to an empire was also
a major stepping stone for progressing Western understandings of Asian art and
antiquities. His business was a crucial instrument in navigating scholars towards what
so many in Asia had revered for centuries. As his company was dissolved, the
ideologies of what he and his business companions had brought with them were
spread into the budding Asian scholarly scene. The consequences of this being an
eventual digression in the need for external scholarship, particularly from that of an
Asian art dealer.
As can be noted by the volume of sales in the 1930s, it becomes clear that
Yamanaka’s influence was slowly slipping, if not already stagnant by the time of his
death in 1936. The pressures of trying to maintain market confidence following the
Great Depression proved to be difficult for the business. Outside rivals like C.T. Loo
had also left an impression on the Asian antiquities market, as Loo had found
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acceptance among many of the same bases Yamanaka had thrived in during the 1920s.
This transition from authoritative figure to social outcast would stunt any chance of
Yamanaka and Company from rebounding in the post-war era. Instead, new men
would fill his shoes and scholarship on Asia and in the markets, would change
dramatically.
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Table 18. Breakdown of Lots at the Three-Part Yamanaka and Company Liquidation
Sale
Year/Part

Lots at Auction

Object Totals at Auction

1944/Part 1

939

1529

1944/Part 2

1172

14,958

1944/Part 3

1247

31,414

Table 19. Highest Sale Results at the 1943 Yamanaka and Company Sale393
Lot #
#187
#229
#255 & #256
#330
#386
#422

#434
#466
#512

Object Description
Pair
Superb
Imperial
Yellow Lotus Dishes – Yung
Cheng
Pair
Rare
Buddhistic
Paintings of Bodhisattvas
Pearl Necklaces
Imperial Famille Rose
Gilded Porcelain Temple
Garniture
Two Three-Color Glazed
Pottery Statuettes of
Seated Officials
Pair
Imperial
Peking
Painted Enamel Pear
Shaped Vases – Yung
Cheng
Covered White Jade TwoHanded Vase with Cover –
Chien Lung
Garden
Scenes:
Pair
Important Screens – Tosa
School – 18th century
Rare Engraved Pewter
Wine Ewer – Tang –
Exhibited in New York
1940

Sale Price
$1300.00
$1400.00
$1250.00 & $2200.00
$1000.00
$1100.00
$1800.00

$2000.00
$2100.00
$1050.00
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#641
#755
#782
#905

#906

#915

#916
#917

Chun Yao Bulb Bowl – Sung
Bronze Animalistic DrumShaped Wine Pot (Ho) –
Middle Zhou
Important Carved and
Polychromed Statue of a
Bodhisattva – Sung
Imperial Carved Fei-Ts’ui
Jade
Quadrangular
Bronze-Form Vase with
Cover – Chien Lung
Pair Carved Moss Jade
Three-Handled Baluster
Vases with Covers – Chien
Lung
Magnificent
Imperial
Carved White Jade Pagoda
Koro, with Feng-Huang
Handles – Chien Lung
Imperial Carved Coral
Group of Important Size –
Chien Lung
Imperial Carved Coral BirdForm Vase Group – Chien
Lung

$1100.00
$1100.00
$2700.00
$4100.00

$1100.00

$11,500.00

$1800.00
$1200.00
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Fig. 5.1. Item number 915 from the 1944 Yamanaka and Company liquidation sale Part
1, accessed May 31, 2018, Freer Gallery of Art Archives, Washington D.C.
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Fig. 5.2. Advertisement for a jade pagoda in Yamanaka and Company’s London office,
ca. 1937 in The Connoisseur Magazine, 1937.
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Fig. 5.3. A page snapshot showing item number 905, located in the middle of the page
on the left, accessed May 31, 2018, Freer Gallery of Art Archives, Washington D.C.
182-183.
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Fig. 5.4. Item number 782 showing the seated bodhisattva Guanyin, accessed May 31,
2018, Freer Gallery of Art Archives, Washington D.C., 151.
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Fig. 5.5. A seated Guanyin, late 1100s-1200s. China, late Northern Song dynasty (9601127) – Jin dynasty (1115-1234). Constructed of wood with polychromy and gilding.
Cleveland Museum of Art in Cleveland, Ohio.

