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Emil ORLIK (1870-1932)
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The Japanese Jugiler
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The Japanese Painter
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The Japanese Printer
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Before the Chion-in, Kyoto
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Emil ORLIK

Girl under a Willow Tree
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Fuji — Pilgrims
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Blast of Wind
1901 (B i34) & B 1R
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Temple Garden in Kyoto
1901 (B34 5. S EARR

10

25

Winter-mood
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Title unknown [A Boy with Flower]
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Title unknown [ Pine Tree]
1900 (HAE33) 4F RF, 4127
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Title unknown [Profile of a Woman]
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Fritz (Friedrich) CAPELARI (1884-1950)
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Woman in a Rainstorm (Outside the Wall) Woman in Snow (Fence and Plum Tree)
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Children at the Fair
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Girls Going Home in the Rain
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Nude Woman Holding a Black Cat
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Pine Trees by the Moat
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Matsushima (Sailhoats)
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White Birds on a Pomegranate Tree (Night)
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“Best regards with a taste of Japan to come™ — Orlik's selfportrait
on @ postcard from the Japan exhibition in the Viennese Secession, 1900

ke a2 E -7 AR MR Th Ay 9 F T,
COBRBEEVELTLHEOMFH TS END
REMLEEIC > TV, ESSCTFHEZOF+7
avEL TR, HABRCZH MR 2B AT
Wwa,

4= DD HEBEI DA N2 % H A [ H
biOTIIR, EokZazi-Aloli#bdH -7,
ZORK S ORIE (18995) oA N 24— 51
BIRD A =T HY, ZOIN—=TDVED, 75
e R AR H 3T T, 18945 A 595512
I TTEN 7 7493y —ICBlifTL 72 H A {48 % 0]
B TEBUBchH Tz, =~ H—HiHAEH
SRRt BLLWBORELCOH AR EMEOE
WrpicBlsh, HEOFRHE 28 L s0i1c—
BE->TW, L, A28 HEZHIELE
EEREAEG-TY, TTICHYEPREOEICE
L Ty 7= il E P aEER > 2 D AR 2 3 3 2 il iy
OE@ETH-7:, TORMDIEEIRZORES
BN AIV 2y —DAKMER O ERT 22
BARTWAZETIEHEA TH 72,

MFEY Ty 2/ T iSOV HEICE-T W &
T Ve SBEHARTEOM T T Lz
DOBEAN—VL—T ARBICFL AT O FE ML
7vavyDEREZSEANPTHE—ICHEL,
BTANIZIZE>THLEZBGOEMLL ELObD L
RAARODEEHEZZICHERA D12,

BHETERMFKEL TRIILAZET, A0Y2i3H
AEBOBHAET X TEHBRTHOCENTE,
Aoy, YOS5 HNDZDIZEsTzOhh
WSR2 TvS, Gat ToLhLVOEHEIE -1
A, Bitclibht:, 520 -8, v —>
DA =AM TEBIHCE>TRITESN MR IZT T
HN—BRRE LTV REH -1 —2
ORI EI->THIIHEAOE L, dFHEAICK
LREEZOLIEHTEL, 212, ZOMMIREHE
FHEALBCANVIZOWMERITTOEMN, T4b5
(BT 574977 —F(iRE) . Db A



KM M T2 (A —AR) 7 Bl S,
4= ) EHRHETELOER ST, YDA — A
7 AL BRI EORAI, AV ZHINETT
ok, COSEARRBE VI EWRICHEHLL TEZEW
HZe#nA Tz, L TANVYZIZHAEMED, Bk
DA =AM THEBHEEHTORERELTHHT
5-0OTHS,

