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Notes on "A Haiku Journey to Osaka"

Scott JOHNSON (Kansai University, Osaka, emeritus)

This presentation will begin with a brief description of a typical large haikai surimono, in this case
including a poem by Kisho, illustrated by an Osaka artist, and compiled by a prominent Osaka
professional. Then, I will introduce the 1820 Osaka cultural world that Kisho dreamed of, using many
"close-up" illustrations by Tamate Toshi (1795-1871) and a couple of "long-shot" illustrations by
Niwa Tokei (1760-1822). Then, the focus shifts to the poet himself, with a photograph showing the
lower end of Lake Biwa, and the then remote "Mirror Mountain" where Kisho lived at its base. Known

locally as Tamao Tdsaburd, he was a rice farmer, but also a merchant of a fish-based fertilizer.

FIRST STOP: Kisho's haiku journey to Osaka began with his contacting the priest Sen'ei (1756-1825)
at Miidera temple in Otsu. Sen'ei talked and corresponded with amateur haiku poets, but he did not
publish anything himself. He was a contributor to a new haiku annual published in Osaka by Oka Seibi

(1760-1837). Sen'ei may also have known about a wealthy Kyoto amateur who published surimono.

NEXT STOP: Kyoto, where I will introduce Kitagawa Baika (1773-1843), a priest at a major temple
in Kyoto, and a dedicated amateur haiku poet. Baika was wealthy enough that he could compile and

publish haikai surimono, such as "descending haiku", a surimono with a poem by Kisho.

FINAL STOP: Osaka, where I will show professional compiler Oka Seibi, and his haiku poetry
anthology Kacho Bunko (Flower-and-bid Library), with 1818 and 1819 issues containing poems by
Kisho, but also by the most famous haiku poet alive in 1820: Kobayashi Issa (1763-1828).

With Kishd on his mailing list, Oka Seibi sent woodblock New Year greetings every year, as well as
occasional letters. And, as the dreams of Kisho and Seibi converged, Kisho received an announcement
of deadlines for poetry, and fees for appearances in small surimono (for which you will get ten
impressions), or in a large surimono (for which you will get five impressions). Looking again at the

big surimono, we can now do the math: 48 poets times five leads to a print run of 240 impressions.

Now we can see poet Kisho in a new light. Living deep in the woods of Omi, he treasured every bit of

correspondence, and became a historian's dream: he kept everything.

The Tamao family archives are stored in the National Institute of Japanese Literature in a suburb of
Tokyo. In 1996, Katd Sadahiko transcribed many letters and documents, including the surimono
business details. This was the first clear documentation of money fees and print runs for any woodblock

print in the Edo period.
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Nakajima Raisho and haikai surimono—Artists and the haikai Community at
Gichii-ji temple

YOKOYA Ken’ichiro (Otsu City Museum of History)

Two years ago, a collection of late Edo period haikai surimono from an old family in Otsu was
identified. The family produced many haiku poets for generations and had been involved in
maintaining Gicht-ji temple, where Matsuo Bashd's (1644-1694) grave is located. Out of 281
illustrated surimono prints, 40 feature designs by Nakajima Raisho, with 20 different designs (there
are some identical surimono). Raishd's works were the most by a single artist within the group,

indicating a special relationship between Raishd and the haikai community in Otsu.

This presentation will examine a selection of high-quality haikai surimono prints with designs in the
style of shasei (sketch from life) by Raisho. Unlike ‘double swordsman type’ artists such as those in
the lineage of Yosa Bunson (1716-1784) or Go Shun (1752-1811) , who were adept at both painting
and haiku, Raisho kept his purely sketch-based style while engaging with haiku compositions himself

and fostering ties with haiku communities and salons.

I will first introduce examples of Raishd haikai surimono highlighting their elaborate designs. I would
also like to point out that the majority of surimono were commissioned by prominent haiku poets
within the Otsu haikai community. Additionally, I will present information about Raishd as an artist

based on historical records and examine the factors that connected him with Otsu.