367

Fig. 5.6. Guanyin of the Southern Sea, Liao (907-1125) or Jin Dynasty (1115-1234)
Chinese, Wood with multiple layers of paint 241.3 x 165.1 cm. Nelson Atkins Museum
of Art in Kansas City, MO.
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Fig. 5.7. Guanyin Fresco as seen in the 1927 London catalog, Exhibition of Chinese
Frescoes 1927, Yamanaka and Co. LTD. 17, New Bond Street London, 6, accessed April
2018, Rijksmuseum Research Library, 6.
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Fig. 5.8 Guanyin Fresco. 14th century straw, plaster, paint, 58 x 36 in., Hermitage
Museum and Gardens, Norfolk, Va.
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Fig. 5.9. Detail of Guanyin Fresco material.
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Fig. 5.10. The Assembly of Tejaprabha, Chinese, Early 14th century, ink and mineral
colors on clay, 23 feet 5 inches x 48 feet 8 inches (713.74 x 1483.36 cm), Nelson Atkins
Museum of Art in Kansas City, Mo.
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Fig. 5.11. Portrait of the Water-moon Bodhisattva, 15th century, ink on silk, Fahai si
monastery in China.
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Fig. 5.12 Page from the 1943 liquidation of Yamanaka and Company highlighting items
number 1651 and 1652, the Korean works now located in the Hermitage Museum and
Gardens in Norfolk, Va. And the Seattle Art Museum in Seattle, Wa., accessed July
2016, Hermitage Museum and Gardens Archives, Norfolk, Virginia, 236.
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Fig. 5.13 Image of the 18th century Joseon dynasty painting sold by Yamanaka and
Company in 1944. This photo comes from the author’s own copy of the 1943 catalog.
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Fig. 5.14. Image of the Seattle Art Museum’s Joseon dynasty painting in Collection of
Chinese and Other Far Eastern Art, Yamanaka and Company, 1943, accessed April 2,
2017, https://babel.hathitrust.org/cgi/pt?id=wu.89056198146&view=1up&seq=11
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Fig. 5.15. Preaching Buddha, 17th century, Hanging scroll: ink, color on hemp, 136 x
117 1/2 in. (345.5 x 298.5 cm) Overall: 146 1/2 x 121 7/16 in. (372.1 x 308.5 cm),
Seattle Asian Art Museum, Washington.
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Fig. 5.16. Detail of the face from the central Buddha in the Hermitage’s Korean
Buddhist painting. This photograph was taken by the author while preparing condition
reports, Hermitage Museum and Gardens Archives, Norfolk, Virginia.
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Fig. 5.17. Sakyamuni Triad. 18th century, ink on hemp and silk, 315 x 317 cm,
Hermitage Museum and Gardens Archives, Norfolk, Virginia.
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Fig. 5.18. Page in The Connoisseur ca, 1936, accessed July 2016, Hermitage Museum
and Gardens Archives, Norfolk, Virginia. An add from Yamanaka and Company
featuring the Joseon dynasty painting that would later be sold in 1944 to the
Hermitage Museum and Gardens
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Conclusion