AN 7OEARCEIBEREETICOWTIR. &
HIcEA2EROBBRYITI TictHrBEidanTs
febl3 T, 22 TEREHHlMICHN T2 RUE
ButEAS, HIZ19005E4 A ¥iE»6, 190152H 24
HicHFO# Lo REHICL 26 D0ICHE
KHlh A& F22TOBLZ1IEMEHEATEATL
tro biUiE, A2 HATEREREA IS
il hi, FhidbbAA, HOEW LD RIS
HTIHTHZRE LS, ANVNZBRECOHS
W3 AN F—2IOUEMICHZ, ROz
il W THEILBA A, i IcHX
B Efi- - Boll— o TR E AL % KRR
B I~ ORALY (1901 ) D 7= i, {ifL 1z
e (EiAENZI Hicos 1M o) O E T
McHBESBAE —, FLTGHERLFETITE LA K
Je &l 2 A4 0 2 i B OME | OESFKIT. £5
Liz4D, il HEnch ToRMIIEEAEH N FE
A, THHLAR{EETT, RERELOHHNT
XTHEWEWEET TS| EEAOV—T AILF
MTEZTWA(1900510H5H, #EXD) . KRR
i, ARRE! FoLENBDIZEREZDLTTE A
roFHLTuRL v Tuhn, BUE R
T, RT, REoTrE T reeee J(19005E10H20H
oL —7 A TETFH) .

phbhELT, AAVZ7CRATFLTHOB XD
AL EEICBbE 2605, O ARRIE
1%, HHREEE, RKERE~OHZOANRAALIIZ
hfE by IRE—fOMAL LTS, THE
DARRE OEIER AT L 2 b6, Biol{SADIE
E¥ATHET B, KEREOEFSL LIV

vaveRELE, 7o /048 A HYIIcLEHE 2
DavyyarEBBAL T EL 22w ] (190056
H15H., ERsL—7 AT - F 8. 2oL
JRFilc B TER, Hid, /SR T L, KE, BLY
ARE#HT2HE). KREEOHFIC>VLTIE, B
RTHATORIFESETREPS1:OTHD, B
D4 FTATANEHSE, TEDH >IN IR
[H&ERTHEHEIDEMELRL BFOWEH
M THLHARCHEICEBIZS TV, WO HIRE
2135, Lotz AHARCHTEL, ZOE O EM P
IEREEEIC LA AN 2 1EH, #E BT, 7T
IfF—ow s AL TOJRBICILBM->TWwaIE
EREL Tz, HOBEAOEHILANIEN
[Yyf=AL |WEK, HDVIANV)ZHNILIS
OIHAE{LaN T |E%kTEINBI LRI P 2l
Tuatz, IR ET AL -T, 2OBEOE T
TRHEANLERRAOEKYOEN 2IE T o0k
Hi, REC, BEMBEAZIVERTILNCEST
Witz ANUZEHARTER, RO ZMR:bE
g AR>S, HTRERECHERBERO
FHRIETH 2, ANVZIdE7:, BOME %%
HARL 72l Zh8g | eifpif h 2 M LB OBRE LR,
HAEAOEMRCEBROBRBHEI{FOE 20 %
fED . M8 O LS EWTEEE B AL
frzrTH Ao, 2L TN 2 HEET G ]
ELTEERT—T4AMLTRfMEN, LIS
FAESE A EOHSMEREL TLiBIENA R L,
PR B L > TIH R R EW R AT 72,
IITHSVEDANNZO L ESI AL T, ok
i BEE, ThbbIFHEEHICLESD, [HAC
BOBETRIETAIRY, ZRARUELRELGAT Y
F1oen kil Lo RIS ERIZ LD EE
A Pl ARRRE R EOR MM RL LT
(e KRB O R ALENCHTETEEL, HE
DEFCLRALMRN T, SELHIREERWLE
L2zeee-= J(19005E11 H30H , B#lioL—T AUl
T F48) . Lo LB it o AR i i & 5 Ehc