The first factor is the connection between Maruyama Okyo (1733-1795) and Gichii-ji temple, via
Enman-in Imperial temple within Onjo-ji temple precincts in Otsu. Y{jo, an imperial prince in holy
orders at Enman-in, was a key supporter of Okyo’s artistic career. One of the monks who served Yijo
at Enman-in, Nishinobd Kogekkyo (1756-1825), was an amateur haiku poet and later became a
supporter of both Raishd and Gichii-ji temple. Thus, Enman-in links the Maruyama school and Gichii-

ji temple.

Secondly, Raishd was a resident of Otsu from 1814 to 1823, which can be confirmed through Heian
Jinbutsu shi (Record of People in Heian [Kyoto]) and related historical documents.

Thirdly, during his time in Otsu, Raishd attended several times the annual ‘Shigure-¢’ at Gichu-ji
temple, a ritualistic haiku memorial gathering dedicated to Bashd on his death date. Raisho
contributed his haiku alongside leading members of the Otsu haikai community. That signifies that
Raishd had become a member of the group. The significant number of haikai surimono he produced,

as we have seen above, are further evidence.

Raishd was an artisanal-type Maruyama-school artist, who adhered to sketching-from-life-style
painting. It is evident that close relationships with the haiku world were essential for his business.

Raishd’s activities suggest that even as an artist/ craftsman of painting, he could not do without haiku
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and interactions through salon-like gatherings.
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The interaction between Eastern and Western salons as seen in Kagetsu cho
IDA Taro (Kindai University, Osaka)

Last year, the Kindai University Central Library acquired a manuscript, entitled Kagetsu cho (Album
of Flowers and Moon). This presentation marks the first public presentation of this captivating
collaborative manuscript of poems and pictures. Most likely created at the beginning of the 19th
century, this album has a preface by a renowned Osakan haiku poet and shipping agent, Shime Chdsai
(1757-1824) and includes paintings by Nakamura Hochii (d. 1819), Kimura Kenkad6 II (d. 1838), and
Ohara Toya (1771-1840), as well as haiku poems by the Osaka poet Koka’an Shoroku (d. 1813). In
conclusion, the occasion for the creation of Kagetsu cho was likely when a group of poets from

Okayama, who knew Chosai, visited Osaka. This album was probably made improvisationally.

A key resource in studying Kagetsu cho is Banka Jinmeiroku (Who's Who from Myriad Houses, 1813),
edited by Chosai, a directory featuring portraits of culturally active figures across Japan, who were
acquaintances of Chosai. Most of the contributors to Kagetsu cho are found in this directory. Banka
Jinmeiroku appears to include both individuals whom Chdsai met in person and whom he only
corresponded via mail. Given that Kagetsu cho is a work of collaboration, the contributors most likely
met in person. In our era after Covid, we are more conscious about the distinction between meeting ‘in
person’ and ‘virtually’. Face-to-face meetings have an irreplaceably intimate quality in personal

communications.

Building on this, the presentation will also examine two other haikai material examples bridging Edo
and Osaka in about 1800. (1) a case where a Kyotoite Kamo no Suetaka (1754-1841) contributed a
poem to an Edo surimono by sending a letter, and (2) a surimono published in Edo to commemorate
the Osakan poet and courier business proprietor Otomo no Oemaru (1722-1805). These examples offer
insights into the growing networks of early 19th century salon culture and relative distances between
the Eastern and Western Japan.
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Watanabe Nangaku and Nakamura Hochi in Edo:
Interactions of haikai and painting

SUGIMOTO Yoshihisa (Tohoku University, Sendai)

Two Kamigata painters, Watanabe Nangaku (1767-1813) and Nakamura Hochu (d. 1819) are
representative artists who transmitted the painting style of the Kyoto-Osaka region to Edo. Nangaku
was a Kyoto painter who studied under Maruyama Okyo (1733-1795) and his disciple Genki (1747-
1797). He stayed in Edo from 1802 to 1804. Hochii, who painted in the Rinpa style of Ogata Korin
(1658-1716), on the other hand, was active in Osaka as a painter using his fingertips (or fingernails)
instead of a brush. He left his mark on Edo during a visit from the end of 1799 to 1802, prior to
Nangaku's journey. Their personal contacts and connections in Edo seem to have overlapped to some
extent: for example, through haiku poets Suzuki Michihiko (1757-1819), a doctor from Sendai, and
Natsume Seibi (1749-1816), a rice broker in Asakusa. Both Nangaku and Hocht'’s ties with the haikai
world in Edo were even stronger than those in painting. This presentation will focus particularly on
haikai aspects of their activities while in Edo.
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Kimura Kenkado and the Representation of Things