The true worth of cultural relics goes beyond each work’s individual economic value.
While this research has tried to reflect on the buying habits and market patterns
created by Yamanaka and Company, these works also represent symbols of moments
in time. Through victory, defeat and suffering many of these objects found their way
into collections in the United States and Europe. This stems largely from the global
market for Asian art that emerged in the early 19th century, which was primarily the
result of European colonialism and American foreign intervention. With the
emergence of the Japanese Empire in 1910 a third leg of support was added to the
global exploitation of weaker Asian nations’ cultural property. The movement of art
and antiquities from their source to the market is a process that relies on multiple
parties for which men like Yamanaka became figureheads. The elite of Europe and
America brokered this expansion as a means for self-enlightenment and social capital.
This, in return, created the foundations for a system of collecting and display that
would be replicated to this day. With the ability to redirect their wealth into cultural
gains, the wealthy were able to build collections that in turn projected their
attainment of an understanding of cultures far distant from their own.394 Shielding
themselves with this new knowledge further buffered them from being associated
with the looter and the thief. The collectors and dealers of the 20th century saw
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themselves as proprietors of cultures and art that predated the eras in which they
obtained them. They had labeled themselves as caretakers of civilizations, which they
thought could not be handled by those in Asia in their time.
For Yamanaka and Company, the role of dealer-educator still holds weight
despite the consequences of their actions associated with the facilitation of this new
view on saving cultures. While they were actively selling looted and smuggled goods,
they were also educating their buyers on the beauty and relevance of each trafficked
work of art. It is a troubling position to be in, as dealers were liberating the minds of
Western buyers from forms and misconceptions of Asian cultures; while at the same
time they were also actively participating in a capitalist exercise of art appreciation
that relied on the misfortune of others. Because of this, the entire operation of
Yamanaka and Company balances delicately on a moral blade that has yet to favor
one side.
There has always been a market for illegally obtained art and Yamanaka’s
business was not the first to sell such relics. The physical volume of cultural property
that has been trafficked out of East Asia is unmeasurable. However, contemporary
research conducted in China and Korea is beginning to identify general totals that
speak to the larger picture. In the case of South Korea, the South Korean Ministry of
Culture published in 1993 that 11,567 items labeled as ‘cultural property’ were
located overseas across eight countries.395 This figure was increased dramatically by
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the government-funded Overseas Korean Cultural Heritage Foundation in 2015, which
now accounts for 156,160 objects abroad in twenty countries. 396 As part of this
program, the South Koreans have actively pursued the return of works from these
countries. The total of which in 2017 was 5139, with the majority of them having been
sent back by the Japanese. In China, totals for the number of tombs that have been
looted just within the last few decades now sits around 200,000.397 This number is just
speaking to the years following World War II. An estimated total of Chinese objects
abroad is now somewhere near ten million. In this number, 1.6 million looted works
are in forty-seven museums worldwide.398 The largest holder of such objects is the
British Museum in London with a total of 23,000. Similar totals for objects abroad from
countries like Cambodia and Vietnam are equally as large, however, operations to
assess the actual volume has just really begun in the last twenty years.399
There remain many questions surrounding Yamanaka and Company’s
operations internationally. While this research has tried to consolidate what
transpired in the United States and Britain, there are other global regions which I have
not reviewed in this dissertation that are of equally important. One of the most
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obvious of these absences being the relationship his company had in his home country
of Japan. Considering that Yamanaka and Company remained anchored in Osaka
throughout the company’s expansion abroad, it would be pertinent to examine this
area next. The omission of his sales in Japan from this research was a conscious
decision made by the author to prevent this work from becoming too large. The time
and space needed to identify the entirety of his stock in Japan is comparable to that
of what has been presented here. Without a doubt the emergence of an international
art market had just as much of an impact internally within Japan as it did abroad. The
relationship his company had with this movement in his home country should be
explored in future research.
From the 1920s to the early 1940s, the Japanese appetite for art and artifacts
from China, Korea, Taiwan and Southeast Asia was just as, if not more in some cases,
insatiable as those in the U.S. and U.K. No different than their western counterparts,
the middle-class of Japan sought to emulate the academic and social elites’ admiration
for Chinese and other Asian art. While dealers like Yamanaka helped supply objects to
those interested, there remained another outlet for these wares which was on a much
larger scale than in America or Britain. Department stores across Japan became
dispensaries for objects that were not just curios, but quality objects. The term used
for these goods found in department stores is tōyō shumi (Oriental taste).400
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Imperial Japan’s desire to claim guardianship over other Asian cultures during
this period lead to a resurgence of interest in art from all regions around Asia. With a
burgeoning Japanese middle-class now able to take part in this nationalistic fervor,
the old practice of the feudal elite’s collecting an admiration of art and artifacts,
known as karamono 唐物, was now relatable to those with new wealth. The volume
of art sold in this manner was massive and would require an extensive review to relay
its importance.
A lesser, but equally relevant conversation should also be had about the art
and artifacts removed from countries like Indonesia and French Polynesia. Even to this
day the relationship museums and collectors have with the arts of Oceania is plagued
with the remains of colonial racism that relegate the art from this region to terms like
“primitive” and “tribal.” While works from these regions seldom came into the market
in New York, or London, they made more frequent appearances in Japan. A discussion
on the Japanese interpretation of such artwork would also make for an enlightening
addition to the movement of the objects themselves. Yamanaka and Company did
periodically bring wares to auction from these areas, as can best be seen in the 1943
and 1944 sales, however, they were limited in scope and lacked any significant
provincial recordings. These countries remain underserved in their representation in
research associated with their relationship to the global art market.
Additional outlets for scholarship, as it relates to Yamanaka and Company,
should also be further examined for his time spent in continental Europe. While the
company did not retain a significant residence in any other country besides the U.K,
there were auctions, exhibitions and private sales made by Yamanaka and Company
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in the Netherlands, France, Germany and Austria. 401 Yamanaka certainly held
influence in these countries, and Sweden, as eulogies from scholars from each of these
regions attest to their respect for the dealer. During my research I encountered and
documented various sales by the company in the previously mentioned countries, but
have excluded them from this dissertation so as not to inflate the two primary regions
that have been discussed.
While it is not often mentioned in this research, it is also important to note
that the Chinese did not sit idly while Americans and Europeans removed cultural
properties from their country. The careers of D.K. Liu, Wang Jiantang, Ma Su, Nan
Ming Yuan and LI Wenqing demonstrate the active assistance and resistance to the
West that existed during the transition between the Qing and early Republic in China.
