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CHIURA OBATA 

INTRODUCTION

Chiura Obata, from his first art teacher received 
as advice an old Japanese art maxim, "An artist has nothing 
to say until he has painted a thousand paintings." Chiura, 
before he exhibited his first picture, had adhered to that 
precept. Preceding the exhibition he had endured a quarter 
of a century of non-recognition while advancing painstaking
ly to his artistic maturity.

Obata's patient strength of purpose is not a 
quality possessed by every artist. It may have been a re
sult of his early Japanese training, or perhaps was inherent 
in the artist himself. However, a resume of Obata's cultur
al background reveals him persistently advancing to the high 
place he now occupies in California art as a Japanese de- 
picter of Pacific Slope subjects.

GENEALOGY— EARLY SCHOOL LIFE
Chiura was born in the ancient city of Sendai, on 

the east coast of Honshu, the largest of Japan's islands, 
two hundred miles north of Tokyo. His birth occurred in 
the hour of the sheep, day of the sheep, the eleventh month, 
year of the chicken in the era of Meija, which according to 
the Christian calendar was on November 18, 1885. His parents 
were Rokuichi and Kana (nee Sato) Obata.
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According to Japanese custom, an artist chooses 
the name which he uses to sign his works. The name Chiura 
is a contraction of Chiga-no-ura, "Thousand Bays," and was 
suggested by the shoreline of the Bay of Matsushima, one of 
Japan's proudest scenic views, near his home city of Sendai.

ANCESTRY
The records of Sendai show that the families of 

Obata and Sato have resided there for some four hundred 
years. His grandfather was head of the Samurai under the 
Feudal Lord of Sendai. The art inheritance of Chiura is di
rect, for his father, Rokuichi Obata, was an artist and 
teacher of renown in and about Sendai.

Chiura, at the age of seven,was taken by his fath
er to Chikusen Moniwa, a past master of the Japanese style of 
freehand painting of birds and flowers. Chiura's first les
son was that of drawing a circle and two straight lines, one 
line drawn with a downward stroke and the other with a left 
to right stroke. This lesson, given daily after his regular 
grammar school duties, was practiced for two hours a day,—  

and for two yearsJ
In Chiura's third year under Moniwa he was permit- 

ed to paint parts of flowers and a few other simple objects.
During his seven years spent in learning brush 

technique and composition under Moniwa, Chiura was not per
mitted the use of color. Moniwa insisted that Chiura con
fine his work to black on white paper. He was given black
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ink and trained to detect the numerous tones and values that 
he could express. Textures, edges and the flow of pigment 
from his brushes slowly came under superb control, in that 
somber medium.

TOKYO ART SCHOOL— FIRST PRIZE
In the spring of 1900 Chiura's decision, at the 

age of fifteen, to extend his art studies led him to Tokyo, 
the capital and center of Japan's culture. On his arrival 
he visited Uyeno Park where the foremost artists of Japan 
exhibit their work at the Annual Spring Exhibition. When 
Chiura saw the work of Tanryo Murata, master of the Tosa 
School, he was deeply impressed. The next day he visited 
Murata's home and asked if he might study under him but was 
rejected on that occasion.

Of Obata's determination to study under Murata and
of his life in Tokyo he writes in an article contributed to
the Argus, April 1928. Under the heading of "How Painting
is Taught in Japan," Obata wrote of Murata's refusal:

"My heart was filled with ambition, and such an 
answer could not disappoint me. So I went again 
to his house the next day. But his answer was 
again the same. Having tried for two successive 
days with no reward, I felt a little discouraged 
but would not let those two visits defeat me in 
calling again for his answer a week later.
"All this time I was being tested and did not 
know it. My patience and courage seemed to be 
rewarded for I was finally accepted."

The school in which Murata taught was founded by 
Kakuzo Okakura of whose qualifications Obata in his Argus 
article says:
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"At that time Mr. Kakuzo Okakura was assigned 
to the position of principal of the highest 
art school in Tokyo, and he then organized the 
Bijitsuin, an art institute.
"Okakura was a man of very bright character, 
with great scholastic ability for oriental art, 
not in painting alone, but in sculpture, phi
losophy, history, music, literature, hand-craft 
and architecture.
"He was the first man to write and edit a book 
in English on Japanese ceremonial tea and on 
flower arrangement. He was also the founder 
of the Oriental Department of the Museum of 
Fine Arts in Boston, Massachusetts.
"Being such a great man he was called by us 
the 'Father of Art,' and all the famous art
ists in every department of art in Japan joined 
the Bijitsuin to help him in the future develop
ment of the higher art.
"Forty-five of us younger artists formed the Kenselkai, an art organization within the Bi
jitsuin. We held monthly exhibitions all ever 
Japan, and also published an art magazine.
"In the annual spring exhibition of Japan I was 
awarded an Honor Medal for my painting 'Early 
Spring,'and I felt quite flattered over it, as 
it was the first time such a distinction had 
been given to one so young, for I was but seven
teen."

Also in this article, Obata throws a light upon the
requirements Japanese art teachers demand of their students:

"Our Japanese teachers were very strict in the 
matter of instructing us in Japanese etiquette 
as well as painting. To this end they permit
ted us to follow them everywhere, like shadows.
"I worked under Master Murata's worthy direc
tion, from five in the morning until twelve at 
night. During these years I had the pleasure 
of taking trips to the most important historic 
places of Japan, for scenery study, and to see 
the treasures of the masters of the past in 
every department of art— painting, sculpture,
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architecture, hand-crafts and well planned de
signs in temples, castles and Shinto shrines."

Obata's few vacations during those years were spent 
in travel and study with a group of Japanese priests. From 
them, he absorbed the philosophy of Zen and Shingon. He 
learned the discipline of the intricate tea ceremony; he aug
mented his art with a deep study of the sublimity of temple 
decorations; the science of the art of landscape gardening 
and flower arrangement. To these cultural pursuits he added 
wall painting, carving and lacquer work. His underlying Jap
anese aesthetic understanding coupled with these varied ar
tistic skills is only part of Obata's art today, but a vital 
part.

THE RETURN HOME
With the Tokyo prize packed safely away, Obata felt 

ready to visit his native city. News of his Tokyo success 
had preceded his arrival home. Sendai's leading newspapers 
had published full page articles of the lad's triumph and on 
his arrival a joint newspaper reception was given in his 
honor.

A few days after the reception, Obata was called 
upon to face a "public examination." The citizens demand to 
examine, personally, the aspirant's right to the title of 
artist. Anyone from the audience may call for a sketch of a 
certain bit of local scenery. If the artist's "mind's-eye," 
or retentive memory is undeveloped, his downfall is certain.
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The trying examination lasted for a day but Obata succeeded 
in establishing himself as an artist of Sendai. Shortly 
after that he left for an extended sketching tour of North
ern Japan.

DESIRE TO TRAVEL
Chiura sketched the rugged scenery of Northern 

Japan. Some months later he communicated to his father 
these thoughts: "The greater the view, the greater the art;
the wider the travel, the broader the knowledge."

After his artist father had agreed, with Chiura's 
desire to travel, they decided on California as the place 
that would give the "wider view." Together, father and son 
visited the Rev. Dr. Schnider, rector of the Methodist Prot
estant Episcopal Church of Sendai, who gave Chiura a letter 
of introduction to Bishop Harris of the same denomination in 
San Francisco. With the Rev. Ukai as traveling companion, 
Chiura's passage was booked fhom Yokohama to Seattle, Wash
ington, in the]year, 1903.