NAKATANI Nobuo (Kansai University, Osaka, emeritus)

Kimura Kenkado (1736-1802) was interested from an early age in the study of natural and manmade
products (bussangaku), especially plants (honzogaku). He collected widely and studied this subject
formally under a few teachers over his life. He edited the book Nippon sansai meisan zue (Illustrated
Guide to Notable Products of Japan's Mountains and Seas, 1799).

He did many sketches of plants that are scientifically realistic rather than artistic. The impact of the
Shen Nanpin (Shen Quan) school of painters on Kenkadd was considerable, pushing Kenkadd towards
realistic representation in painting, although this is only one influence on his development as a painter.
The Qing artist Nanpin (1682-1760) came to Japan in 1731 and stayed for about 20 months. He had
one disciple Kumashiro Yiihi (1712-1773), who had the disciple Mori Ransai (1740-1801. Ransai then
was influential in spreading this Nagasaki style to Osaka and Edo. His Ransai gafu (Ransai’s Picture
Album, 1778) had considerable impact. Ransai is known to have modelled many of his works on other
paintings, rather than sketching from life. These two strands of representation, modelling on earlier

paintings and sketching from life, continued throughout his lifetime.

Kenkadd also pursued literati (bunjin) ideals in some of his paintings. Some of his landscape paintings
in Chinese style have been criticized as being amateurish. Some scholars, however, make a case that
Kenkado was aiming to follow in the Chinese literati tradition rather than the Japanese one. They argue
that his freer style, with strong, bold strokes, shows Kenkadd’s deliberate individuality in the spirit of
Chinese literati. Late in life Kenkadd returned to the realistic style of Nanpin as well as to the scientific

style of honzogaku. His was a life of continual searching and exploration.
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The Art of Conversation in Sencha Salons: The Role of Paintings

TSUKUDA Ikki (Issa-an sencha tea school master, Osaka)

Gatherings of Japanese intellectuals who enjoyed sencha (infused tea), which developed from the 18™
century, were distinctly different from the matcha tea ceremony that had been practised in Japan since
the 14th century. Unlike the traditional tea ceremony, sencha gatherings were not centred around tea
itself. Rather, the primary purpose was to appreciate and discuss imported Chinese paintings and
calligraphy, as well as new artistic expressions and sensibilities presented by Japanese intellectuals
under the influence of imported art. Therefore, sencha gatherings may better be called ‘literarati

gatherings (salons)' than tea gatherings.

This presentation will explore the nature and function of paintings used in sencha gatherings by

examining two works: ‘The Waterfall at Kizan (Mt. Mino’0)’ and ‘A Carp’.

‘The Waterfall at Kizan (Mt. Mino’0)’ was painted by Ike no Taiga (1721-1776) in 1744 at the age of
22, one of his early masterpieces. Later, Kimura Kenkado (1736-1802) and Aiseki (b. 1764) also
painted on the same theme, while Tani Buncho (1763-1840) created a painting with the same subject
matter with a different title ‘Clear Autumn Sky at the Mino’o Waterfall .

Kizan (Mt. Mino’o) refers to the Mino’o waterfall and surrounding landscape in Osaka. Only Bunchd’s
work explicitly inscribes the name ‘Mino’o’ in the painting. In contrast, Taiga, Kenkadd, and Aiseki
inscribe ‘Kizan’ using the ancient clerical script. This stylistic choice would have worked as a ‘trigger’
designed to invoke an image of antiquity in order to bring the viewer into a different world, distinct
from the real landscape of Mino’o. The use of the more challenging clerical script would prompt
viewers to question ‘what is written?’, ‘where is Kizan?’ or ‘Is Kizan the same as Mt. Mino’0?’. This

is a device that generates curiosity and discussions.