FEULEL T, Fhi, DV I BN THEIEE
LTHIZ6NBLWIHEHELDIET:,
ROMORMEBO LS %2 HAMEIME ALY
IDONEICEFORMERL . 3R~ 70HE
o, BLEWOBACTHTTROLIICH D5,
ZHIZHARZFEL LOBAEL-> TV D, [kl
ShBEPLERGTHREBOFEBCR TLET]
(19014ETHISH, Ty 672 T_N VKR
AN THFHR) . COFEDI2H, BT AF 720
LMCFHERD, HETHIFEL 2850% AR
Hi:ZOM4, 5SRO EFELERFEREO M — 257
BiRBHSECEDweEIF:, Ba%HIE
BEHEIDITTIRAL, FoRREB L EH THL
H7:D1iH, TERRG P BESORELZAD
Histz, FHRFAYOHA—NLAN—ZTHI NS
SRERIC, SAT L OFR(CEIRO A A A) %
HETaI3REsh TW:heTHY, £, Kik
SERDSEI—DBEDF+7)—TOMERO i H
Hot:stior:(19014E12H29H, 751),
ZOF¥r )=z — D) Z@NCEL [ Yo
veEAT P51 (fig2), CORFOERE THFR:
5i3AN7OHENIHL, RERSILICHELE
LBl 7. COEBRIZ gz =T — 1L % —
BRI LIEBRYIOSBATHY, 25kl
GAEICi T 2EETLH o0, HETRFER. A
WNZEBHIEMRIZZOUB LR T, LBEOHMS
(Foa)OREEAI LRI, AVVZ2ORELIZ
PHT. KFEORBO T TEESELICLY, s
LI AONITEHIC 2D, ZF WL EMDICHE(E
N olz, ABMIZTERTION, RHEMZLD
2 BRI LIEICESbIL VT —F ) —
DU, BRETEROFH LA LVv-7200TH
. Pz EBLLoKILE, AN#o R
B), ZL THZROLHOME L Leh Sz %
ROWHFIEMNTELNEAS, -V HEALSES
otz ATV IRIEES NIz, Eh o1k, BENL
ERERENRERA T I BE-2DL 1B IRIRE A5

ERBOBABELEUHouL, hichlZzain
ERBETH 2, Soic. ANVVZ7BRBRCHResh
WETYH, HRFOR/LLITERFEL — P Ty
DT 5 BEIR T DO8FEM (74—, 1906%E) T, Kw»
EHEEN TV, 2080 TIE, AVVZHAKT
i, B{EL EL L (B XO3EO R AILEDY
EFshTwa, vz, ShdrsitAEAED 7 —
TAAM LD P-TET, ANUZOLETHEFEZM
LIECREIEFL TS,

AN 2 DO HEORE ., MO
MbDZ L DEMPE THLSFIFHELOAY—
ICBBICL Do THEI ISP LA, A2
HAE»oMEIL THEEERLTLA BB A
DOBLAMEEILREh, £, H—2 DT =74 A
POBOETRIHEA SR ENRT, ZH5L10H
Wi, WS EIETIT-HHERICEIZEW 4
i | L3 a5, IR<Hsh 7O X H A0
% AR E | S51CI3A =AM T OBRRICHRED

fig.2
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An invitation card to the vernissage of Orlik's artworks stemming
from his Japan sojourn in Vienna's “Salon Pisko”, 8 March 1902; the
seal ‘Emil Orlik’ was engraved in Japan.
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EAG S — AN T »aA D 7Ly bRER (191058
Cover of a pamphlet issued by the Austrian steamship line
“Ohsterreichischer Lloyd". Vienna ca. 1910.
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Two Austrian Artists in Japan
—Friedrich Capelari and Emil Orlik

Dr. Peter Pantzer

Professor, Institute for Japanese Studies, University of Bonn

To date | have been able to identify ten Austrian
painters who visited Japan during the Meiji and
Taisho Periods. One realises at once that their art
contains a high degree of variety and individuality.
Despite the distinctness of their works, | have
always considered them as comprising a unity;
they were all bound by a common tradition and
developed their artistic visions within a specific
continuum. Nonetheless, each is unique in his
own way and may be classified according to their
differing styles and time.

When recently asked by the Yokohama Museum
of Art to comment on their selection of two of
these ten as representatives of the Austro-Japanese
dialogue of art, | was somewhat bemused by the
choice of Emil Orlik and Friedrich Capelari, two
artists who, without a doubt, were both deeply
moved by a fascination for, and love of, Japan dur-
ing the formative periods of their creative lives.
| knew, of course, that their shared admiration for
Japanese woodcut-printing techniques was an
important criterion for the choice. Still, it is extra-
ordinarily difficult to decide whether they deserve
to be regarded as the leading and most gifted
representatives of such a talented group.