PERFECTION OF JAPANESE MATERIALS
Japanese artists seldom consider time or expense 

in the perfection of their art. They hold, too, that the 
artist, like any good craftsman, must use the best possible 
tools and paints. Before proceeding with Obata's California 
activities, it is desirable to know the materials used by the 
Japanese artist, as developed in the Orient.
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Gene Halley art critic, in an interview with Obata, 
learned from him many secrets of the methods employed to make 
Japanese paintings on silk. Miss Hailey writes in the Argus 
of May 1928, under the title,"The Permanence of Japanese Pig
ments":

"Peace and permanence are spiritual ingredients 
of the Oriental traditions. The sense of per
manence is always subject to disaster but the 
good sense of the artist who grinds the plants 
and pigments used in the Orient is always found
ed upon the calm facts of some survival of works 
of art made in centuries past. The formula for 
paint pigments and mixtures is as settled as the 
formula reciting reactions to nature in either 
picture or poem. The Japanese and Chinese, and 
many Asiatic and Indian artists, are sure scien
tists in the matter of chemical make-up of 
paints and mediums.
"Japanese white of the utmost permanence is made 
from oyster shells. The thickest shells are se
lected and buried for about one year, then taken 
out and water poured over them in a steady 
stream for another year, to whiten them even 
more. Then the nicest shells are ground and 
sifted one hundred times through trays of screen
ing. The last and finest powder is never dis
colored or changed by sunlight directly upon it. 
Each artist mixes his own powder in a cup, molds 
it to the consistency of dough and pounds it one 
hundred times, then fills the cup with water and 
lets it boil one. minute to purify and rid it of 
certain chemicals. Each artist gauges the thick
ness of his paint to the type of stroke he plans 
to use, or habitually uses, and mixes his paint 
accordingly. The white paint is beautifully 
transparent when mixed with other paints.
"Blue is ground into twenty different shades e- 
qually permanent, all of them from semi-precious 
jewels,such as lapis lazuli, turquoise and oth
ers.
"Green is found in thirty shades, made from the 
peacock stone, a blue green which is laboriously
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separated into blue or green by the water pro
cess. Agate, coral and amber are all used in 
Japanese painting powder. White-gold, green- 
gold, platinum and silver powder are also used 
in pictorial decorations and screen designs.
Yellow is also made from natural color found 
in stones. Red, in plre Vermillion shade is 
quick-silver burned. Orange-vermillion is 
lead treated chemically. Pink is the hardest 
color to make permanent. It is done, however, 
by a secret process of steaming the stems of 
certain high-altitude flowers found on Fuji
yama. Prussian blue, a blackish blue, is the 
leaves of a vegetable.
"Black is a smoke from an oil, slowly burned 
by a secret process. This process was per
fected about twenty-five years ago by Baisen 
Suzuki, a wealthy Japanese recluse who gave 
forty-five years of his life to research. He 
believed that he could find a better black 
than the Chinese black of those times. His 
wife deserted him and he devoted the rest of 
his days to trials and tests with black pig
ments. He lived in a distant place in the moun
tains and did not return to the city until he 
had achieved his end— a permanent and blacker 
black."

The article then gives this interesting story of
the silk and brushes as used by Japanese artists:

"The silk used for Japanese paintings is se
lected from the first spring threads of the 
best silk-worms. These threads are expertly 
woven by hand with five shuttles. The result 
is a very expensive surface to paint upon.
The silk for.painting about eight feet by five 
costs today more than $100. The silk is 
stretched with rice paste which the artist 
mixes himself. Then the silk is washed with 
warm water over the whole surface with a big 
Japanese brush, which is very thin and flat.
The handle is bamboo pnd the hairs are a mix
ture of rabbit and fox. The sturdy winter 
hairs are always chosen. The whole family of 
furry animals is liable to contribution to 
Japanese brushes. Deer, bear, rabbit, badger 
fox and cat are used in the brushes for dif
ferent characters of stroke."
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With such a background of intense activity, techni
cal tradition and meticulous work,Obata proceeded to perfect 
his Japanese art methods and skill before coning to America.

SAN FRANCISCO— ART SCHOOL SHOCK 
Toward the close of the summer of 1903, Obata ar

rived in San Francisco, where he presented his letter of in
troduction to Bishop Harris, and made known his desire to 
study Occidental art. It was arranged that he visit the 
Mark Hopkins Institute of San Francisco, then the leading 
art school of the West. As he entered one of the class 
rooms he found the students in a disorderly, jocular mood; 
shouting with laughter and pelting each other with half- 
eaten sandwiches. Reared in an environment of rigid art 
discipline, that one visit was enough for the Japanese youth 
of eighteen. He postponed indefinitely his American lessons 
in art.

Possessing but slight knowledge of English, Obata 
decided to take up the language course given at the Methodist 
school. He interspersed his English lessons with sketching 
tours about San Francisco's Bay. This was followed during 
the latter part of 1904 and 1905 by a statewide sketching 
tour.

SKETCHES OF THE 1906 DISASTER 
At the close of 1905,Obata returned from his trav

els to San Francisco. His sketching tour had convinced him
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that California gave him the "wider view" he sought. He 
then established his residence at the Shinto Temple and in 
its peace and quiet began to put the finishing touches to 
his sketches, trusting to his well trained memory.

On the morning of April 18, 1906, at day-break, 
Obata was suddenly awakened by the chimney of the temple tum
bling into his room. In panic he rushed for the sagging 
door. Rushing to the street he found it packed with fright
ened people. Obata re-entered the temple and secured a blan
ket and his sketching outfit. Hardly had he returned to the 
street when a second shake precipitated a conflagration that 
destroyed the major portion of the city. The Temple went, 
too. Obata watched sorrowfully as his recently made state
wide sketches vanished in the flames.

With sketching outfit and blanket, Obata retreated
from the flames to Lafayette Square, a protected hilltop
park. Here he began sketching in watercolor the tragic
scenes enacted below. Of these sketches the San Francisco
Chronicle of March 4, 1928, in an article about Obata wrote:

"Shortly after arriving in America, Obata 
found himself one of the sufferers of the fire 
of 1906. Even at such a time of stress, in 
his eagerness to express the feelings of the 
moment, he made sketches of the leaping flames.
Thus it is that Obata has what is probably the 
only series of paintings of the San Francisco 
fire made from the actual scenes of the confla
gration."

On the second day following the disaster, the city 
was placed under martial law, and every able bodied man was
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requisitioned. When an army detail inspected Lafayette 
Square, Obata was given a shovel and assigned with nine oth
er Japanese to sanitation duties. For his loyalty and obe
dience when the others had deserted, Obata was assigned work 
which entitled him to a pass to visit any part of the city. 
This was his opportunity to make additional sketches of the 
disaster.

MARRIAGE
The period of the rehabilitation of the city of 

San Francisco found Obata working as Illustrator for both of 
the city's Japanese newspapers, the New World and the Japa- 
nese-Anerican. Obata began to receive many commissions from 
members of the local Japanese colony and to meet art dealers 
and patrons.

When the Portola Festival was held in San Francis
co, October 19-23, 1909, to honor Don Gasper de Portola,
discoverer of San Francisco Bay, Obata was commissioned by 
his fellow country-men to execute the Japanese decorations 
for Union Square. Commissions were also received from S. & 
G. Gump Co., famous San Francisco art dealers, to decorate 
two of their art display rooms with Japanese murals.

In 1912 Obata married a San Franclsco-Japanese 
artist, Haruko Kohashi. Today, Mrs. Obata not only assists 
Chiura,but is an artist in her own right and receives state
wide requests for lessons in flower arrangement. To be near 
her husband she confines her scene of operation to the San
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Francisco Bay region. Besides her art work and teaching, she 
keeps a happy home for their four children. Kimio, a son; 
Fujiko, a daughter; Gyo, a son; and Yuri, a daughter; were 
born respectively,in San Francisco, in 1913, 1920, 1923, and 
1928. The Obatas are generously hospitable to both Japanese 
and American friends.

Obata's pride in his family was greatly enhanced 
when Kimio received with the class of '36 at the University 
of California, his degree as Master of Art. The children are 
artistically inclined, and though not persuaded by Chiura, 
may, in time, follow their father's profession, although at 
present art is, even for Kimio, merely an avocation. The 
serenity of Obata's home life has gone far toward the culti
vation of his mind and enrichment of his outlook upon life.