The second set of examples is paintings of carp by Kubota Tosui (1841-1911) of the Meiji era and
Sugino Senzan (b. 1878) of the early Showa era. Although rendered in a style reminiscent of the Shijo
school, it is not clear whether they contain the common allegory of a carp (usually climbing a waterfall),
indicating a successful career. At first glance, these works might appear to be simply pictures of
sketches from life. However, in the context of sencha, they stimulate the imagination and promote
discussion. These paintings most likely suggested allusions to views of life based on the ancient

Chinese thought of Zhuangzi and/or Confucius.

Paintings that are selected for sencha gatherings tend to be furnished with a ‘trigger’ to stimulate
conversation among the viewers. Such ‘conversation-encouraging’ paintings show an important aspect

of literati gatherings centred around sencha infused tea.
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Sugai Baikan as One Example of an Often Overlooked Member of the Osaka
Literati Gadan

Paul BERRY (Kansai Gaidai University, Osaka, emeritus)

Sugai Baikan (1784—1844) is often thought of as a Sendai painter, a student of Tani Bunchd (1763-
1840) in Edo, or a disciple of the raihaku shinjin Jiang Jiapu (active early 1800s) in Nagasaki. Yet in
woodblock—printed books such as the 1823 Naniwa kinranshii (Collection of Brocade of Naniwa
[Osaka]), 1823 Zoku Naniwa kyoyii roku (Record of Fellow Osakans, Sequal), 1824 Shinkoku Naniwa
Jinbutsushi (Record of People in Naniwa [Osaka], Newly Cut), he is listed as a painter of Osaka. Born
in Sendai as the eldest son of a Suzuki family, Baikan is said to have changed his family name to Sugai
after Sugawara Michizane (845-903), whom he revered. Although studying various schools of painting
in his youth, Baikan went on to study briefly with Tani Bunchd (1763-1840) in Edo. Moving on to
Kyoto he learned of the presence of Jiang Jiapu (active early 1800s) in Nagasaki and arrived there to
study with him around 1813. Although he returned briefly to the Kansai area in 1815, he remained
largely in Nagasaki for close to ten years associating with immigrant Chinese painters and poets as
well as literati painters Tetsud Somon (1791-1872) and Kinoshita Itsuun (1800-1866). A painting by
Araki Kunsen (1781-1819) depicts the farewell party held for him in 1815 showing him dancing to
the music made by Jiang Yunke (Jiang Jiapu’s younger brother). Baikan settled in Osaka in 1822 and
was very active in the local literati circles associating with Shinozaki Shochiku (1781-1851), Okada
Hankd (1782-1846), Rai San’yd (1780-1832), among others. The illness of his mother prompted a
return to Sendai where he served the Date family while associating with his old friends such as Azuma
Toyo (1755-1839).

A recently discovered Baikan album, 76sai kikan from 1826 includes eighteen landscapes after the
styles of famous Chinese painters with many inserted inscriptions by sixteen painters and poets from

the Osaka area and around Japan. These inscriptions include pages by the following noted literati:

e Okubo Shibutsu (1767-1837), dtd. 1827.

e Album Preface by Shinozaki Shochiku (1781-1851), dtd. 1826

e Fujisawa Togai (1795-1865), scholar of Chinese Studies in Osaka, father of Fujisawa Nangaku
(1842-1920)

e Nukina Kaioku (1778-1863), dtd. 1835

e Rai San'yd (1780-1832)

e Umetsuji Shunsho (1776-1857), dtd. 1827

* Yoshida Shiiran (1797-1866)

e (Okada Hanko (1782-1846)

e Gotd Shoin (1797-1864)

e Postscript by Kazan Shoja, Fujii Yusai, dtd. 1827
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These inscriptions reveal not only Baikan’s involvement with literati around Japan, but his deep

connections with prominent literati during his years in Osaka from 1823 to 1830.