Their work foreshadowed the repatriation debates that are now occurring in the 21st
century. Likewise, efforts were made early in the 20th century to recover as many art
objects as possible. Chinese diplomats like Hwang Chung Huei actively sought to
undermine collections like those amassed by J.P. Morgan. On a trip to the
Metropolitan Museum of Art in New York, Huei told the New York Tribune that, “From
my own knowledge of Chinese antiques, I am certain that the Morgan collection does
not contain the best my country has produced.”402
The Chinese scholar at that time understood something that the majority of
the collectors, dealers and experts in places like the U.S. did not, which was that
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Yamanaka and Company did keep a showroom in Paris, but the content of that
store and the relationships forged in France have been under researched up to this
point.
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“Sent Far Afield by China to Recover Lost Art Objects,” New York Tribune, August
2, 1914.
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Chinese art was still evolving. It was not a system of archaic rituals that were
constantly to be re-performed, but rather a living entity that was understood and
practiced by the Chinese. This is what makes the dynamic of the Japanese dealer so
interesting and controversial. They too understood that their own country’s art was
moving forward and yet here they were trying to sell a system of ideas that was from
a bygone age. They helped shape Asian art history for Americans and Europeans, but
how often did they reflect on their actions? Were they conscious of this paradigm that
they helped to create? Yamanaka Sadajiro was a brilliant businessman and lover of
art, but there is more discussion to be had on how he personally wanted to relay what
Asian art was and why it was important.
Yamanaka Sadajirō was president of Yamanaka and Company for more than
twenty years. Even after formally stepping down from that role, he remained a key
figure within the organization until his death in 1936. During his tenure at the helm of
this company, he labored to spread the interest of Asian art and culture to countries
around the world. It was under his guidance that many important collections were
created and remain in view to this day. Posthumously, he was lavishly celebrated by
those who knew him, for which their reflections of his character echo one another. A
kind, generous man who was thorough and persistent in his business acumen, but
genial and charming when the shop closed. He was respected by those who bought
from him and by the people he worked alongside. His contributions to the field of
Asian art history go beyond the auction house and are tied to countless publications
during and after his life.
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Yamanaka outwardly projected his business as being an authentic source, a
bridge, to Asian art and culture. Anyone could join him, whether it be by purchasing
curious, furniture, or Zhou dynasty bronzes. He came across as genuine in his love for
Asian art and that passion, which was clearly felt by those who bought from him, has
shielded his role as an arbiter of taste and conduit to Asia. There really is not an
argument that can be made to suggest he was not a crucial figure in the dissemination
of Asian art in the West during the first half of the 20th century. However, the shadow
he cast upon his good name is now beginning to show itself with countries like China
and South Korea actively pursuing their cultural property.
The prerogative of wealthy countries had been for so long to ignore questions
of nationalism and ethics and instead accept their goals of establishing encyclopedic
collections as being a just cause towards their own cultural advancement. The
conclusion of World War II and the post-war era saw the emergence of reflection on
what national identity meant to the legitimate ownership and protection of cultural
property. This awakening happened more successfully in Europe whereas in China,
Japan and Korea the internal cogs that ran each country were not as well-oiled at the
conclusion of the World War II. Time has changed that position and with every new
year more questions will arise as to the provenance of Asian collections found in the
United States and Europe. This is for the better of the field. To progress as a part of
the greater historical canon associated with Asian art, institutions and private buyers
must begin to reflect on what it is that makes an object so important to a people. Are
they acting as conduits to a culture like Yamanaka, or are they selfishly hoarding
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collections to make some arbitrary point? Perhaps this is why Yamanaka remains in a
grey area. At least there was an appreciation for the art he sold.
Despite the larger questions that remain about how to interpret and engage
with the objects Yamanaka sold, it is important to emphasize the point that has run
through this entire work; which is that Yamanaka and Company played a crucial role
in strengthening Western perspectives on Asian art. He and his company fabricated a
system of tools to educate and nurture a greater understanding of China, Japan and
Korea. The integrity Yamanaka brought to his operations is clear and present in the
depth of collections across the world today. While the questions around why and how
these objects moved remains a talking point, there is truth in the idea that without his
oversight, the West would have taken longer to accept the arts of Asia as a universally
important field. More than anything, it is the series of men and women who were
fostered by his expertise that reflect the good in his intentions. Countless scholars
emerged under the wings of his tutelage. They then turned and helped educate even
broader bodies over the decades following his death. This all demonstrates that
Yamanaka was a catalyst for change, both good and bad.
To conclude, Oswald Siren wrote of his observations of Yamanaka in Japan on
one of his trips abroad. His interpretation of the dealer, collector and connoisseur’s
operations and personal charm best sum up how calculated and informed Yamanaka
was as a businessman. While there is a genial and personal undertone to Siren’s
words, one could extract from this short writing that Yamanaka was always one step
ahead of everyone, which seems to have been his unsung motto.
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There, in the old warehouse of the Yamanaka Co. in Osaka, he was in the
proper setting: a place outwardly exceedingly simple and old fashion with no
special arrangements for the display of works of art but full of priceless
treasures hidden away in closets, wooden boxes and cloth wrappers. Here he
sat in the midst of a large staff of busy clerks, keeping correspondences with
many parts of the world, some with the Chinese writing brush, some at
modern typewriters, all carrying out the instructions of the little man who
during his long and repeated travels had established business relations all over
the globe. It was so different from the offices of a modern or American
business corporation yet no less impressive, at least for those who knew
something about the ramifications of the firm, i.e. his firm and its activities in
far off parts of the world.
The little man who was the living centre and organizer of these activities was
just as unassuming and simple as the surroundings. He did not make any
efforts to impress the visitor by talking volubly or posing as a superior
connoisseur. He sipped his tea, smiled and gave his orders to one of the clerks
for bringing out certain works of art: old bronzes, precious potteries, carvings
in jade and stone, etc. But every time a piece of particular beauty or interest
was brought out and placed on the table, there was a slight grunt of approval
and a smile or a gleam in the pensive eyes which reflected love as well as
proudness. He was proud to be able to show the objects to a keen student
from afar, and he felt the artistic beauty no less than the commercial value of
the things. Yet, he did not speak about them loudly or braggingly but preferred
to watch the reaction in the visitor’s face and to listen to his remarks. He liked
to find out just how far the other man was able to grasp and appreciate the
points which he knew and felt so keenly. And when he found that there was
the proper kind of response, his smile became still brighter, his happiness
deeper.403
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Yamanaka Sadajirō, 故山中定次郎翁傳編纂會. Yamanaka Sadajirō den (Ōsaka:
Ko Yamanaka Sadajirō-ō Den Hensankai, 1939), 31-32.
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Appendix A:

List of Yamanaka and Company’s New York and Boston Sales

The sixty-eight U.S. sales include: Mar. 2, 1892 (or 1898 or 1904) Antique and Modern
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1908 Chinese and Japanese Art, Rucker (Boston), 600 lots. Feb. 27 – Mar. 14, 1908 The
Exhibition of Ukiyo-e Paintings and Prints, Alexander Press (New York). Mar. 19, 1908
Extraordinary Antique Chinese and Japanese Art Objects and Remarkable Collection of
Antique Chinese Rugs, American Art (New York), 632 lots. Dec. 1, 1908 Chinese and
Japanese Art Objects, Rucker (Boston), 451 lots. Jan. 7, 1909 Beautiful Old Chinese
Porcelains, Jades, Crystals, Amethysts, and Antique Rugs, Fifth Avenue Art (New York),
415 lots. Feb. 9, 1909 Art Objects from China and Japan, Rucker (Boston), 515 lots.
Mar 12., 1909 Beautiful Old Chinese Porcelains, Jades, Crystals, Amethysts, and
Antique Rugs, Fifth Avenue Art (New York), 415 lots. Dec. 10, 1909 Very Remarkable
Collection of Oriental Art Objects and Unique Chinese Rugs, Fifth Avenue Art (New
York), 400 lots. Feb. 16, 1910 Chinese and Japanese Art Objects Collected by A. Aoki,
Rucker (Boston), 667 lots. Dec. 8, 1910 Beautiful Antique Chinese Rugs, Old Chinese
Porcelains, and Potteries and Choice Japanese Art Objects, Fifth Avenue Art (New
York). Jan. 5, 1911 Rare and Beautiful Old Chinese Porcelains, Jades, Rock Crystal, Sung
and Yuan Pottery, American Art (New York), 541 lots. Feb. 28, 1911 Chinese and
Japanese Art Objects, Rucker (Boston), 510 lots. Imperial Jades and Other Beautiful
Objects in Rock Crystal, Agate, Lapis, Lazuli and Coral Mostly from the Private
Collection of the Late Captain J.F. Peel, London, England, American Art (New York), 226
lots. Jan. 27, 1912 Remarkable Collection of Early Chinese Pottery, Porcelains and
Bronzes of the Han, Sung, Yuan and Ming Dynasties, American Art (New York), 226
lots. Dec. 12, 1912 Important Collection of Chinese Art Objects…, Fifth Avenue Art
(New York). Feb 23, 1913 Chinese Art Objects, Fifth Avenue Art (New York). Feb. 27,
1913 Illustrate Catalogue of the Remarkable Collection of the Imperial Prince Kung of
China, American Art (New York), 536 lots. Jan. 29, 1914 Remarkable Collection of
Ancient Chinese Bronzes, Beautiful Old Porcelains…, American Art (New York), 519 lots.
Jan, 1915 Japanese Prints, Doll and Richards (Boston). Feb. 16, 1915 Oriental Art
Treasures, American Art (New York), 253 lots. Dec. 2, 1915 Rare and Beautiful Oriental
Art Treasures, Rucker (Boston), 472 lots. Dec. 3, 1915 Rare Old Chinese Porcelains and
Potteries, Fifth Avenue Art (New York). Feb. 7, 1916 Oriental Imperial Treasures,
American Art (New York), 472 lots. Dec. 14, 1916 Important Collection of Antique
Chinese Porcelains…formed by Ernst Marsh, J.P. of Haselmore, Surrey, England and
Recently on Loan Exhibition…, American Art (New York), 534 lots. Jan. 26, 1917
Furniture and Embellishments from Imperial Palace, Peking, American Art (New York),
326 lots. Mar. 12, 1917 Japanese Color Prints by the Great Masters Collected by the
Expert Kenkichi Hirakawa of Tokyo, American Art (New York). Jan. 22, 1918 Chinese
Art Treasures and Antiques from the Private Collection of Mr. Edward Warren…,
American Art (New York), 526 lots… Feb. 3, 1921 Exceedingly Important Collection of
Artistic Oriental Objects and Decorative Art, American Art (New York), 662 lots. Apr.
16 1927 European and Oriental Textiles, American Art (New York), 264 lots. Feb. 23
1928 Oriental Art had Stone Carvings, Celadons, Fabrics, Bronzes, Wood and Stone
Sculptures, Lacquer Painting on Silk, American Art (New York), 661 lots. Feb. 15, 1929
Ancient Oriental Art, American Art (New York), 508 lots. Dec. 4, 1929 Chinese Art,
American Art-Andersen (New York) 1017 lots. Feb. 20, 1933 Art Objects and Furniture
from Japan, China, and Korea, Leonard (Boston), 653 lots. 1943 Collection of Chinese
and Other Far Eastern Art, Assembled by Yamanaka and Company, Inc. Now in the
Process of Liquidation Under the Supervision of the Alien Property Custodian of the
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United States of America. Fifth Avenue Art, (New York) 1683 lots. May 24-27, 1944
Liquidation of the Entire Stock of the New York Store of Yamanaka & Co. Inc., Oriental
Art, Part One. Parke Bernet (New York) ***June 14-16, 1944 Part Two***June 28-30,
199 Part Three***June 6-7, 1944 Liquidation of the Reference Library of Yamanaka &
Co. Inc., Parke Bernet (New York). In addition to these U.S. Sales I have located twentyone (21) catalogs associated with his London branch, ten for his Osaka office, one for
Kyoto, two for Tokyo and three for Paris and two in Amsterdam.
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Appendix B. Overview
It is important to provide some clarification about the structure of the table
provided in appendix A. While it is relatively simple in terms of its layout, the depth
to which each column encompasses should be provided with some additional
insight. As a general overview, the categories of dated, provenance and artist are
associated with the Lot Total. For the regional categories of Chinese, Japanese,
Korean and Other they are tied in with the Object Total. This has been formatted as
such because I feel there is value in seeing exactly how many pieces came from
which country, as opposed to letting them hide behind a single lot number as ‘one’
work of art.
In the case of the first two columns, the number of lots from each sale are
provided as two separate totals. Lot totals represent the actual number of lots
present in each catalog (sale). For many of Yamanaka and Company’s sales the
number of physical lots per catalog does not equal that of the total volume of wares
being sold. An example would be a pair of Fu Dogs, as opposed to just a Fu dog. This
may seem a trivial thing but, when accounted for, the actual totals can double the
number of pieces being auctioned. It is also common to find items that are part of a
set and then labeled as 1a., 1b., etc. These have been added to the object totals (the
second column), as opposed to the lot totals, in an attempt to keep a streamlined
number. Examples of more common bulk items included armor (sold as sets), ivory,
terracotta, temple remnants, weapons, netsuke and inro. Quantity of objects per lot
also ranged rather dramatically. In the case of goods like Japanese arrow heads, one
could buy twenty-four to thirty-six in a single lot. Such a high number is often not
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the case for most objects (pairs are quite frequent), but it should be noted that the
sale of high volume lots existed in Yamanaka and Company catalogs as early as the
1890s. The use of large quantity sales became more prevalent towards the 1930s. By
the time the company was liquidated in 1944 there were some instances of over sixthousand items being sold as a single lot.
Dated objects include those that have specific dates or are referencing a
specific century. Typical of early Yamanaka catalogs was the use of an umbrella
dating system; in which the author opens with an all-encompassing statement that
the forthcoming wares date between the X and Y dynasty. When visiting each object,
however, one will not always find a specified date or reign. For the purpose of detail,
I have not included the broad total, but instead calculated those pieces that are
accompanied by Imperial reigns, well defined dates, or centuries. If we were to look
at this through a wider lens, then nearly all of Yamanaka’s pieces would be “dated,”
which I do not feel accurately highlights those artworks that his company felt
confident in giving fixed dates.
Provenance refers to those works that are given additional historical
clarification surrounding their origin prior to being in Yamanaka’s possession. It is
obvious that all of these pieces now have a provincial record that includes being
product sold by Yamanaka. Instead, I have marked the pieces that included previous
owners, exhibitions, site extractions, or conflict induced removal noted by the
author. An example of the latter would include events like the Boxer Uprising which
led to an increase of Chinese wares in the American market as early as 1902. Both
Yamanaka and Matsuki sold pieces from this conflict through 1906. Throughout
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these catalogs they commonly note that it was their good fortune of having been in
Beijing following the conclusion of the conflict that they were able to procure these
objects.404 There are often unabashed descriptions of when and where something
was removed and how we, the buyer, should feel privileged at having such an object
at our disposal. Similar to the dating of objects, provenance can be generalized.
There are sales that originate from one source, i.e. a specific social or political
figurehead. For the tables presented below I have included the names of these
previous owners.
The term ‘artist’ is meant to incorporate any individual artist listed, as well as
schools and workshops from which a piece might have been created. I have not
considered those objects with the reference, “thought to be by,” in these tables. In
addition, what appears common among recycled artwork (repapering in multiple
catalogs) is that the attributed artist tends to change as the authors of these catalogs
became better versed in their historical surroundings. It is not unusual to find an
artwork in more than one catalog. If a piece did not sell one year, the company
would attempt to sell it again the following. If that was unsuccessful, it may reappear
in a different market altogether. Transatlantic movement does not appear to be all
that common, but moving stock between New York, Boston and Chicago happened
frequently (as well as occasionally London to New York). Like much of the included