There are indeed a number of common features
allowing both artists to be compared with one
another. Besides being roughly the same age, they
both came from families of middle-class craftsmen.
Since the father of one of them was a tailor and that
of the other active as a painter and decorator, both
fathers were artists in their own right. Moreover,
both were distinguishable as having traditional
provincial identities. Taking Vienna as the centre
of the Austro-Hungarian Empire—as was then the
case—, and St. Stephen’s Cathedral as the mid-
point from whence all distances were measured,
we discover that both Orlik’s and Capelari’s birth-
places certainly did not lie in the cultural epicentre
of the monarchy. The small town of Bleiburg in
the province of Carinthia had, of course, a far more
rural ambient than “Golden Prague”, which could
rightly boast of having been the seat of royalty for
centuries. Nonetheless, the Bohemian capital was
not what one might call a sprawling and booming

city. A young and enterprising man would, quite
understandably, have sought out a challenge that
put his talents to the test and one which brought
with it a change of scenery enabling him to pursue
his studies in a more varied and eventful atmos-
phere. While Capelari went to Vienna to enrol at
the Academy of Art, Orlik was drawn to Munich,
which, since the beginning of the 19th century,
had experienced an impressive upswing in the arts.

As far as their decision to travel to Japan is
concerned, we need not dig so deeply in order
to expose their foremost motivation. Be it in
Munich, Prague (to which Orlik returned in 1898)
or Vienna, excellent possibilities to experience
Japan's world of art as well as to develop a keen
appetite for more were then quite ubiquitous. Orlik
was 29 years of age when he first set foot on the
docks of Yokohama's harbour and, following soon
after him, the 26-year-old Capelari too fulfilled his
dream in entering this Far Eastern land.

The similarities are numérous and | could
easily continue to enumerate a few more, but at
this point it seems more meaningful to draw atten-
tion to an important difference: Orlik is as re-
nowned in scholarly writings and collector’s circles
as any artist could wish. A dozen books—many
beautifully edited—and a score of exhibitions have
been devoted exclusively to his art work and
personality. His relationship and indebtedness to
Japan have even been thoroughly brought to light
in an exemplary thesis by Setsuko Kuwabara, for
which she received her doctorate from the Univer-
sity of Heidelberg (Emil Orlik und Japan, Frankfurt
1987).

As for Capelari, very little has been captured in
reference material. He was known to only a limited
number of insiders. Even in such an important
recent publication as The New Wave: Tiwentieth-
Century Japanese Prints From the Robert O. Muller
Collection (London and Leiden, 1993) the editors
are not able to offer anything more about him than
a merely superficial biography, failing even to
mention such simple information as the dates of
his birth and death.



Emil Orlik (1870-1932)
A most interesting source to document Orlik’s
decision to study in Japan is a post card he wrote to
his elder and benevolent friend, Max Lehrs, dated
Vienna 12 February 1900 (fig.1). The upper half
consists of a photograph from the famous 6th exhi-
bition of the Viennese Secession, introducing to
the Austrian audience a vast collection of Japanese
art gathered by Adolf Fischer—a maniac when it
comes to naming European enthusiasts for the
beauty of Japan. In the blank space at the bottom
half of the post card Orlik sketched a self portrait,
depicting himself as Japanese, with getas, kimono
and knotted hair, symbolically bearing the whole
exhibition on his shoulders—even if this were only
the exhibition’s title and a large specimen of a
sacred piece of bronze—and the hand-written cap-
tion “Best regards with a taste of Japan to come.”
This Japanese exhibition in Vienna was not the
only reason but indeed another impetus for head-
ing towards Japan. Since the previous year (1899)
Orlik had been a member of the Viennese Seces-
sion, one of whose artists, Franz Hohenberger, was
already able to look back on a Japanese experience
as a companion of Alfred Fischer in 1894 and 1895.
Hohenberger's numerous paintings from Japan
were also shown during this exhibition of Japanese
art, where they contributed to the creation of a
Japanese atmosphere. But above all, the main
reason was Orlik's own dedication to woodblock
printing, an area in which he had reached con-
siderable mastery, this having been proved at
numerous exhibitions as well as by the acceptance
of his art by private collectors or public institutions.
“One more hour and | take the train for Genoa
to board the ship there to—Japan”, he reports to
the same friend, who was later to become director
of the royal prints collection in Dresden, illustrat-
ing this letter with a Geisha girl, who was soon
to be more than just a product of his imagination.
Orlik's success as an artist at home made it
possible to finance his Japan experience entirely
on his own. We know how much money he spent,
and for what purpose he made use of it. It cost him
a fortune altogether, but was well invested. The

only support he had received was a letter of refer-
ence issued by the Imperial and Royal authorities
in Vienna—useful, though not costly—providing
him with protection en route by the consular
officers and explaining to them the purpose of
Orlik’s study tour, namely “to get acquainted on
the spot with graphic art, above all with coloured
woodblock printing” (Austrian National Archive/
HHStA, Vienna). The Ministry for Cultural Affairs
then notified their colleagues in the Foreign
Ministry that Orlik had thus far dedicated himself
to this very art of colour printing. Thus throughout
his stay in Japan, Orlik was able to make use of the
Austrian consulate in Yokohama as his post box.