Summary Considerations
Identity of Cities:

Rather than thinking of cities as discrete governmental districts bounded by clear borders, it may be
useful to consider them to be complex social structures that are continually changing and the influence
of which extends through means of transportation, economic exchange and many other factors. In the
case of Edo-period Osaka, the city became the national centre for commerce, finance, and the focus of
coastal travel networks; all of which facilitated vigorous literati gatherings and the subsequent

production of art.
Identity of Literati Artists:

Considering the identity of artists, especially literati artists whose ideals included a focus on travel to
broaden one’s life experience, it is useful to consider their relation to geographic localities as
transitional. Many of them were active participants in the literati circles of various cities and areas at
different times of their lives. Regional identities were established for specific times in their careers but
often changed over time. This does not negate regional identities. In the case of Osaka, the number of
artists who were active members of Osaka literati gadan is actually much larger than commonly
thought. Sugai Baikan’s years in Osaka is one example of this. At the same time, even artists who
remained within the central areas of Osaka city for most of their lives were in constant interchange
with artists of other areas due to its being a nexus for travel and intellectual life. The diary (1779—
1802) of Kimura Kenkadd (1736-1802) and other period sources give ample evidence of how complex,

rich and stimulating the Osaka environs were.
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Domain Warehouses (Kurayashiki) as a Cultural Salon

AKEO Keizd (Osaka University of Commerce)

The establishment of domain warehouses (kurayashiki) in Osaka started from the Tensho era (1573-
1592). During the Tempd era (1830-44), the number of such domain warehouses reached 124 in the
city of Osaka, with the vast majority nestled in and around Nakanoshima. This trend was spurred on
by the development of the westward maritime trade route by Kawamura Zuiken (1618-1699). The
accumulation of goods traded by the kitamae-bune (northern-bound ships) pushed Osaka to become
the ‘kitchen of the world’.

The term kurayashi conjures the image of a facility for storing and selling products of the domain. The
main commodity was rice, but other products such as bonito flakes from the Tosa domain, sugar from
Satsuma, and indigo from Tokushima were also important commodities. On the other hand, warehouse
managers were also responsible for procuring goods that could not be supplied within the domain.
Furthermore, for feudal lords of domains in the southwest, warehouses also served as lodgings during
their travels to and from their official residences in Edo. The functions of domain warehouses were
thus wide-ranging. While domain warehouses in Edo had a political role in negotiations with the

shogunate, in Osaka their role was primarily financial.

When domain warehouses were first established, domains appointed samurai officials to take care of
these warehouses (kuramoto). Gradually it became customary for specialist merchants, such as rice
wholesalers and money changers, to run the warehouses as kuramoto. Furthermore, with experienced
money changers also appointed as accounting managers (kakeya) to handle the money received from

sales, domain warehouses and Osaka merchants became inseparable.

I would like to introduce two key figures. One was Kimura Kenkadd (1736-1802) who had close ties
with both Satsuma and Tosa domains. He was born into a family that had been engaged in the sake
brewing industry for generations at Kita-Horie in Osaka. He was commonly known as Tsuboiya
Kichiemon. He had assembled an encyclopedic collection of objects that was celebrated throughout
the country. Kenkado s Diary (Kenkado nikki, 1779-1802, with the years 1781, 1792, 1795 missing)
offers a glimpse into Kenkadd’s varied and extensive social interactions. It was through these
merchants that specialist products of the western domains, as well as Chinese products (karamono)
and medicines imported via Nagasaki and the Rytkyt kingdom, were distributed around the country
via the warehouses. Another interesting figure—the rice dealer/literati artist Komeya Hikobei (1744-
1820), also known as Okada Beisanjin—was appointed as an official under the manager of the Ise-Tsu
domain’s Osaka warehouse of the Todo family around 1790. Although officially responsible for the
distribution of warehouse rice, he was also engaged in literary roles as a Confucian scholar and a

painter.

The domain warehouses became sites (salons) for interactions and relationships that transcended both
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their roles as centres of capital accumulation and the social status of the participants, bringing a new
cultural dimension to Osaka. It can be said to have been the cradle that fostered many urban literati

(the emerging bourgeoisie), such as Kenkado and Beisanjin.