404

Yamanaka & Company, Catalogue of Magnificent Collection of Antique Carvings
and Things Buddhistic: From Temples and Palaces of Japan and China, to Be Sold
Nov. 6-8, 1902, at Copley Hall, Boston. (New York: American Art Association, 1902).
Matsuki also sold antiquities associated with the First Japanese-Russo War in 1894.
At the same time, he is selling objects from the Boxer Uprising he is also auctioning
off objects taken from Port Arthur (Lushunkou) by Japanese officers.
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content in these catalogs, object records should be carefully considered before
committing to exactly what was printed. I feel the first step in organizing Yamanaka’s
stock comes through the generalization of this data.
Finally, the choice of focusing on the regions of China, Japan and Korea
comes solely from the fact that the majority of what was sold by Yamanaka and
Company came from one of these three countries. An outlying example, that does
not conform to this narrative, would be the 1926 sale in Boston, MA titled Exhibition
of Bronzes and Stone Sculpture of Cambodia – Siam – Gandhara and Siamese
Paintings. It was a small auction and judging by the reappearance of many of these
goods in the 1943 sale, a relatively glossed over affair. The reader might also take
interest in the category of ‘other.’ Despite having come off as an authority on East
Asia, Yamanaka also managed to collect Peruvian art and even dabbled in Oceanic
works as well. This, along with his inclusion of art from India, Tibet and Gandhara
make for some interesting dialogue as to why the company attempted to branch
from its more established roots. This discussion should be furthered in future
research.
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Appendix B.
Breakdown of Yamanaka and Company Sales: New York, Boston and
London 1896-1944
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Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Rare Lacquers, Paintings,
Prints, Porcelains
March 12, 1896
New York City

900

1481

400

44

494

77
*5

1390

7

Indian 5

Collection of Antique Carvings
and things Buddhistic from
Temples and Palaces in Japan
November 6, 1902
Boston
Catalogue of Magnificent
Collection of Embroideries
from Temples and Palaces of
Japan and China
April 2, 1903
Boston
Catalogue of Japanese
Antique Metals, WoodCarvings, and Things
Buddhistic from Temples and
Palaces
January 28, 1904

450

616

440

152

15

168

448

0

0

450

551

9

15

4

485

66

0

0

600

974

73

33

21

51

922

1

0

New York City

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Catalogue of Rare and Superb
Collections of Antique Clocks,
Armors and Musical
Instruments from Japan and
China
November 17, 1904
Boston
Illustrated Catalogue of
Antique and Modern Chinese
and Japanese Objects of Art,
Curios, Paintings, Prints,
Textiles and Embroideries
January 5, 1905 Daytime
New York City

515

665

264

60

82

77

588

3

0

1348

2075

550

17

165

736
*16

1299

24

0

421

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Illustrated Catalogue of
Antique and Modern Chinese
and Japanese Objects of Art,
Curios, Paintings, Prints,
Textiles and Embroideries
January 9-10, 1905 Evening
New York City
Illustrated Catalogue of a
Most Important Collection of
Beautiful Objects and Elegant
Carved Furniture Suitable for
Household Embellishment and
Utility Recently Imported from
Japan and China
January 4, 1906
New York City
Catalogue of Magnificent
Collection of Antique Carvings
and things Buddhistic from