MAGAZINE AND MURAL WORK
From 1912 to 1915, Obata was busy with newspaper 

illustration work, but in 1915 he accepted the position of 
illustrator and cover-page designer for the magazine "Japan/ 
published under the editorship of James King Steele for the 
Toyo Kisen KaishQ, (steamship company). Obata worked on the 
periodical from 1915 to 1927, turning out some 3,000 illus
trations and numerous cover designs that required the most 
meticulous research and infallible memory for accurate de
tail.
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Such a volume of work would have justified the av
erage artist in doing little else. But Obata also accepted 
commissions for Japanese murals from many of California's 
largest concerns. Ho did some murals in 1924 for the Toyo 
Risen Kaisha for their new San Francisco offices.

Of the five mural3, three are 8 ft. x 12 ft. and 
two 4 ft. x 5 ft.. In them, Obata attempted something that 
has seldom been done— a watercolor on silk of such size. By- 
introducing a certain kind of glue with his paints, Obata 
produced an effect of heightened color and depth, such as 
are obtained, with oil paints. Although done in broad flat 
tones, the scenes embody an infinite amount of the detail 
for which Japanese artists are famous. These murals are ac
curate picturizations of Japan's historic and sacred scenes 
and were painted and completed in Japan and brought here 
ready to be framed and hung. Art critics acknowledged these 
silk murals to be among the finest representative works of 
Japanese art in America.

MADAME BUTTERFLY
The same year that Obata completed the Toyo Risen 

Kaisha murals, he was given an unusual commission which in
volved a huge amount of work. The San Francisco Opera Asso
ciation had invited Talia SaVanieva,the renowned prima donna, 
to sing the role of Cio Cio San in Puccini's opera, "Madame 
Butterfly." Authentic scenery and costumes were desired, as 
the motif of the opera is Japanese,and this end was achieved
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by having the scenery and costumes done by Obata, the Japa
nese artist. The San Francisco Examiner of May 29, 1932, 
when reporting one of Obata's later exhibitions, referred to 
the scenery:

"....We forgot the dismalness of the Auditori
um in the contemplation of Clo Cio San's gar
den. There was a wonderful tree in it, which 
only a lover of nature could paint. That art
ist was Chiura Obata."

CALIFORNIA VACATION
With the approach of the summer of 1927, Obata a- 

gain began preparations for a sketching trip of California's 
grandeur. Robert Boardman Howard, well known San Francisco 
artist, and Worth Ryder, professor of art at the University 
of California, Berkeley, were his companions on part of his 
camping trip. Obata's adaptability as a camper and his in
creased efforts are spoken of by R.B. Howard in a letter to 
Art and Artists, January, 1931, under the heading, "Obata 
Gets Spirit of California in His Prints??

"During the summer of 1927 I received word from 
my friend, Worth Ryder,'Don't fail to join us.
We can pack you out from Yosemite. Obata is a 
perfect camping companion.'
"So on the day set we met and started off up 
the trail behind two sturdy donkeys. Worth 
leading the way, Chiura next with his pictur
esque Japanese head gear and rucksack bulging 
with brushes, paint and rice paper, myself urg
ing on the donkeys, bringing up the rear.
"Every pause for rest saw Chiura at work. That, 
is almost the first impression he gives one, 
either working or on his way to work; never
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getting ready. Just somehow always ready, for 
at least a brief sketch.
"Camping that night beyond the head of Yosemite 
Falls, we sat before the friendly campfire in 
the cool silence of the high Sierra, and Chiura 
told us he must paint one hundred pictures dur
ing this month of mountain wanderings* The 
first one would be Yosemite Falls, for they had 
spoken to him in music that afternoon on the 
way up out of the valley
"Next morning he disappeared down the trail we 
had come, and as the sun rose high, groups of 
hikers began passing, telling of an artist 
working like mad at the foot of the first falls.
As the morning wore on, more hikers passed, 
each with a word of wonder, till finally along 
came the artist himself, all fresh and selling, 
with a superb painting under his arm.
"This was a typical morning for Obata. A long 
hike, hours of work in the sun, the stiff hike 
back to camp with another fine painting, and 
ready to.repeat it in the afternoon.
"Afterwards, before turning in for sleep, Obata 
would bring forth his philosophies of life, how 
to remain young, how to appreciate every minute 
of existence and time, how right it was to be 
happy and cheerful and productive, how wrong to 
shed tears, do nothing and waste time and 
strength. That to be an artist was best of all 
things.
"No idle talk was* this for him. Obata lives 
his beliefs and more. He influences those who 
know him to live deeply and well."

This delightful lettered one artl3t about another 
gives a pleasurable glimpse into Obata's personality.

THE INITIAL EXHIBIT
Obata's first exhibit was hold in the East West 

Gallery of the San Francisco Western Women's Club in March, 
1928, twenty-five years after his arrival here. To the
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preview reception were invited notables from among the con
sular representatives and San Franciscans prominent in so
cial and art circles. During the course of the exhibit, 
Japanese refreshments were served and Obata and his wife 
wore native costumes as they demonstrated painting proc
esses used by Japanese artists, from paint mixing to final 
drying.

Local newspapers and periodicals reported capacity
crowds at the exhibit. A few excerpts will illustrate the
effect of his show on local art audiences. Junius Cravens
in the Argonaut of March 10, 1928, said:

"In his watercolors done on silk and Japanese 
paper he depicts California mountains and 
beaches, flowers, fruits, fishes and birds.
"A subtle poet,Obata is also a philosopher and 
a scholar and this background and temperament 
express themselves in varied manners in his 
landscapes and portraits. The portrait of Talia 
Savanieva,the opera singer who was heard jnSan 
Francisco,is a jewel. The head of the singer 
stands out on the light background like a mar
velous cameo. The character and personality of 
the sitter are here enriched and made more ex
pressive through the decorative quality of the 
work."

Grace Hubbard said in the Wasp of March 10, 1928:
"Some of his work is really quite exquisite.
Other paintings are sketchy, unfinished.- But 
the extraordinary part of it is that Obata has 
produced over ten thousand actual paintings in 
the twenty-five years spent in California, 
where he has walked and sketched from the 
roughest shores to the highest peaks of the 
Sierras.
"Obata has never sent any of his works to his 
native country, he says, for the reason that
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he felt that he had not adequately expressed 
the beauty and grandeur of California scenery.
He has thought only of the joy of his creative 
work, and this exhibition is brought about by 
the stress of many years of request from local 
Japanese to see his pictures.
"For those who have fled from the raucous col
ors and hideous lines of the daubs of modern 
art, the pastel shades, colors and controlled 
lines from the brush of Obata will prove a de
light."
Jehanne Bietry Salinger in the San Francisco Exam

iner of March 11, 1923, gives an accurate description of his 
paintings and then tells of Obata's use of precious materials:

"In the one-man show by Chiura Obata, a screen 
entitled,'Moonlight at Point Lobos' is attract
ing comment. It is a study of rocks and waters 
treated in hard blue and sharp gray. The design 
of the rocks is done with Japanese black ink.
"For this screeh,as in all his paintings, Obata 
has used colors which he has prepared himself, 
grinding precious stones and mixing them with 
certain ingredients of his own choosing. For 
this particular screen, powder of platinum and 
agate stone have been lavished on the silk.
"'Lake Basin in the High Sierra' is one of the 
most beautiful pictures included in the show.
It is particularly beautiful in color. Its 
deep blue, deep green, terra-cotta and grey 
tones form a beautiful design of mountains and 
water.
"Several studies of fish are included in the 
show. One riding with the waves gives a per
fect impression of life and movement, and the 
beholder admires the fine effect of transpar
ency of water given by green tones over grey."
Aline Kistler in the San Francisco Chronicle of 

March 11, 1928 describes his painting, "Sunset in the Sacra
mento Valley":
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"Much comment has been aroused by the applica
tion of Oriental viewpoint to the scenes and 
subjects in California that is shown in the 
work of Obata.
"The paintings selected for a hanging illustrate 
Interesting phases of Obata's technique and in
terpretation. They reveal a subtle combination 
of sentimentality with rigorous severity of 
treatment. Showing a technique that is trained 
and sure of itself, these pictures give instan
taneous flashes of a mood, a place or a situa
tion.
"The color is deftly handled with a nice feeling 
for decorative effect. In some instances the 
decoBatlon has led to abstraction and one feels 
the artist's utter freedom from recording actu
alities. A case in point is the almost startling 
painting of a sunset in the Sacramento Valley. 
Except for the cool, grey plain at the base and 
the feeling of heat above it, the painting is in 
no way representative. But it is interpretive 
of the scene portrayed, for Obata has made a 
mounting, turbulent design of heat waves in 
flaming crests of color."