XA L TORER

RS EIONITHE FNE D)

KIEHAZHE R ETHRIOBREEIT, R (1830 —44) 121 124 284, ZOR¥-DH 2
BEJEDIZE R LTV, 2O RAVUCH I EEZNT -0 05 AT EE (1618-1699) 1214 P8 41V
BOENHTHY, ALRIRICLDME DEFED K Z T K TORFT ~EFL BT,

BN AL AT D EFEM A TR - IR 58T DHia &L TOA A=V DR, WIHIETH AR
BRI ETEN, FlzT, IO mEEEEOWIE, (8B OB E/RERE M EA TEAR0,
ZORIH, AFEN TG CTERVYE LR ETHIELMEROEH THHEEDIT, HFHEEED
RIS I ERROFEIFIH T 2EEELL TCOMEDH-T-, ZOIITREROMREIX
B ISV, 5 DIL T RN T - 2 BURRIE R 2 . RIRERIT =L T BRIk El%
TR N EDPTEZE LD T E 289,

FRE UG DR ENIL., O DAMEL TR AN W2, BRI BRSO m @Rl opE A
RITANEB o7, SHIZFEAR A E T ED £72, MAREMEMINDR S MBS K
P NIRRT DOBfRE R~ T2,

ZZIT 2 NDANHIND, I N REEE - T4k L BAMRDED > TR FREL 2 (1736 — 1802) Th
Do PNERIALIRIT TR 2 HIEEZ B D FI A T, VNI R S AR, By 2072 g ok
NARIZEEIZ DAL, £ ORI HEE 2 H 5] (1779 —1802) THRE RLAZ LN TED, ZHL7ZM
NI THEFHEEORED I B A EE - NI RN R, BiskZ R h L T AIh
TR ESL () o RS R AN L CREMIEREL QKT b D, — 5 T
FDO—HERL, KBFEEL CTEBODH-T-K R 2 i (1744 —1820) 1T, PHEAELEE R F DK
YRR SR TR EL TR BOL CERECARER]) S TWa, K ILANE kS E B L, %
[ VKGRI O 2 728 R R TR R R FH L L CO RGBS AL EHELZR S D,

WIRIZ LD ERDEREE S AR T NFBROEE S (ul) Lol B BT R I 7278

ALRI R ZSTZOL BRI AZRE DT LN Gl 7 Va7 v —) ZFEH T 5MmHF T
bl E R D125,



Symposium: Creative Collaborations in Kyoto, Osaka and Beyond, 1770-1900

Abstract E§

Data archiving and analysis system for the network of personalities of the
cultural salons in Kyoto and Osaka at the end of the Edo and Meiji periods

AKAMA Ry® (Art Research Center, Ritsumeikan University, Kyoto)

This project aims to clarify how human networks affected the places where cultural activities such as
painting, calligraphy, performing arts, and scholarship took place in the Kansai region from the late
modern period to the Meiji era. Even if we limit the scope of the period, the information on people

involved in cultural activities is voluminous, and it is not easy to grasp the full picture.

In promoting this project, the Art Research Center of Ritsumeikan University aimed to create a
research platform that would contribute to the creation of a large-scale digital archive of information,
and to take the project to a higher level based on its results even after the project was completed. The
project was obliged to conduct its research activities in accordance with the conditions attached to the
research funding it received - a proposal for a methodology to deal with pandemics such as Covid-19.
To this end, the project is committed to incorporating Digital Humanities methodologies. Digital
humanities is generally understood as the incorporation of digital technologies into humanities
research. However, it is not a matter of blindly applying various technologies, and the procedures are
somewhat established depending on the subject matter of the research. In the case of historical cultural

resources, as in this project, we will proceed through the following four steps.

1. digitizing the materials
2. creating a database (big data construction)
3. applying analytical tools

4. discussing the results.

Of these, the key point is the construction of big data to such an extent that it requires the help of

computers. Without this accumulation of data, it is impossible to go beyond conventional methods.