585

663

301

1

581

8

655

0

0

976

1613

120

369

297

99

1514

0

0

457

565

371

202

160

83

482

0

0

422

Temples and Palaces of Japan
and China
February 5, 1906
New York City
Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Catalogue of Rare Chinese
Porcelains, Potteries Bronzes
and Cloisonné’s at Hotel
Somerset
October 21, 1907
Boston
The Exhibition of Ukiyo-e
Paintings and Prints at The
Yamanaka Galleries
February 27, 1908
New York City
Catalogue of Extraordinary
Antique Chinese and Japanese
Art Objects and a Remarkable
Collection of Antique Chinese
Rugs

125

130

122

1

0

120
*7

0

3

0

179

179

179

179

179

0

179

0

0

632

649

322

0

31

560
*2

77

5

Indian 5
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March 19, 1908
New York City

Sale

Number of
Lots

Catalogue of Beautiful Antique 176
Chinese Rugs of the Imperial
Chien-Ling and Earlier Periods
January 1, 1909
New York City
Japanese Screens at the
264
Galleries of the Royal Society
of British Artists
May, 1909
London
Japanese Screens at the
53
Galleries of the Royal Society
of British Artists
Spring, 1910
London

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

176

0
Noted as
Qianlong
and Earlier

0

0

176

0

0

0

264

264

0

264

0

264

0

0

53

53

0

53

0

53

0

0

424

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Japanese Screens at the
Galleries of the Royal Society
of British Artists.
July, 1912
London
Illustrated Catalogue of Rare
and Beautiful Old Chinese
Porcelains Jades, Rock Crystal,
Sung and Yuan Pottery an
Extraordinary Palace Screen
January 5, 1911
New York City
Illustrated Catalogue of an
Extraordinary collection of
Imperial Jades and Other
Beautiful Objects: Mostly from
the Private Collection of the
Late J.F. Peel
January 25, 1912
New York City

195

195

195

0

195

0

195

0

0

541

569

450

2

2

565

1

3

0

226

229

4
(Catalogue
labeled all
as 17th-18th
century)

3

0

199
*16

0

0

14 European
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Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Ancient Chinese Objects of
Rare Distinction and
Archaeological Interest
January 27, 1912
New York City
Japanese Screens at the
Galleries of the Royal Society
of British Artists
February, 1912
London
Illustrated Catalogue of the
Remarkable Collection of the
Imperial Prince Kung of China;
A Wonderful treasury of
Celestial Art Recently
Acquired by the Widely
Known Firm of Yamanaka and
Company
March 1, 1913
New York City

193

211

192

9

1

211

0

0

0

55

55

55

0

55

0

55

0

0

536

587

453

581

15

581
*3

0

0

3 European

426

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Illustrated Catalogue of the
Remarkable Collection of
Ancient Chinese Bronzes,
Beautiful Old Porcelains,
Amber and Stone Carvings,
Sumptuous Eighteenth
Century Brocades, Interesting
Old Paintings on Glass and
Fine Old Carpets, Rugs, and
Furniture from Ancient
Palaces and Temples of China
Comprising the Private
Collection of a Chinese
Nobleman of Tien-Tsin
January 29, 1914
New York City
Hirakawa Collection of
Japanese Color Prints
March 2, 1914
New York City

519

624

468

16

4

624

0

0

0

103

103

103

103
Hirakawa
Collection

103

0

103

0

0

427

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Japanese Screens at the
Galleries of the Royal Society
of British Artists
February, 1914
London
Antique Chinese Bronzes,
Potteries, Etc.
Spring, 1914
London

66

66

62

0

62

0

62

4

0

118

120

118

7

0

120

0

0

0

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Illustrated Catalogue of the
Rare and Beautiful Oriental
Art Treasures of Supreme
Quality Procured in China
During the Past Year by the
Senior Member of the Well-

253

335

252

3

0

335

0

0

0

428

Known Firm of Yamanaka and
Company
February 16, 1915
New York City
Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Hiroshige
1915
New York City

157

157

157

157

157

0

157

0

0

Catalogue of Rare and
Beautiful Oriental Art
Treasures
December 2, 1915
Boston
Illustrated Catalogue of a
Remarkable Collection of
Ancient Oriental Imperial
Treasures of Rare Artistic
Distinction Recently Procured
in China and Japan
February 7, 1916

472

649

150

1

16

435
*1

195

17

1 Indian

472

595

401

9

125

159
*10

404

9

2
Cambodian 1
Siamese
1

429

New York City

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Ming Paintings
March, 1916
New York City

78

78

0

0

78

0

78

0

0

Illustrated Catalogue of an
Exhibition of Oriental Art
Treasures
December, 1916
Boston

95

111

83

5

0

100

0

11

0

430

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Illustrated Catalogue of the
Furniture and Embellishments
from the Imperial Palace
Peking. Exquisitely Wrought
Gold Ornaments from the
Ceremonial Crowns of the
Former Emperor and Empress
of China and Numerous Other
Objects of Antiquity and
Distinctive Artistic Excellence
January 20, 1917
New York City
Illustrated Catalogue of
Chinese Art Treasures and
Antiquities from the Private
Collection of Mr. Edward
Warren
January 22, 1918

326

362

241

22 (Officially)
All are said to
be Imperial

0

361

0

1

0

526

718

303

6

10

703

9

5

1 Siamese

431

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Exhibition of Chinese
Ancestral Portrait Paintings
1920
New York City

14

14

14

0

14

14

0

0

0

Illustrated Catalogue of an
Exceedingly Important
Collection of Artistic Oriental
Objects and Decorative Art
Which the Owners Have been
Three Years Assembling
February 3, 1921
New York City
Japanese Screens at the
Galleries of the Royal Society
of British Artists
October, 1922
London

662

711

602

14

9

666
*8

10

27

0

57

57

57

0

49

0

57

0

0

432

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Ancient Jade Exhibition
October, 1923
London