Of Obata's lectures and the technique employed in
his demonstrations, the San Francisco Chronicle of March 18,
1928, gave this graphic description:

"Chiura Obata, whose paintings arc attracting 
so much attention,, will give a lecture and dem
onstration of 'California through the eyes of a 
Japanese Artist-' The two demonstrations that 
Obata has given have excited great interest for, 
to people used to the occidental way of painting, 
there is a fascination in the ceremony and quaint 
solemnity attending Japanese painting.
"Obata, robed in the black garment of the Jap
anese artist, kneels before the specially pre
pared silk on which he is to paint. He is sur
rounded by saucers of watercolor and at his 
right hand is a case of innumerable brushes of 
almost every size, shape and description. He 
holds himself erect, in an almost buddhistic 
attitude, and contemplates the naked silk."
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Obata was not alone in the demonstration. Mrs. 
Obata was his devoted assistant,and the San Francisco Chron
icle continues:

"Then with sure deft strokes he starts to paint. 
Brushes and colors are handed to him by his wife 
who always assists with his work. Without a 
moment of hesitation or a single gesture, he ap
plies the color, first in broad sweeps for the 
background, then, timing the spread of drying 
with a nicety, he paints in the figures of the 
composition, depending on the degree of wetness 
to give diffused or definite outlines.
"The audience holds its breath. For those few 
moments everything is centered on the artist and 
the picturization of his concept. It has become 
more than painting; it has become a rite."

A great amount of practice and study is required to 
handle a brush satisfactorily and control a continuous line 
or an effect. Grace Hubbard reports this same demonstration 
in the Wasp of March 28, 1928:

, "Chiura Obata, the Japanese artist....is giving
short talks on Japanese manners and methods of 
painting. The setting is beautiful with Jap
anese flower arrangement by Mrs. Obata and her 
friends, and the whole evening spent in the at
mosphere of a cultural Japanese and his wife is 
a revelation to onlookers.
"Obata paints with simplest means yet with in
tricate technique, using three brushes in one 
hand*at times. A great creative performance."

FATHER'S DEATH— RETURN TO JAPAN 
Distance from Japan and a desire to complete cer

tain art commissions prevented Obata from attending his fa
ther's funeral, but ho cabled his mother to ask that his 
father's works be saved for him. Obata's mother
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with his request. His commissions completed, Obata, with a 
selection of his California studies, departed early in 1929 
for Japan and a new phase of his art career.

CALIFORNIA "MESSAGE" TO THE EMPEROR
On arrival in Japan Obata presented to the Emperor 

of Japan, hie "message" from California, a landscape, "Lake 
Basin in High Sierra." Although out of a multitude the Em
peror accepts few gifts, Obata's painting was received and 
hung in the Imperial household.

In 1930 the landscape was exhibited at Uyeno Park, 
Tokyo. Of this honor the New York art magazine, the Art 
Digest reports on February 1, 1931 under tho heading, "Obata 
Wins Imperial Honor":

"Chiura Obata, San Francisco artist, won first' 
prize at the 87th annual exhibition at Uyeno Park,
Tokyo, for one of his paintings, 'Lake Basin 
in High Sierra,' which, painted on silk was 
presented to the Emperor of Japan by friends 
of the artist. The gift was accepted, which 
means that Obata received a high honor. Al
though he has clung to the Oriental viewpoint 
in art, the Occidental creeps into his work.
His enthusiasm for California scenery is re
flected in his paintings."

None of Obata's California work had been sent to 
Japan previously,and it is noteworthy that his first presen
tation not only, was accepted by the Emperor, but later won 
the highest of Japanese art honors.

A NEW STUDY
After the Imperial acceptance of the painting, 

Obata left for Sendai. In the public library of his native
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city, he gave various lectures and exhibitions of his Cali
fornia landscapes. In 1929, Obata decided to take up another 
phase of Japanese art. Nadia Lavrova, in the San Francisco 
Examiner of January 4, 1931, told of Obata's new study while 
in Japan:

"In recent years ho turned his attentions to 
wood block prints. Going back to Japan, he 
steeped himself in the tradition handed down 
from the golden age of the print. All the time, 
however, the Western background was strong in 
him. When finally Chiura began making prints 
from his watercolors, he was abled to strke a 
new and original note, combining Occidental and 
Oriental expression.
"According to the Japanese tradition, the wood 
blocks are cut not by the artist himself, but 
by a special master of the craft. To make one 
of Chiura's prints, as many as 205 blocks were 
carved. No reproduction received less than 
120 hand paintings. This resulted in so great 
a fidelity to every brush stroke that the print 
can scarce be distinguished from the original 
painting. The characteristics of wood printing 
are absent. The artist personally supervised 
the printing at the Takamizawa Print Works in 
Japan. Specially made paper and old Japanese 
vegetable and mineral dyes were used, every im
perfect impression being destroyed."

TECHNIQUE OF OLD JAPANESE MASTERS 
Obata, while on his visit to Japan, besides master

ing the technique of wood block prints, found time to copy 
many works of the masters of Japanese art. When these copies 
were shown later in San Francisco, Nadia Lavrova told in the 
San Francisco Examiner of February 8, 1931, of a technique 
used by Obata unknown to Occidental artists:
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"Here one sees, for instance, a collection of 
thirty-three very fine copies of Nipponese 
masters upon which he worked for two and ahalf 
years. Far from being looked down upon, such 
painstaking reproduction is traditional of art 
study in Japan. To copy the ancients, says 
Obata,he had to acquire their detached philos
ophy and also learn breath control,which alone 
enabled him to emulate their long continuous 
strokes."

WOOD BLOCK PRINTS EXHIBIT
On his return to San Francisco, arrangements were 

made with Director E. Spencer Macky of the San Francisco Art 
Association to exhibit his wood block prints. Of Obata's 
block print series, the San Francisco Chronicle.of November 
23, 1930, said:

"An amount of painstaking labor almost incon
ceivable to the less patient Western mind has 
gone into the making of the beautifully colored 
prints that Obata calls his 'American series.'
"The 'American' group consists of original wa
ter colors and their exquisitely exact wood 
block reproductions, and shows landscapes and 
wild creatures in the regions of the high Sier
ras and Yosemite National Park."

These prints were shown later at Mills College, 
Oakland; the University of California, Berkeley; and other 
San Francisco bay cities. .

WORK OF FATHER AND SON
Chiura Obata had always possessed a deep love and 

respect for his father. Rokuichi Obata's works of art still 
lived; as good art should. Obata decided to exhibit his fa
ther's work to San Francisco friends. The San Francisco
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Chronicle of January 18, 1931, said of the "father and son" 
exhibit:

"Lovers of color in Oriental art are showing 
much interest in the exhibition of the Obata's, 
father and son, now on view at the California 
Palace of the Legion of Honor in Lincoln Park.
"In the exhibition, Rokulchi Obata is repre
sented by twenty kakemonos. Half of these are 
on silk and half on paper. The latter are in 
black and white, while those on silk use color 
also, of the more delicate shades. These pic
tures are Japanese landscapes, done in the tra
ditional Japanese style."