Therefore, although modest, we have been working vigorously on steps 1 and 2 of the above steps. In
this talk, I will introduce the status of 1 and explain the method of 2. I would like to explain that this
human network research platform will continue to be used in the future. For 3, I will present a network

visualization tool that is currently under development.
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Guide to Literati: Kenkado, Osaka Publishing, and Reception of Qing Art
Xiangming CHEN (University of Oxford)

Starting from the second half of the eighteenth century, Osaka emerged as a key publishing centre
introducing the latest art and culture from China to the reading public in Japan. The closely-knit
networks of commercial publishers, collectors and patrons, and local literati in the region produced a
range of publications that catered to the growing interest in new Chinese-style art and cultural trends;
At the same time, these books also positioned their creators as authoritative interpreters of the most
up-to-date information from China. This paper examines three types of such publications associated
with Kimura Kenkadd (1736 — 1802) and his circles of artists and publishers, demonstrating how they
leveraged their unique combination of resources to align the construction of a literati identity with the

elevation of Qing Chinese art and culture.

These publications include indexes for viewers of Chinese painting and calligraphy, such as
Genminshin shogajin meiroku (An Index of Painters and Calligraphers of Yuan, Ming, and Qing; 1777)
and Kunin hosei (Corrected and Supplemented Collection of Seals [of Japanese and Chinese Painters
and Calligraphers]; 1802), the painting manual Ransai gafu (Painting Manual of Ransai; 1782), and
Morokoshi meisho zue (Illustrated Collection of Scenic Sites in China; 1806), which offers a twist on

the popular cultural geography genre.

Together, these publications offer various aspects of a how-to guide for becoming a literatus in Japan
in the late eighteenth and early nineteenth centuries. This publishing phenomenon is significant in three
ways. First, they underscore the widespread influence of literati culture beyond the limited number of
painters, calligraphers, and poets whose artworks or names survived. Secondly, they reflect the
entrepreneurial side of Osaka literati circles in marketing cultural prestige to meet popular demand and
gain social influence. Thirdly, they demonstrate that the late Tokugawa reception of Qing art was a

heavily filtered process, not only by individual agents but also their potential audience.
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Collaborative Paintings with Poetry Inscriptions as Records of Kyoto Salon
Culture

John T. CARPENTER (The Metropolitan Museum of Art, New York)

The interrelatedness of poetry, calligraphy, and painting—the Three Perfections—is a fundamental
principle of East Asian art, and through the centuries has manifested itself in manifold ways in Japan.
In the Edo period, we witness the emergence of various novel manifestations of the practice of
inscribing poetry on paintings, and this presentation will focus on examples created in the context of
various professional painting studios as well as literati painting (bunjinga) of the late eighteenth and
early nineteenth century in the Kansai area. To set the stage, I will re-introduce a collaborative hanging-
scroll painting of Mount Fuji by Myohdin-no-miya (Prince-Abbot) Shinnin Hosshinnd (1768-1805)
and two of the artists he supported, Maruyama Okyo (1733-1795) and Go Shun (1752-1811), which
features poetic inscriptions by fifteen prominent literati of the day, including: painter-calligrapher and
Confucian scholar Minagawa Kien (1735-1807); writer-calligrapher Ueda Akinari (1734-1809);
kokugakusha Motoori Norinaga (1730-1801), Kato Chikage (1735-1808), and Murata Harumi (1746-
1811); and noted poets of the day Nishiyama Chogetsu (1714-1798), Ozawa Roan (1723-1801), Ban
Kokei (1733-1806), Rikunyo Jishii (1734-1801)and Monk Jien (1748-1805).

Since the time I first introduced that collaborative work at the Kansai University symposium five years
ago, it has officially entered the collection of the Met as a gift of Seattle-based collectors Mary and
Cheney Cowles, and has become the focus of further research. The Cowles Collection at The Met also
now includes several others works of this period that similarly demonstrate how inscribed paintings
can encapsulate and document artistic and literary camaraderie, whether in sense of people belonging
to overlapping intellectual networks or of demonstrating real friendship. An ink bamboo by the
quintessential literati networker Kimura Kenkadd (1736-1802) was inscribed by Nakai Chikuzan
(1730-1804), one of top scholars of the Kaitokudd a merchant academy located in Osaka. Other
examples to be introduced include inscribed paintings co-created or shared between by Rai San’yo
(1780-1832) and Tanomura Chikuden (1777-1835), each highly skilled in Chinese-style poetry,
calligraphy, and painting. Other calligraphies by San’yo—including a Chinese poem to accompany a
painting of a tree peony by Matsumura Keibun—will be explicated. Some of these works are currently
on view at The Met in the final section of the exhibition ‘The Three Perfections: Japanese Poetry,
Calligraphy, and Painting from the Mary and Cheney Cowles Collection,” which coincidentally has
several topics of resonance with the ‘City life and salon culture in Kyoto and Osaka, 1770-
1900’exhibition at the British Museum.
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Court Nobles among Renowned Masters and Friends: The Imperial Court and
Albums of Calligraphy and Painting in the Early 19™-Century Kyoto-Osaka
Region

