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Nihonbashi (Plate 14) page 16

Oiso (Detail Plate 31) page 46

Hakone (Plate 25) page 34

Hara (Plate 45) page 60

Yui (Frontispiece and Plate 26) page 35
Okabe (Detail Plate 41) page 53

Fujieda (Detail Plate 28) page 38
Shimada (Plate 12) page 13

Akasaka (Plate 54, Detail Plate 22) pages 31 and 67
Narumi (Colorplate 2) page 106

Kuwana (Plate 8) page 9

Sakanoshita (Detail Plate 35) page 49
Ishibe (Colorplate 3) page 107
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Fujisawa (Plate 63) page 80

Fuchu (Detail Plate 40) page 53
Mariko (Plate 19) page 28

Nissaka (Detail Plate 32) page 46
Kakegawa (Plate 39) page 52
Fukuroi (Colorplate 6) page 110
Akasaka (Detail Plate 1) page 2
Okazaki (Detail Plate 42) page 54
Chiryd (Plate 20) page 29

Narumi (Plate 18) page 26
Yokkaichi (Plate 30) page 44
Ishiyakushi(Colorplate 5) page 109
Shono (Plate 11) page 12
Tsuchiyama (Colorplate 7) page 111

JIMBUTSU SERIES
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Fujisawa (Colorplate 4) page 108



TSUTAYA SERIES
30. Maisaka (Colorplate 8) page 112
31. Arai (Plate 70) page 92

HARIMAZAE SERIES
14. Hara (Plate 66) page 85
18. Okitsu (Plate 67) page 86

REISHO SERIES

54. Otsu [loan from Nelson Gallery-Atkins Museum] (Plate 43, Detail Plate 21) pages 30 and 55

SHANKS MARE SERIES
30. Hamamatsu (Plate 34) page 49

DOUBLE-BRUSH SERIES (with Kunisada)
15. Yoshiwara [loan from Shoka Collection] (Plate 68) page 87

SERIES BY HIROSHIGE |Ii
49. Sakanoshita[loan from Shoka Collection] (Plate 24) page 33

SERIES BY HOKUSAI
39. Okazaki (Plate 65) page 82

SERIES BY KUNIYOSHI, KUNISADA AND HIROSHIGE
26. Nissaka by Kuniyoshi (Plate 33) page 47

OTHER PLATES

Shadow series print by Hiroshige (Plate 44) page 58

Detail from Shigisan Engi handscroll (Plate 62A) page 78

Detail from The Burning of the Sanjo Palace handscroll (Plate 62B) page 78
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STATIONS OF THE TOKAIDO

Note: Nihonbashi, the terminus at Edo, and Kyoto (Sanjo Bridge)
are not always considered stations, so the numberis sometimes

given as fifty-three rather than fifty-five.

1. Nihonbashi 29. Mitsuke
2. Shinagawa 30. Hamamatsu
3. Kawasaki 31. Maisaka
4. Kanagawa 32. Arai
5. Hodogaya 33. Shirasuka
6. Totsuka 34. Futakawa
7. Fujisawa 35. Yoshida
8. Hiratsuka 36. Goyu
9.0iso 37. Akasaka
10. Odawara 38. Fujikawa
11. Hakone 39. Okazaki
12. Mishima 40. Chiryu
13. Numazu 41. Narumi
14. Hara 42. Miya
15. Yoshiwara 43. Kuwana
16. Kambara 44.Yokkaichi
iz Yaui 45. Ishiyakushi
18. Okitsu 46.Shono
19. Ejiri 47. Kameyama
20. Fuchu 48. Seki
21. Mariko 49. Sakanoshita
22. Okabe 50. Tsuchiyama
23. Fujieda 51. Minakuchi
24. Shimada 52. Ishibe
25. Kanaya 53. Kusatsu
26. Nissaka 54. Otsu
27. Kakegawa 55. Kyoto (Sanjd Bridge)
28. Fukuroi
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ERITOR'S NOTE:

Traditional Japanese prints were collaborative efforts, in-
volving the cooperation of publisher, designer, engraver
and printer.

The publisher was responsible for the entire project of
a print or group of prints, hiring the artist and craftsmen
and arranging for the sale of the finished prints.

The designer would draw with brush on ink on ex-
tremely thin paper. He would write the names of the col-
ors he desired or indicate them with light color washes.
He would not need to complete patterns on clothing,
merely beginning the designs and leaving the rest to the
engraver.

The engraver, using well-seasoned cherry wood,
would paste the design face down upon the key-block. He
would then lightly oil the paper to render it transparent.
The outlines were incised first, cutting in the same direc-
tion as the original brush-strokes. Superfluous wood was
hollowed out with chisels and gouges. He would then
make black outline prints from the key-block, and paste
these prints on individual blocks for the various colors,
cutting away all areas not needed for each particular
shade.

The printer would wash the blocks and place them on
low stands at a slight downward slope. The paper, made
from the inner bark of plants such as mulberry, would be
wet six hours before printing and hung up to partially dry.
The blocks were then covered with ink or color added by a
brush. Hiroshige’s printers were able to wipe the color
on the blocks to produce graded tones. The paper was
placed on the blocks, with one corner and one edge lined
up against marks in the blocks for exact registration; oc-
casionally on late editions of successful prints one can
see careless printing where the colors do not meet their
outlines. A baren was rubbed over the paper in a circular
or zigzag motion. One may see baren marks on some
prints where there is a large area of a particular color.

In the middle of the nineteenth century chemical dyes
came into use. Before that, colors were made from natural
materials such as red from safflower, blue from indigo,
black from charcoal and white from clay or pulverized
clamshells. Woodblocks were framed on two sides to pre-
vent warping, and for especially popular prints the blocks
were utilized until seriously worn down.

Titles of prints, inscriptions, signatures, artist’s seals
in red and censor’s seals in black were all part of the
woodblock process. Unless the print had been commis-
sioned by a special patron or group such as a poetry
society, it was sold in shops and traveling carts or racks.
Hiroshige’s Tokaidd prints were popular with travelers
who wanted souvenirs of their journey.

Westerners were the first to recognize Japanese
prints as important artworks, and today most of the
leading print collections are in the United States and
Europe, although recently Japanese have become among
the most avid collectors.
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