From the contrast shown in the father's and son's 
work the San Francisco Chronicle feels the Occident has in
fluenced the son, Chiura:

"In contrast with his father's work, Chiura 
makes use of brilliant colors, and while some 
of his pictures are along the traditional Ori
ental lines,most of them show decided Occiden
tal tendencies. One typical Japanese piece is 
a picture of a cat. On the other hand, the ex
treme Western style is seen in a drawing of an 
American girl."

Nadia Lavrova in the San Francisco Examiner of Jan
uary 18, 1931, wrote of the exhibition:

"The 'father and son'exhibition is interesting 
in several ways. From the scroll paintings of 
the late Rokulchi Obata it is evident that he 
was entirely dominated by the Japanese tradi
tion. A lover of nature, as Japanese are, he . 
viewed it through a poetic haz$. His black and 
white paintings, such as 'The Lobster*are mas
terpieces of eloquent simplicity."
Miss Lavrova then proceeds to give this-comparison:

"Settling as a young man in California, he, 
(Chiura) deliberately exposed himself to the 
influence of Western art. So it happens that 
some of his work, particularly the black and 
white, is reminiscent of his father's. The
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watercolors show decided Occidental tendencies.
Among his paintings in the Oriental manner one 
notes 'Spring Rain,' 'Setting Sun,'and 'Deer.*"

In a later review of the exhibit in the Examiner 
of February 8, 1931, Nadia Lavrova gives this description of 
a work by Chlura, which if unrolled would be nearly a city 
block in length:

"An original painting by Chiura in the tradi
tional manner is a frieze 275 feet long by sev
en inches wide on fragile Japanese rice paper.
It depicts a procession of Samurais of the 
Province of Sendai, going to pay their respect 
to the Shogun at Ycdo. It is extraordinarily 
decorative."

UNIVERSITY OF CALIFORNIA
In 1932 he was invited to give a course at the 

University of California summer session, dealing with the 
analysis of form from the Japanese point of view, and Orien
tal technique in drawing and painting. He accepted, and was 
so successful that he was asked to become a regular teacher 
in the University's art department. To be close to his work 
he moved with his family to Berkeley,across the bay from San 
Francisco where he now instructs a class that averages better 
than a hundred pupils specializing in freehand brush work as 
an important discipline of their art course. .

LOVE OF NATURE
Through a deep love of nature Obata has been able 

to producers comprehensive Pacific coast and mountain land
scapes. He discovered early in his career that there is no
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royal road to such an understanding; that comprehension comes 
only as the result of a direct approach and laborious person
al study. The San Francisco Chronicle of March 14, 1928, con
firms Obata's closeness with nature when it said:

"Working on the theory that an artist must know 
his material thoroughly, even to the extent of 
sleeping on the ground and eating the products 
of the earth underlying the landscape he wishes 
to interpret, Obata has studied California and 
made himself at home in its different regions 
until his brush expresses what California means 
to him."

Nadia Lavrova in the San Francisco Examiner of Jan
uary 4, 1931, tells of his love of nature's moods:

"To begin with, his subjects so far have all 
been drawn from California. One of the love
liest of his prints depicts a foggy morning on 
Van Ness Avenue, and leads one to wonder why 
so many artists have overlooked the decorative 
possibilities of the San Francisco fog.
"However, it is the great California outdoors 
which makes its deepest appeal to this artist, 
a nature worshipper if ever there was one. He 
declared once that he gains strength when tired 
by looking at the Big Trees. He knows how to 
render the melancholy beauty of Lake Mono, the 
quiet majesty of Yosemite cliffs, the promise 
of life as evidenced by young redwoods growing 
above fallen giants."

In his proximity to nature Obata has had frequent 
occasion to study the detailed beauty of flowers. Of his 
flower paintings the San Francisco Examiner of September 6, 
1931, remarked:

"Obata's flower paintings show a new manner and 
a new viewpoint. The Japanese artist has gone 
back to the Oriental tradition of omitting a 
background, and so made his composition all the 
more eloquent. Painted with a studied, poetic
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simplicity, he tries to capture the inner sig
nificance of the living form which is his sub
ject. To him, Nature, which he loves with an 
absorbing devotion, is an open book which he is 
continually reading. He distills the essence 
of a million outdoor impressions in his work."

Speaking of Obata's exhibit of still-life studies
shown at the Courvoisier Art Galleries, the San Francisco
Chronicle of May 15, 1932, also mentions his love of nature:

"Chiura Obata's love of Nature is always close 
to the surface of his painting. The impulse to 
play historian to the delicate colors and con
tours of nature is second only to his original 
impulse to paint.
"The exhibition covers several phases of Obata's 
work, and almost serves as a summary of his ex
perimenting. It ranges from a small group of 
still-life compositions, solidly painted and 
realistic, to the dexterously casual watercolor 
of a fawn. In this- with a few brush strokes, 
he achieves a delightful impression of momenta
rily arrested fleetness. Paintings on silk are 
completely Japanese in the small scaled,detailed 
line and his sure .taste in composition is in 
evidence in all the paintings."

Grace Hubbard in the Wasp-News Letter of May 21,
1932,reported a later Obata exhibit at Courvoisier's Gallery
and wrote of his close study- of nature:

"Chiura Obata Interprets with delightful fresh
ness and intuition the appeal of Nature. His 
still-life arrangements, his studies of flowers, 
birds and fish, his landscapes are instinct with 
a virtual worship of natural forms and colors. 
California is his delight, and his is inspired 
by the beauty and suhptuousness of the Califor
nia scene. Revealing an Oriental touch in his 
economy of brush strokes and eloquent rhythm, 
he achieves a decorative and at the same time 
significant effect. His colors are ingenious
ly applied and arresting."

The final article dealing with Obata's sensitive 
study of nature is in the Daily Californian, publication of



3288 OBATA 146

r
the University in Berkeley, February 5, 1954,by Eleanor Mor
ris, which quotes Obata as saying that:

"'Wherever there are works of nature there is 
beauty. It is this beauty in nature that I try 
to depict in my painting.'
"Asked about his landscapes, he ardently denied 
affiliation with any special school. 'I paint 
nature,' he said,'not as if I were a classical, 
or a cubist, or an impressionist, but simply as 
I see her loveliness.'"

In the same article Miss Morris, after a descrip
tion of Obata's pictures as exhibited at the California Pal
ace of the Legion of Honor,mentions Obata's contention that:

"....to paint nature one need not necessarily 
follow the dogma of a particular school."

PHILOSOPHY

An important phase of Obata's boyhood was the study 
of philosophy. With his study and practice of Zen, a branch 
of Buddhism, and of Shingon, another Oriental philosophy, he 
has augmented, his capacity for painting by a direct approach 
to the Universal Teacher, "Nature." The combination of all 
these profound studies has given Obata an unusual outlook 
upon life which undoubtedly affected his art. Therefore, ar
ticles dealing with Obata's philosophy of art are pertinent. 
Junius Cravens in the Argonaut of March 4, 1952, under the 
heading of "What Price Glory,"presents the artist's outlook:

"There is a rare combination of disarming naivete 
and rich Oriental philosophy in the foreword 
which the Japanese painter, Chiura Obata has 
written for the catalogue of the exhibition of 
his paintings which is now being held at 'La 
Casa de Manana,' Berkeley, and which we quote 
in full.
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"'My idea of biography deals not in past or the 
present, but lies in the future. The past 
speaks for itself, and actions speak for the 
present. In words I speak for the future. My 
brush and I look ahead only.
"'I intend my path in life to be as plain, sim
ple, and definite as air and water— water as
pure as dewdrops on the wild flowers of Tuolumne 
Meadow at dawn; as melodious as the winding 
mountain stream in spring; as ominously symphon
ic ns the powerful waterfalls of Yosemite; as 
meandering as the brook winding in and out 
through hill and dale, uniting and reuniting, 
but flowing ever onward to the sea; and as great 
as the mighty strokes of waves and the fathom
less depth of ocean color.
"'Success or failure is not my aim in life. 
Whether I bo a flake of snow or only a drop of 
dew I do not care. I wish only to paint with 
gratitude to 'Nature' in my heart and sincerity 
in my.brush*' This is my future, my biography.'"
Another article on Obata's philosophic approach to

art is by H. L. Dungan, in the Oakland Tribune of March 24,
1935. Under the arresting heading, "Artist Paints Picture
of Beautiful Princess Between 2 and 3 A. M.," Dungan said:

"When one of our young artists begins to talk 
about his soul-reaction to art, the inspiration 
he'hopes to get in some distant time, his emo
tions 'and so on, I am cold to the theme under 
which he warms. When Chiura Obata, Japanese, 
tells-me of his feeling for art, I believe him.
"That 'feeling* also includes years of hardand 
faithful work, Oriental patience, a lively ap
preciation of nature and. more hard work.
"Obata is lecturer in art at the University of 
California. ' Thirty of his paintings are being 
shown at Haviland Hall, on the University 
grounds.
"Among his paintings is the tall and lovely 
Princess Sotoari, who lived some 1500 years ago 
in Japan and was so lovely that her beauty shone 
through her garments. The painting of her by 
Obata came about in this manner.
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"Someone gave Obata morning-glory seeds. Obata 
loves flowers, fish, mountains and forests. Ho 
planted the seed and they flourished. When they 
came into bloom he was reminded of tho beautiful 
Princess.
"At what hour of the day should you paint a 
princess whose beauty is so great that it shines 
through her garments, and reminds you of morning 
glories? Why, no time except between 2 and 
3 A. M. when the moon is full.
"So the picture of the Princess Sotoari was 
painted in the morning hours when the morning 
glories were coming into full life. As a matter 
of fact, I know nothing of mornlngglories or 
whether they come into full life in the morning 
or evening, but— I'll wager Obata docs. He never 
paints anything he doesn't know all about, in
cluding ancestry and present relatives."
As a summary of Obata's fusion of Oriental philos

ophy with his nature studies of California, one of his own 
poems serves well:

"My aim is to create a bowl full of joy 
Clear as the sky,
Pure as falling cherry petals,

Without worry, without doubt;
Then comes full energy, endless power 

And the road to art."

CRITICS EVALUATION
While technical and philosophical evaluation of 

Obata's work has been given in previous pages,critical opin
ion must also be presented. From those sources a better un
derstanding of Obata's art may be gained. The first excerpt 
from a chronologically arranged group of articles is by 
Professor Perham W. Nahl, who, in "Art and Artists" of Jan
uary, 1931, wrote:
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"His work is filled with significant color and 
fern. His art embodies both ancient and modern 
thought, and is a true mixture of Occidental 
and Oriental expression."

The second article is from the San Francisco Exam
iner of May 29, 1932. In its report of Obata's work shown 
at Courvoisier's Gallery, it said:

"They are pure Nippon, or, if you like, with 
just a suspicion here and there of Western In
fluence, though even that is rather dubious.
"So, inasmuch as the themes arc California, you 
have America contemplated through the eyes of 
an Oriental.
"Here, for example,is Van Nes3 Avenue on a fog
gy morning. It is all mood, all impression.
The artist i3 not concerned to have you recog
nize the locality.
"But the scene of the sea beach writhes as if 
it were a tremendous serpent. And there are 
sketches of horses, vibrant with rhythm. The 
tide comes in on Bakers Beach, half sea, half 
mist.
"Nature knows no depression, says Obata. He 
forgets the world's troubles in picturing a 
lone duck floating through a faint transparency 
of blue, with a faint wraith of a tree in the 
foreground.
"It is a thought-stimulating exhibition."
The third article is from the Oakland Tribune of 

March 6, 1932 by H. L. Dungan. Obata's combined use of Ori
ental and Occidental technique is interestingly presented:

"Obata has all the grace of the Oriental coupled 
with a western love of color. When painting 
redwood trees in grey and black his trees are 
beautiful, impressive, as one sees them.He can 
render a landscape, a mountain or birds on a 
reed quite as well in this medium. But that is
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not enough for him. He has turned to the use 
of natural color and made quite as excellent 
use of it. One painting of a Japanese quince 
on a yellow background is a study in color in 
its most subtle form, and in direct contrast 
is the 'Sea Gull,' a brilliant splash of blue 
background with a lone seagull bobbing on it.
Obata is a skilled draughtsman and an original 
artist. His work is always interesting and 
often astonishing because it shows a distinct 
western influence without losing for an in
stant the true grace of the Oriental."

The fourth article is that by Junius Cravens in 
the Argonaut of May 20, 1932,who wrote of Obata's Courvolsier 
exhibit:

"Chiura Obata again distinguishes himself for 
versatility and superb draughtsmanship. In 
following the various exhibitions of this Jap
anese artist's work which have been held in 
San Francisco,one begins to recognize the vast 
amount of thorough, indefatigable study that 
must have gone into forming its foundations.
"Obata preserves in many of his paintings and 
drawings the accepted Japanese traditional 
style of meticulously accurate delineation, ren- 

* dered in a decorative manner. We have formerly
commented also upon his Interesting and suc
cessful experiments 3n translating the American 
scene into the terms of the conventional Jap
anese school. In the current collection he 
further proves the variety of his accomplish
ments in at least three California landscapes 
which are rendered in the Occidental manner.
They are very well done, though, by contrast, 
they perhaps lack some of the charm of his 'na
tive' method."
Edward Radenzel in the Wasp-News Letter of January 

7, 1933, tells of Obata's participation in the Annual Western 
Water Color Exhibition at the California Palace of the Legion 
of Honor:

"There is a spring brightness about the Obata 
naturalistic panel...."
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while Howard Talbot in the Wasp-News Letter of March 4, 1933,
tells ofabarter show held at Courvoisier's Gallery in which:

"Obats showed studies of dance rhythms, lyric 
motion suggested by an eloquent frugality of 
line."

Mr. Talbot in his report of the Competitive Water 
Color Show held at Gump's Gallery wrote in the Wasp-News Let
ter of March 18, 1933:

"There is a particularly effective marine in 
restrained color by Chiura Obata, 'Incoming 
Tide,' a lovely little boat at the edge of grey 
lapping water, a mood economically suggested."

The last, fromalarge file of articles here partial
ly quoted is by Harry Haswell in the Wasp-News Letter of April 
18, 1936:

"For' a complete study in the value of artistic 
line,the works of Chiura Obata, now on view at 
the Artists Cooperative Gallery, should provide 
a much-needed and valuable object lesson for 
many of the local aesthetes of paint and brush.
It is a genuine pleasure to see how the tricky 
and elusive line is taken by Obata and turned 
into a graceful, flowing line of direction for 
his realistic studies. He does not, however, 
abuse his inborn Japanese power of holding his 
drawing in a compact, pleasing arrangement of 
this selfsame line as a punctuation mark to his 
hair-line studies of animal life.
"....He is unfortunately, too little known for 
his fine work as instructor3n the art of brush
drawing at the University of California. Lit
tle influenced by Western methods of painting, 
his work is essentially Japanese in tone, yet, 
in his landscape work, with a high degree of 
expressiveness not often found in the Japanese 
realism. Semi-mystical studies in soft colors 
and hazy washes of line are also exhibited and 
reveal a true poetical bent in Obata's nature; 
gracefulness, and intelligent use of smooth 
line make his work unique among Western art
ists."
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With a quantity of printed evaluations of Obata's 
art still unquoted, one feels that the few here presented 
sufficiently reveal the high esteem in which Obata is held 
by Western critics.

CONCLUSION
At fifty-two years of age,Obata exemplifies in his 

numerous art activities the spirit of youth. His unfailing 
activity and ceaseless effort endear him to his students. A 
recent example of his indefatigable work is the manner in 
which he spent his 1937 vacation. Alcne in California's mag
nificent Yosemite Valley, in three weeks he added some forty 
landscape "messages" of the adopted land he loves so dearly. 
A visit to his Berkeley home may serve as an illustration of 
his affection for California. There, in the rear enclosure, 
may be seen a collection of California's vari-colored rocks 
and flowers. These souvenirs, composed as in a Japanese gar
den, were brought from High Sierra fastnesses. Obata has 
sketched in isolated spots where it took courage to venture.