Since Orlik's life and work in Japan has already
been well described in a number of trustworthy
publications, we do not need to deliberate on it
in such great detail. He spent almost one year in
Japan, from the second half of April 1900 through
to 24 February 1901, finally bidding farewell to
Japan with the sight of the harbour and the city of
Kobe. | said that Orlik made a good investment
in Japan, a fact we must, of course, apply to his
artistic merits. Orlik packed all his energy into this
year, months of studies in Tokyo as well as the
Kyoto area; a few weeks retreat to paint in Nikko,
where he asked the gardener of his hotel (one Yen
rental fee per day for housing) to act as a model for
his famous woodcut print of Fuji-pilgrims; his
personal Oku-no-hosomichi tour on foot through
Tohoku without an interpreter or any other com-
panion. At such times, he reports, he was com-
pletely happy, though there was little time for
work, because there was too much to see (letter
to Lehrs, Shizuoka 5 Oct. 1900). “Woodcut prints,
woodcut prints!, continously | yearn to cut, but
don’t cut anything; | don’t sketch and I don't paint.
But | look and look..” (letter to Lehrs, Kyoto 20
Oct 1900).

It is the woodblock printing which makes us
especially curious to accompany Orlik into 'his’
Japan. At one point he calls his commitment to this
art a disease to which he is addicted. “l am indeed
learning a lot, on the way to mastering the know-
ledge of Japanese woodcutting. These days | have



seen a marvellous collection of such prints. Prof.
Fenollosa was kind enough to explain his collec-
tion to me..." (letter to Lehrs, Tokyo 15 June 1900).
Even in phases Orlik was not as productive as he
would have liked so as to emphasise pastels, water-
colours, sketches and so on. His life-style gives us
the impression that he immersed himself entirely
into the object of his study, no matter whether the
result was really “Japanese”. He himself discovered
that, once in Japan and familiar with its classical
and modern painting, he returned to a great deal to
his “European” origins, his fancy for Japan being
carried less by the taste for “Japonisme”, or what
Orlik referred to as “japanized”. His development
gave way lo a realistic view without, at its core,
truly deserting his true love for Japanese phenom-
ena. He maintained frequent contacts with artists
during his stay in Japan; primarily Tomonobu
Kano, a Nihonga painter; he was a customer of
the printing company called Koshiba, which edited
a number of his prints; he became famous for
motivating Japanese colleagues to produce ex-
libris prints, thus introducing this art form into
Japan; and he certainly proved his active partici-
pation in the dialogue of art by being included as a
prolific artist into the epoch-making Shirakaba-
journal, as well as by his being selected to con-
tribute to the fifth Hakuba-Exhibition at Ueno.

Let us return for one more citation to his secret
love, namely the art of Ukiyoe. “The longer | am
here, the more | enjoy being here... In any case,
| will have to work more with woodcutting, at least
in order to study the technique of producing prints
as completely as possible... | have somehow
learned to see, | have somehow got adjusted and
| have learned the language to some extent..
(letter to Lehrs, Kyoto 30 Nov 1900). But new plans
and ideas called him back home, where he was
soon to be given the honour of a secure position as
Professor at Berlin.

His Japanese interlude left certainly its mark on
Orlik’s life. It is more than mere words, when he
writes from the Bohemian countryside to a bene-
factress, being “contented and calm, and full of
dreams about the temples of Kyoto.." (letter to

Lady von Gomperz, Auscha 15 July 1901). In
December of this year he announced to Gustav
Klimt that he would like to include eight of the
colour woodblock prints he had produced in Japan
and four or five other colour-works in the following
spring exhibition of the Secession in Vienna. He
did so in all modesty, without the idea of pushing
himself to the fore. But he wanted to know the
decision of the committee as early as possible,
because for an exhibition at Karlsruhe in Germany
he had been asked for the pastel “Japanese Lady in
a Winter Dress”, and because of the pending exhi-
bition at a Viennese gallery (Prague 29 Dec 1901).

