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The first Companion to Digital Humanities appeared in 2004 in hardcover, and a couple of years later in paperback

and free online, where it can still be found at http://www.digitalhumanities.org/companion. (»In the introduction to

that volume, the editors (who are the same as the editors of this new work) observed that:

This collection marks a turning point in the field of digital humanities: for the first time, a wide range of theorists
and practitioners, those who have been active in the field for decades, and those recently involved, disciplinary
experts, computer scientists, and library and information studies specialists, have been brought together to
consider digital humanities as a discipline in its own right, as well as to reflect on how it relates to areas of

traditional humanities scholarship.

It remains debatable whether digital humanities should be regarded as a “discipline in its own right,” rather than
a set of related methods, but it cannot be doubted, in 2015, that it is a vibrant and rapidly growing field of endeavor.
In retrospect, it is clear that the decision this group of editors, prompted by their publisher, took in naming the
original Companion changed the way we refer to this field: we stopped talking about “humanities computing” and
started talking about “digital humanities.” The editors of this volume and the last, in conversation with their
publisher, chose this way of naming the activity represented in our collected essays in order to shift the emphasis

from “computing” to “humanities.” @What is important today is not that we are doing work with computers, but

rather that we are doing the work of the humanities, in digital form. The field is now much broader than it once

was, and includes not only the computational modeling and analysis of humanities information, but also the
cultural study of digital technologies, their creative possibilities, and their social impact. Perhaps, a decade or two
from now, the modifier “digital” will have come to seem pleonastic when applied to the humanities.

«©Perhaps. as greater and greater portions of our cultural heritage are digitized or born digital. it will become

unremarkable that digital methods are used to study human creations. and we will simply think of the work

described in this volume as “the humanities.” Meanwhile, though, the editors of this New Companion to Digital

Humanities are pleased to present you with a thoroughly updated account of the field as it exists today.

Reprinted from A New Companion to Digital Humanities, by Susan Schreibman, Ray Siemens, John
Unsworth, John Wiley & Sons Limited. Copyright © 2016 John Wiley & Sons Limited. Reproduced with
permission of the Licensor through PLSclear.
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All over the world, people have been focusing their attention on contemporary Japanese culture. Since the 1990s
there has been a burst of creative energy in the fields of manga, anime, gaming, art, architecture, design, literature,
food and fashion. This has now blossomed into a Japanese contemporary culture whose influence reverberates
around the globe and which fascinates so many people, particularly from amongst the younger generation.

@After the collapse of the “bubble economy”. Japan underwent a period of economic recession throughout the

1990s. However, in the world of popular culture. there was a constant flow of enormously varied and striking images

and works from a group of Japanese creative artists. This cultural activity developed a dynamic of its own which

enveloped not only the creators but also the consumers, and now, even at this very moment, is being given more

overseas exposure. This phenomenon of recent vears, which is in sharp contrast to the former exotic images of

Japan as the land of Mt. Fuji, geisha and kabuki, is stimulating the formation of a new image of Japanese culture.

But let us look more closely at the historical background that gave rise to the perception among young people of

contemporary Japanese culture as “cool”. myThe truth is that subcultures have often arisen during the significant

periods in Japanese history. As they matured, they went on to form a complex multi-layered culture. For instance,

the tea ceremony became fashionable in the Azuchi- Momoyama period (1568-1600), while ukiyo-e prints were
popular in the Edo period (1600-1867). These tangible and intangible cultural treasures were stored up as assets

which, through being passed on to subsequent generations, have blossomed again in contemporary culture.

@S0 what are the elements that constitute contemporary Japanese culture? Japan certainly absorbed culture
from mainland Asia in ancient and mediaeval times. In modern times Japan absorbed culture from the West, and
in the post-WWII era particularly from the USA. But we see our contemporary culture not only as absorbing
elements from other cultures but also as interpreting them from a unique perspective, then re-shaping them into a
new style and fusing them with something completely different. It is a culture in which the old and the new co-

exist, one that appeals to the general population and that anyone can enjoy.

HE
[ Creative Japan] (4}#%4) pp.3 (https://www.uk.emb—japan.go.jp/en/creativejapan/creativejapan_PDF .pdf)
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i ¥ : What are the digital humanities? by Professor David M. Berry (13 FEB 2019)

https://www.thebritishacademy.ac.uk/blog/what-are-digital-humanities/
(&2 45O 1)
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William Sturgis Bigelow, a wealthy Bostonian who counted Henry Adams, Edith Wharton, and Theodore
Roosevelt among his friends, abruptly forsook a career in medicine and took up residence in Japan from 1882 to
1889. Although he received some guidance from Fenollosa in his acquisition of screens and scrolls, Bigelow's
interests were wide ranging (extending not only to painting but also to sculpture, swords, textiles, lacquer, and
prints), and his pockets were deep. Over a forty-year period, he gave the Museum approximately four thousand
paintings, countless objects, and more than thirty thousand woodblock prints. Okakura, one of Fenollosa's
university students, came to Boston to serve as advisor and later curator in what was then the Department of
Chinese and Japanese Art. (a)During his tenure from 1904 to his death in 1913, he catalogued the holdings of the

Museum and sought to strengthen areas that were underrepresented until then. Furthermore, Okakura was an

eloquent spokesperson who wrote 7he Book of Tea for his Boston friends and aroused this community to a realizing

since of what a wonderful treasure it possesses in the Japanese and Chinese collections.

(b)Unlike most nineteenth- and early-twentieth-century Europeans, Morse, Fenollosa, and Bigelow not only

resided in Japan for extended periods but gained entree to Japanese intellectual and cultural circles. Although
Morse delivered lectures on evolution at Tokyo Imperial University—lectures that were attended by members of
the imperial family, the prime minister, and other luminaries—he assumed the role of student in the field of
ceramics. The respected antiquarian Ninagawa Noritane was generous with his expertise and gave Morse a
foundation in identifying and dating pottery. Similarly, Fenollosa was able to develop his own eye for painting
under the tutelage of some of the most celebrated Japanese artist-connoisseurs of the day—men such as Kano
Eitoku Tatsunobu and Sumiyoshi Hirokata. From these members of the Kano and Tosa schools, the official painters
to the ruling military and aristocratic classes, respectively, he inherited an appreciation for lineages of artists and
a definite predilection for the art of the elite. (Today the Museum is particularly well known for its holdings of
Kano-school painting.) Bigelow, for his part, became a leading supporter of the arts in Japan, providing financial
assistance to impoverished contemporary artists and underwriting conservation work for treasures in some of the
temples in the Nara region.

This group of Bostonians firmly believed in the importance of understanding Japanese art from what they
supposed to be a traditional Japanese point of view. Fenollosa exasperatedly complained that in the West there
had been no awareness of the Japanese pictorial tradition: "To Westerners paintings have been only a single species
of curio, to be ranked under the name of kakemono, side by side with porcelain, tea-sets, lacquer .... An American,
to whom I was once speaking of Japanese pictorial beauties, gave voice to the prevalent perplexity by exclaiming:

'(c)But do the Japanese have pictures. real pictures, you know, in gold frames?' "'To address this misperception

Fenollosa drafted Epochs of Chinese and Japanese Art, which was published in 1910 after his death.

Reprinted from MFA Highlights, Arts of Japan, by Anne Nishimura Morse, Joe Earle, Sarah Thompson, Rachel Saunders, Museum of Fine
Arts Boston. Copyright © 2008 Museum of Fine Arts Boston.
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