As a result of his traditional Japanese discipline 
of mindand body and his years spent patiently studying Cali
fornia's.wealth of natural beauty,Obata looks eagerly to the 
future. His assertion, "I am not a finished artist,! am still 
studying until I die," is typical of the man and indicative 
of his serious intent.
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CHIURA OBATA 
REPRESENTATIVE 

WORKS

LANDSCAPES— OIL, WATERCOLOR:
After the Earthquake
After Spring Rain
April Showers
Bakers Beach
Call of Autumn
Campus Trees, Berkeley
Crashing Waves
Creation
Eagle Peak
El Capitan
Evening Glow
Fig Branches
Flooding Rain
Full Moon
Incoming Tide, Bolinas 
Klamath River 
Lake Basin in High Sierra 

, Lifted Snow
Mono Hill, High Sierra 
Morning Calm 
Moonlight, Point Lobos 
Moonlight, High Sierra 
Mother Earth 
Mountain Lake 
Mt. Shasta Dawn 
New Moon
Old Cypress, Point Lobos 
Paoific Grove 
Porcupine Flat
Santa Barbara National Forest 
Setting Sun, Sacramento Valley 
Shooting Stars 
Silence of Music
Spring Mist, Saratoga (Illustration Picture)
Storm Weather, Point Richmond
Suisun
Thunder Storm on Mt. Lycll 
White Wolf Meadow 
Yosemite Cliffs 
Yosemite Waterfall
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PORTRAITS— OIL, WATERCOLOR:
Princes3 Sotoari
Talia Savanleva Japanese Prima
Matsus Japanese Actor
Sojin Kamiyama Japanese Actor
Shindo Genma Japanese Actor
Gyo Artist's Son
Stephen Pepper 
Self Portrait 
Maiden of Northern Japan

Donna

MURALS:
S. & G. Gump, Temple Room

Angels and Lotus (Japanese Watercolor), 1909
S. & G. Gump, Red Lacquer Room

Black Crows-Snow Pine (Japanese Watercolor), 1909
G. T. Marsh Co.

Birds (Chinese Style, Watercolor), 1920
Emporium Corporation, Oriental Department 

Four Seasons (Japanese Watercolor), 1923
Toyo Kisen Kaisha Steamship Co.

Nikko; Miyajima; Arashigama, 1924 
(Japanese Watercolors)

Iwata Co.
Santa Barbara ("Hoo" Oil), 1925

G. T. Marsh Co.
Bats (Oil), 1925

SCENERY AND COSTUMES:
San Francisco Opera Association

Madame Butterfly (copyrighted), 1924
ANIMAL STUDIES:

Horses
Deer
Fawn
Rabbit
Squirrel
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STILL-LIFE:
Striped Bass 
Peony

NUMEROUS "SCREENS":
Scrolls 
Kakemonos 
Wood Block.Prints 
Miniature Gardens 
Varied Studies

EXHIBITIONS:
San Francisco, California

East West Gallery, Western Women's Club, March 1928 
California School of Fine Arts, October 1950 
Gyosei Hall, November 1950 
Courvoisior Art Gallery, January 1951 
California Palace of the Legion of 

Honor, February 1951
California School of Fine Arts, February 1951 
California Palace of the Legion of 

Honor, June 1951 
Duncan Vail Co., August 1951 
Courvoisier Art Gallery, September 1951 
A. F. Martin & Co., April 1952 
De Young Museum, April 1952 
San Francisco Aft Association, April 1952 
Courvoisier Art Gallery, May 1952 
East West Gallery, Western Women's Club,

September 1952
De Young Museum, December 1952 
Western Watcrcolor Annual, California

Palace of the Legion of Honor, December 1952 
Courvoisier Art Gallery, March 1955 
Gump's Competitive Watcrcolor Exhibit, March 1955 
California Palace of the Legion of 

Honor, February 1954
San Francisco Art Association, September 1955 

1st Graphic Arts
Artists Co-operative Gallery, April 1956

Oakland, California:
Mills College Art Gallery, March 1951 
Oakland Art Anpual, October 1955
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Berkeley, California
University of California, Art Gallery, December 1930 
La Casa do Manana, March 1952
University of California, Haviland Hall, May 1933

Palo Alto, California
Stanford University Art Gallery, June 1932

Yosemite Valley, California
Best Art Studio, July-December 1937

Los Angeles, California
Stendahl Art Galleries, 1931

Portland, Oregon
Portland Museum, 1936

Phoenix, Arizona 
City Museum, 1957

Chicago, Illinois
Chicago Art Institute, 1936

Philadelphia, Pennsylvania
Pennsylvania Academy of Fine Arts, 1934-35-36

Tokyo, Japan
Spring Annual Exhibition, 1902 
Uyeno Park,1930

Sendai, Japan
Public Library, 1929-30 . .

PERMANENT COLLECTIONS:
Albright Gallery, Buffalo Fine Arts Academy 

Early Spring (Oil)
S. & G. Gump, San Francisco
Japanese Murals (Watercolor on silk)

Toyo Kisen Keisha Steamship Co., San Francisco 
Five murals depicting Japanese 'scenes

PRIVATE COLLECTIONS:
Emperor of Japan (Private Household— Japan) 

Lake Basin in High Sierra (Oil)
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AWARDS:

CLUBS:

Honor Medal, Tokyo Annual Spring 
Early Spring (Oil), 1902 

First Prize, Uyeno Park, Tokyo 
Lake Basin in High Sierra (Oil!

Member:
Kenselkai, Tokyo, Japan, 1901 
San Francisco Art Association,

Exhibition 

, 1930

1937
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Richmond Record, January 9, 1931
Japanese New World, May 24, 1932
Oakland Tribune, September 11, 1927 

March 18, 1928— December 11, 1930 
March 22, 1931— March 6, 1932 
March 24, 1935

Berkeley Gazette
March 15, 1928— March 3, 1932

Berkeley California Courier, December 27, 1930
Daily Californian, Berkeley

March 20, 1928— February 5, 1934
Morning Sentinel, Santa Cruz 

January 24, 1928
Mercury Herald, San Jose

March 24, 1928— May 6, 1937
Los Angeles Times, July 1, 1928, p. 26
Fresno Republican, April 2, 1931
Santa Barbara Daily News, June 30, 1931
Santa Maria Daily Times, July 2, 1931
Mill Valley Record, May 13, 1932
Riverside Daily News, January 16, 1934
Carmel Pine Cone, August 30, 1935
Tohoku Nipo, Ou Nipo, Kahoku Shimbun, Sendai, Japan 

(From Artist's scrapbook— no dates)
Japan Advertiser, Tokyo, Janan 

April 10, 1928
Honolulu, Advertiser, Honolulu, T.H.