This gallery was the ‘Salon Pisko', situated on
the fashionable avenue circling the inner district
of Vienna (fig.2). The commentators vied with one
another to offer compliments and praise for Orlik’s
accomplishment; this gallery, which was inciden-
tally the first place to introduce Egon Schiele to the
public, also deserves merit for such initiative. The
artist, as one critic wrote, has Surpassed the dark-
ness of his father's town with its gloomy beauty.
Orlik's eyes turned colourful under the Eastern
sun and his light became lucid and radiant. One
realises a new temperament, light-footed and swift
as mercury, pinning down essentials, unhampered
by peripheral things: Fuji-pilgrims, riksha-man
(Kurumaya), the supple grace of the woman in
Japan. Also his pastels from Japan were called
masterpieces, a unique composition of realistic
nature study and distinct discriminating choice,
together with an infinite sense of style. To an even
greater extent Orlik was honoured, if not to say
ennobled, by Ludwig Hevesi in the famous book
“Eight Years of Secession” (Vienna, 1906). Hevesi
pointed, among others, to the three moss-grown
and time-gnawn Buddhist stone images Orlik
painted at Nikko and concluded that, next, artists
straight from Japan would come to serve their
apprenticeship with Orlik.

Even years later called a rambling apostle of the
modern woodcut print and the “Japanese” among
the artists in Vienna, we may apply this also to the
lectures he delivered here and there on “Art and
Life in Japan”, to his well-known article on “The



Japanese colour woodblock print” and the edition
of a set of 15 etchings and lithographs titled “From
Japan” (1904), which conveyed to the Austrian
audience an authentic image of the looks and likes
of Tokyo, though Orlik’s Japanese influence dimin-
ished more and more in the years to come with his
growing reputation and his turning into a sought-
after star in many other fields of art.

Friedrich Capelari (1884-1950)
Orlik had visited Japan at a time when the high
estimation for Ukiyoe in the West was realised as
such with increasing interest in Japan itself and
when its value as art in its own right—an attribute
that had thus far never been attributed to it—was
gradually been recognised. Friedrich Capelari, or
Fritz Capelari as he used to abbreviate his name,
found himself among this current in Japan,
encountering a new sense among Japanese artists
for the importance and expressiveness of wood-
block printing. Still, we may assume that Capelari
went to Japan not primarily to devote himself to
this area of art. Seemingly it just happened unlike
was the case with Orlik. And there is one more
difference. Capelari had fewer financial resources
and couldn't have afforded to travel to Japan
unless a sponsor offered him the chance. This
sponsor was the largest Austrian steamship com-
pany, the “Osterreichischer Lloyd" which also sent
its boats to the Far East. The “Osterreichischer
Lloyd" maintained a regular service between the
(then) Austrian harbour of Trieste in the Mediter-
ranean and Kobe respectively Yokohama in Japan.
Capelari received the chance for his cruise to Japan
in return for placing himself at the companies’
disposal and furnish a painting of Shanghai and its
harbour for the decoration of the head office (fig.3).
Looking at Capelari’s biography we realise that
many unexpected circumstances left their mark on
the artist's life. His first training as a painter started
rather conventionally at the provincial town of
Graz in Styria before he moved on to Vienna
where, from 1906 onward, he was accepted at the
Academy of Fine Arts. There he belonged to the
class of Christian Griepenkerl, a fairly well-known,

but old-fashioned painter, whom nobody would
associate with any modern trend. This was the
privilege of youth, and—most probably—is to be
ascribed to Capelari's acquaintance with a Japanese
who had also been accepted into Griepenkerl's
class. The records of the Academy tell us that his
name was Kionobu Okuno, who was expelled from
the school after the second semester in 1910 for not
having paid the fees—just another artist whose
finances may have looked less than secure. A
newspaper article, in celebration of Capelari's six-
tieth birthday, mentions that he had been encour-
aged by a young Japanese who had studied in
Vienna, to his Far Eastern visit in 1911. It is said
that, on recommendation by the shipping line's
president to the Austrian ambassador in Tokyo
Capelari was soon able to get access to high society
and received his first commissions, mostly as a
portraitist. In Korea he decorated the great dining-
hall of the Imperial Palace with a frieze depicting
scenes of a hunt.