66

66

66

0

0

66

0

0

0

Antique Chinese Sculpture,
Bronzes, Potteries and Ming
Porcelain Exhibition
November, 1923
London

170

172

146

0

2

171

0

1

0

Early Chinese Pottery and
Porcelain Exhibition
1923
London

234

264

7

0

49

263

0

1

0

433

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Ancient Chinese Bronzes
December, 1925
London

100

148

100

13

0

140

3

0

3 Scythian

Bronzes and Stone Sculptures
of Cambodia, Siam, Gandhara
and Siamese Paintings
March 1926
Boston

49

84

49

0

1

0

0

0

9 Cambodian
66 Siamese
5 Gandharan
4 Indian

Siamese Bronze, Chinese
Stone Sculpture and Siamese
Painting
June, 1926
London

81

82

81

0

0

16

0

0

66 Siamese

434

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Exhibition of Japanese Prints
October, 1926
London

122

122

122

0

122

0

122

0

0

Spanish, French & Italian,
Chinese and Japanese Textiles
Embroideries, Velvet
Hangings, Priests Robes, Nodance Costumes, Chasubles,
Copes, Decorated Screens, Silk
Carpets
April 16, 1927
New York City

264

298

260

0

0

136
*2

31

3

4 Mongolian
1 Pakistan
69 Spanish
6 French
6 Italian
16 Dutch
2 Bulgarian
8 Turkish
9 Caucasian
1 Crimean
4 Persian

435

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Exhibition of Chinese Frescoes
1927
London

43

44

0

0

44

0

0

0

Exhibition of Early Chinese
Ceramic Art and Sculpture,
Etc.
June, 1927
London

132

182

132

0
Suggested two
sites for
removal, no
clear definition
for each object
2

0

182

0

0

0

Exhibition of Early Chinese Art
and Bronzes, Etc.
December, 1927
London

137

196

137

5

0

196

0

0

0

436

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Chinese and Korean Art
Objects of Age and Excellence
from the Private Museum
Collection of Mr. Gisaku
Tomita Seoul, Korea
February 18, 1928
New York City
Art of the Far East Decorates
and Single-Color Porcelains,
Semi-Precious Mineral
Carvings, Bronzes and
Cloisonné Enamels, Lacquer
Furniture, Chinese Rugs and A
Superb and Unique Ming
Brocade from the Jeho Winter
Palace
December 4, 1929
New York City

661

838

546

1

2

313

122

403
Tomita
Collection

0

1017

1113

624

3

6

1076

20

17

0

437

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

An Exhibition of Early Chinese
Bronze, Jade and Ceramic Art
June, 1930
London

157

167

156

0

0

165

0

0

2 Scythian

Exhibition of Early Chinese
Ceramic Art
June, 1931
London

150

167

150

0

0

167

0

0

0

Exhibition of Omi-ye Arranged
through the Courtesy of
Yamanaka and Company
1932
Ann Arbor, Michigan

92

101

92

1

17

4

97

0

0

438

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Exhibition of Japanese Armor
and Horse Ornaments
June 1933
New York City

94

94

94

94
Hamano family
collection

1

0

94

0

0

Exhibition of Japanese
Ceramics
May, 1934
New York City

110

114

110

3

9

0

114

0

0

Exhibition of Chinese Pottery
Horses and Camels Dating
from the Han Dynasty to the
20th Century
September, 1934
New York City

83

109

83

0

5

73
*1

12

0

0

439

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Exhibition of Chinese Art at
the Fine Arts Exposition
November, 1934
New York City

116

150

116

6

3

149

0

1

0

Exhibition of Chinese Art at
108
Knoedlers Galleries.
December-January, 1935-1936
London

117

107

35

20

117

0

0

0

Exhibition of Chinese Ceramic
Art, Bronzes, Jade, etc.
April, 1937
London

145

127

1

36

145

0

0

0

122

440

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

Exhibition of Chinese Ceramic
Art, Bronze, Jade, etc.
June, 1938
London

160

180

158

0

62

176

2

2

0

Exhibition of Ancient Chinese
Bronzes and Buddhist Art
October, 1938
New York City

209

248

208

34

0

244

3

0

1 Persian

Collection of Chinese and
Other Far Eastern Art
May 24, 1943
New York City

1683

1892

1492

44

42

1690
*25

103

9

4 India
5 Pakistan
15
Cambodian
6 Siamese
2 NZ
14 Afghan
19 Peru

441

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

By the Order of the Alien
Property Custodian of the
Unites States. Liquidation of
the Entire Stock of the New
York Store of Yamanaka & Co.
Inc. Oriental Art Part 1
May 24-27, 1944.
New York City
By the Order of the Alien
Property Custodian of the
Unites States. Liquidation of
the Entire Stock of the New
York Store of Yamanaka & Co.
Inc. Oriental Art Part 2

939

1529

612

0

33

1063

390

26

50 Other

1172

14,958

515

0

69

9169
*35

3092

176

2444 Other
1 India
5 Persia
13 Siam
7 Gandharan
9 Cambodian
7 Peru

442

Sale

Number of
Lots

Number of
Objects

Dated

Provenance

Artist

Chinese
*Tibet

Japanese

Korean

Other

By the Order of the Alien
Property Custodian of the
Unites States. Liquidation of
the Entire Stock of the New
York Store of Yamanaka & Co.
Inc. Oriental Art Part 3

1247

31,414

586

0

56

3460

3656

117

24,095 Other
5 Indian
12 Siamese
8 Cambodian
47
Gandharan
10 Java
2 Peruvian
2 Italian

443