November 17, 1930
Honolulu Star-Bulletin, November 22, 1930
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Argus, San Francisco, March 1, 1028, p. 7 
April 1928— May 1928, p. 11

Wasp, San Francisco, March 3, 1928, p. 23
March 10, 1928, p. 23— March 24, 1928, p. 23

Argonaut, San Francisco
March 10, 1928, p. 9— September 26, 1931 
March 4, 1932, p. 14— April 8, 1932, p. 13 
September 16, 1932, p. 13— September 20, 1935, p. 19

Wasp-News Letter, San Francisco
November 1, 1930, p. 12— January 3, 1931, p. 12 
January 31, 1931, p. D5— March 12, 1932, p. 12 
May 21, 1932, p. 12— June 4, 1932, p. 12 
December 10, 1952, p. 12— January 7, 1933, p. 13 
March 4, 1933, p. 12— March 18, 1933, p. 12*
January 20, 1034, p. 12— January 27, 1934, p. 12

Art & Artists,San Francisco 
January 1931, pp. 1- 2- 3

Art Digest, February 1, 1931, p. 21 
October 1, 1935

Art Index, p. 1038
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San Francisco CHRONICLE 
Gregory

San Francisco EXAMINER 
Gregory

CALL-BULLETIN
Gregory (California, San Francisco)

NEWS
Gregory (California, San Francisco)

[PRESIDIO HEIGHTS PRESS, San Francisco, California] 
[DIVISADERO ADVOCATE, San Francisco, California] 
[FILLMORE NEWS, San Francisco, California]
[MUNICIPAL JOURNAL]
[PARR PRESIDIO HERALD, San Francisco, California]
[HAYES VALLEY ADVERTISER, San Francisco, California]
JAPANESE AMERICAN NEWS

Gregory (California, San Francisco)
[RICHMOND BANNER , Richmond, California]
[GOLDEN GATE NEWS, San Francisco, California]
Richmond RECORD-HERALD 

Gregory
[JAPANESE NEW WORLD]
Oakland TRIBUNE 

Gregory
Berkeley Daily GAZETTE 

Gregory
Berkeley COURIER 

Gregory
DAILY CALIFORNIAN

Student newspaper, University of California, Berkeley
Santa Cruz SENTINEL 

Gregory
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San Jose MERCURY-HERALD 
Gregory

Los Angeles TIMES 
Gregory

Fresno Morning REPUBLICAN 
Gregory

Santa Barbara Daily NEWS 
Gregory

Santa Maria Daily TIMES 
Gregory

Mill Valley-Tiburon-Belvedere RECORD 
Gregory

[RIVERSIDE DAILY NEWS, Riverside, California]
PINE CONE

Gregory (California, Carmel)
[TOHOKU NIPO, OU NIPO, KAHOKU SHIMBUN, Sendai, Japan]
[JAPAN ADVERTISER, Tokyo, Japan]
Honolulu ADVERTISER 
Gregory

Honolulu STAR-BULLETIN 
Gregory

ARGUS
Arntzen and Rainwater Q98; ULS

NEWSLETTER AND WASP 
ULS

ARGONAUT
ULS

NEWSLETTER AND WASP 
ULS

ART AND ARTISTS
Vol. 1, no. 1 - Vol. 2, no. 3 (October, 1930 - October, 1931)

ART DIGEST See ARTS MAGAZINE 
Arntzen and Rainwater Q98; ULS

[ART INDEX]
Arntzen and Rainwater A3
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b. November 18, [1884] Sendai, Honshu, Japan
d. October 6, 1975 Berkeley, California

1882: Obituary, age 92
1884: Death certificate
1885: CAR and CHIURA OBATA, Oakland Museum EXHIBITION CATALOGUE

OBITUARY
SAN FRANCISCO CHRONICLE 

October 7, 1975, p. 13

CHIURA Z. OBATA

WORKS BY
Marsh, George Turner, and Temple, Ronald. THE LORDS OF DAWN: A NOVEL. 
San Francisco: John J. Newbegin, 1916.

Illustrations by CO.
FROM THE SIERRA TO THE SEA. Berkeley: The Archetype Press, 1937.

Eleven original brush drawings of California subjects, each 
accompanied by a translation from the artist's poetry. Designed 
and hand printed by Wilder and Ellen Bentley. Fifty copies issued 
in portfolio, twenty-five of which were for sale.

Calkins, William Frederick. HOKUSAI: A FABLE IN FACT. Berkeley: 
Printed by Ben Kennedy at The Gillick Press, 1940.

Illustrations by CO.
THE SEASONS AT CALIFORNIA. Berkeley: California Monthly, 1940.

Ten color prints, originally issued as covers for CALIFORNIA 
MONTHLY, Vol. 43, no. 1 (September, 1939) through Vol. 44, no. 6 
(June, 1940), issued in portfolio. Also a 1939 edition of the 
portfolio, with five color prints. The September, 1939 issue 
of CALIFORNIA MONTHLY includes a biographical sketch and photograph 
of CO.

Bentley, Wilder. CULTURE OF THE FAR EAST IN NORTHERN CALIFORNIA: 
A CHECK LIST OF BOOKS AND PAMPHLETS AVAILABLE TO STUDENTS OF 
INTER-CULTURAL RELATIONS. Stockton, California: Stockton Junior 
College, 1947.

With a supplementary list of books on Japanese culture in the 
William Dallam Armes collection of Japanese prints, compiled 
by CO.

SUMIE. Berkeley: [n.p.], 1967.

( c o n t i n u e d )
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CHIURA Z. OBATA 
WORKS BY (continued)
THROUGH JAPAN WITH BRUSH & INK. Rutland, Vermont: C. E. Tuttle, 1968.
THE SINGING BRUSH: BASIC JAPANESE SUMI-E PAINTING FOR CHILDREN. 
Introduction by Doris Hale Heinz. New York: Japan Society, [n.d.].

NEWSPAPER AND PERIODICAL SOURCES
ART ASSOCIATION OF INDIANAPOLIS, INDIANA, JOHN HERRON ART INSTITUTE,
BULLETIN

Vol. 25 (June, 1938), p. 31, ill.: STORM ON LYELL MOUNTAIN
ART DIGEST

Vol. 12 (January 1, 1938), p. 7, UC Art Gallery exh., ill.:
TUOLUMNE CANYON, SIERRA NEVADA

ASIA AND THE AMERICAS
Vol. 43, no. 10 (October, 1943), p. 585, Relocation Center,

Cambridge, Mass., exh., ill.: NEW MOON
CALIFORNIA MONTHLY

Vol. 57, no. 1 (September, 1946) through Vol. 57, no. 9 (May-June, 
1947), cover ills., depicting different UC campuses

SAN FRANCISCO CHRONICLE
August 5, 1926, p. HI, photo., catches record size striped bass
March 12, 1928, p. 12, photo., East West Gallery exh.
December 21, 1930, p. D5, wood block prints exh. Courvoisier's
August 16, 1931, p. D7, California wildflower wcs exh. Duncan-Vail 

Company, ill.: RED BERRIES IN A JAPANESE VASE
September 5, 1931, p. 4, wcs to be exh. Courvoisier's
February 19, 1933, p. D3, wcs exh. Courvoisier's, ill.: [Untitled wo]
January 11, 1934, p. 18, speaks on Japanese ptg. to SF Society 

of Women Artists
April 12, 1936, p. D6, Artists' Cooperative Gallery exh. rev., 

ill.: [Fish] (wash dwg.)
August 9, 1936, p. D6, Berkeley morning glories exh. Berkeley Women's 

City Club
December 15, 1940, TW, p. 17, rev. of William Frederick Calkins' 

HOKUSAI, ill.: IN A JAPANESE GARDEN

( c o n t i n u e d )
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NEWSPAPER AND PERIODICAL SOURCES (continued)
SAN FRANCISCO CHRONICLE

July 5, 1942, TW, p. 24, Mills College Art Gallery exh. by CO's 
students, Japanese interned at Tanforan camp

July 12, 1942, TW, p. 16, Mills College Art Gallery exh. by CO's 
students, Japanese interned at Tanforan camp

December 19, 1948, p. 14, Maxwell Galleries exh. rev.
June 17, 1954, p. 2, retires from UC Berkeley faculty
June 18, 1977, p. 39, Oakland Museum exh. rev.

EXHIBITION CATALOGUE
Oakland, California. The Oakland Museum. CHIURA OBATA: A CALIFORNIA 
JOURNEY. May 10-June 19, 1977. 23 pp.; b&w and color ills. 69 exhs.

Includes biographical essay, chronology, and checklist.

BIOGRAPHICAL DIRECTORIES 
Dawdy 1
Mallett SUPPLEMENT 
WWAA 1940-1941

ARCHIVAL SOURCES
Archives of American Art 
Bancroft Library

INDEX

CHIURA Z. OBATA

Moure, Nancy Dustin Wall. THE CALIFORNIA WATER COLOR SOCIETY: PRIZE 
WINNERS, 1931-1954; INDEX TO EXHIBITIONS, 1921-1954. Los Angeles: 
Privately printed, 1975.