Capelari was already able to point to a success-
ful existence in Japan and was aboul to crown his
Japanese biography in July 1914 with his personal
exhibition, showing the fruits of all his work as a
farewell to the country where he had spent the past
two and a half years, studying life in its various
aspects dedicated to portraying land and men. The
exhibition was held at the compounds of the
Austro-Hungarian embassy in Tokyo, Kioi-cho,
where the Corps Diplomatique and the public were
invited to pass their judgement on Capelari's inter-
pretation of Japanese life and scenery. On show
was, among other things, an oil portrait of a Lady
Aisuke Hayashi, in formal style with a Kimono
before a golden, full-moon shaped backdrop, as if
looking through a window circle, a painting which
still is kept in Austria. The crayons on display
showed the surroundings of the Imperial Castle,
trees overshadowing the banks of the moat in
Tokyo, the Tenjinsama garden at Kameido, a pond
near Benkei bashi, or cherries in full bloom at
Arakawa. It had been Capelari’s intention to return
to Austria and to show his collection in Vienna
then, but it all turned out differently...



Austria's heir to the throne, Archduke Franz
Ferdinand, had lost his life in Sarajevo, at the
hands of an assassin. War broke out that summer
and, oddly enough, owing to the existing inter-
national treaty-constellation Japan and Austria
became enemies. Capelari was marooned in Japan
and faced with the impossibility of returning to his
native country.

It was precisely in this month, when Capelari
had anticipated leaving Japan, that Shozaburo
Watanabe, who was running a flourishing business
in Ginza trading in old woodcuts as well as pro-
ducing reasonable copies for export, referred to
wood-cutting as a national art-form and one to
whose preservation he intended to devote all his
energy. It is indeed one of the most astonishing
turns of events in the history of this art-form that
the Austrian, Capelari, contributed to the break-
through in the renewal of wood-cutting in Japan.
Watanabe saw Capelari’s landscapes in a Tokyo
store. They were obviously exactly what Watanabe
was looking for: a contemporary artist whose
pictures were suitable for transformation into
graphic art and who was prepared to adapt to the
aesthetic notions of his publisher. Capelari's water
colours were ideal templates for the print medium.
Publisher and artist found satisfaction in each
other's work. As a result, in 1915, twelve interesting
woodcuts appeared at brief intervals—they were
those “Japanese” cuttings that Watanabe was later
to describe as the “first real Shin-hanga”. An
expression of true internationality and a historic
contribution to helping modern wood cutting in
Japan on its path to glory. “The Way Home in the
Rain", young women with umbrellas, undoubtedly
based on a Hokusai cutting in the most harmonic
way possible, was the first in the series. In 1918 and
1920 respectively a further cutting appeared so that
Watanabe was able to offer lovers of Capelari a total
of fourteen works.

Whatever the reason why Capelari's biography
has since remained absent in Japanese specialist
literature one explanation is certainly that after
Capelari’s departure from Japan personal contacts
waned, if not ceased altogether and Japanese art

lovers did not necessarily return the favour by
beginning to devote their attention to Austrian
works of art.

It is truly seldom that one can say that wars,
too, have their positive side. For Capelari at least,
this was the case. He made history and was thus
able to remain in Japan for no less than nine long
years (fig.4). His prolonged stay in the Far East
gave him an immense advantage over the casual
artistic globe-trotter who looks upon unfamiliar
scenes through the spectacles of curiosity, pounces
upon anything that is exotic or utterly different
from normal experiences, and is so taken up with
the obvious generalities that he neglects the study
of the specific and individual.

Destiny provided Capelari with a second fare-
well exhibition. This took place again in Tokyo, in
June of 1920, and this time he really did part from
Japan. A critic in Tokyo deplored the loss, referred
to more than 500 pictures Capelari had produced
during his years in Japan, and called him an artist
of unusual versatility confining himself to no single
medium and to no single subject. He was as suc-
cessful with his portraits in crayon as with his
landscapes in water-colours; and as popular
among his Japanese patrons for his wood-prints as
for his pastels or his etchings. He had spent two
summers on the picturesque island of Oshima,
where he painted many phases of that rugged,
rockbound coast. He also brought away with him
many crayon portraits of the inhabitants—the
wrinkled old obasan, the patient mother and the
mischievous ojosan...

His departure did not take him back to Austria,
though. On the advice of the Dutch envoy in
Japan, De Graeff, Capelari moved to the Dutch
Indies (nowadays Indonesia). He received new
stimulation there, and the other side—the Dutch
and the local aristocracy in Java and Bali—
received insight into an art-form which was in-
debted to his Japanese experience.

It ought not to astonish us that, in January 1921,
the local press of Soerabaja paid special attention
to an exhibition of Capelari’ s paintings. Especially
picked out were the prints “The Way Home in the



Rain” and the “Two white birds in the Moonlight”,
further an impressive group of trees, called most
probably the best work in the whole collection.
The portrait of a Japanese lady in red crayon is
added as a delight to every eye. And of the water-
colours, both tender and colourful, abounding in
sunlight and floral splendour, the critic says that in
both colour and composition they unmistakingly
disclose their Japanese influence.

A few months later (May 1921), when a Dutch
newspaper in Jogja reported the completion of a
giant painting portraying a high ranking Javanese
prince, reference is again made to how “Eastern”
Capelari used to think. This portrait too, we read, is
striking in its flat conception which has to be
attributed to Japanese artistic taste. Only a closer,
more detailed examination reveals how form and
perspective are present all over, even if they are
suggested more through the effects of shadows
rather than striking the viewer at first sight.

Capelari was now an established artist. The
indigence when he arrived in Japan in 1911 as a
young man belonged to the shadows of the past.
He exhibited his works in London (1923), where
the Austrian Minister Baron Frankenstein—known
to Capelari since his days as a diplomat in Japan
before the war—offered his services. Furthermore
he exhibited his paintings in The Hague and many
other interesting places.

His peregrinations in the Far East went on for a
few more years. At last, in 1932 (the year Orlik
died), he returned home and settled in his native
land Carinthia. Respected and held in high regard
he lived here until his death in 1950. He was con-
sidered the “exotic one” among the Carinthian
artistic milieu, someone who had seen the glimmer
of the bright multi-faceted world and finally redis-
covered his true home. As a sixty-year-old he was
described as being surrounded by the breath of the
strange, releasing no-one who had once sucked it
in in full breaths “The long years of travel are
visible in the man with the deeply-bronzed, young
face framed by snow-white hair, as are his water
colours, in whose fragrant atmosphere one can see
the expanse of the space that their creator experi-

enced so intensively” (Karntner Zeitung, 1/2 April
1944).

% % %

It is difficult indeed to express any preference
when evaluating these two artists and their work.
One thing can be said for sure, both men have to
be judged to have about the same talents and
qualities. Orlik may have possessed more wits,
may have been blessed by an impressive power
of perception and an astonishing flexibility. But
this may well be attributed also to the fact that
as a mature man Orlik spent his life as an artist
in Berlin, a bustling, busy and provocative city
with an abundance of opportunities for inspiring
activities. By contrast the second half of Capelari’s
life is almost like that of a hermit who, in this
part of his life, mainly drew his necessary strength
from silence and calm—on safe ground but with-
out the power of society and the media. Neverthe-
less Capelari was an artist of rare versatility and
sensitivity. He essayed every means of artistic
expression and excelled equally in oil-painting,
water-colour, crayon and sanguine drawings,
colour woodcuts and sculpture (in Carinthia there
exists a bronze bust, produced in Tokyo in 1912),
though for a long time Capelari found his most
sympathetic medium in sanguine chalk.

Twenty-five years after his first visit to Japan
(a second, for only a couple of weeks, had followed
in 1912—without meeting Capelari there) Orlik
wrote: “if | should ever grow as old as Hokusai did,
| should like to give myself the same name as he
used to have: Gakyo rojin, the ‘old man in love
with sketching'". Neither artist, Orlik and Capelari,
reached the same venerable age as their great role
model from the world of the Ukiyoe, but both
loved the art of sketching and painting with all
their hearts and, in their own ways, were both
masters 100.

With the distance provided by hindsight their
picture takes on the contours of artists who created
their own world in joyous harmony between
disposition and a gift, a world that is a joy for us to
behold today.
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