Yoshitaka YAMAMOTO (National Institute of Japanese Literature)

A large number of Kyoto- and Osaka-based literati and painters such as Murase Kotei, Ueda Akinari,
Maruyama Okyo, and Goshun took part in the literary-artistic salon of Dharma Prince Shinnin of
My®6hoin (1768-1805), an older brother of Emperor Kokaku. The involvement of court nobles in the
literary and artistic scenes of the Kyoto-Osaka region in the late 18" and early 19'" centuries deserves
attention. Incidentally, this period coincides with Kokaku’s reign as emperor (1779—1817) and retired
emperor (1817-1840).

This presentation will highlight the inclusion of works (including critiques) by court nobles in albums
of calligraphy and painting (shogajo) that purported to include pieces brushed by “renowned masters”
or “renowned friends,” and were created and/or published in Kyoto and the surrounding regions in the
early 19 century. Its aim will be to understand how and why early 19™-century Japanese literati and
painters interacted with court nobles. After introducing Minagawa Kien’s observations on the
popularity of calligraphy and painting albums, I will focus on calligraphy pieces, paintings, and poems
by court nobles included in the following four albums of calligraphy and painting: Chikudo gafu (1800)
and Chikudo gafu nihen (1815), polychrome woodblock-printed albums published and/or sold by
Hishiya Magobei (along with other publishing houses) in Kyoto; Meisii gafu (1810), a bag-bound
monochrome work published in Wakayama, Kii Province; and Jizjun kagetsu (1827), a multi-author,
autographed manuscript album created during Rai Kyohei’s travels in the Kyoto-Osaka region. For
comparison, I will also touch on Chikusa shohin (preface dated 1813), a polychrome woodblock-

printed album published in Edo.

On one level, court nobles interacted with literati and painters of ordinary birth on equal terms, as
literati in their own right. On another level, however, the albums that will be examined in this
presentation suggest that literati of imperial lineage received special treatment. Commoner literati, as
well as commercial publishers, could hope to gain prestige by being associated with members of the
nobility. In turn, court nobles benefited from the scholarly, literary, and artistic expertise of socially
lower-ranking, but highly accomplished, individuals. The presentation will close by asking whether
the nobility’s participation in plebeian literati circles may have had any effect on the social and political
climate of late Edo-period Japan leading up to the Meiji Restoration.
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Commercialized Gatherings and Commodified Literati in Nineteenth Century
Shogakai

Jingyi LI (Occidental College, Los Angeles)

In this talk, I focus on the economic aspect of shogakai gatherings in the nineteenth century to argue
that the popularization of shogakai in urban areas reflected the commodification of cultural skills
among non-elite classes. I discuss this economic character of shogakai through the aspects of
advertisement, organization, and education. While originating from art salons among various painting
circles, shogakai gatherings in cities such as Edo and Nagoya were much more public-facing. The
composition of hikifuda—invitations to the gatherings, as well as the systematic organization of the
gatherings, made shogakai accessible and visible to a wider range of social members. Further, the
availability of painting and calligraphy manuals helped amateur practitioners gain minimum skills to

participate in shogakai.

In a broader context, the popularization of shogakai gatherings among non-elite social members was
a result of the constant tension between the bakufu’s regulations and the rapidly growing popular
cultural life. Popular cultural producers and consumers who were lower in the bakufu’s cultural
hierarchy found temporary freedom in the assembly of large-scale commercial shogakai. Borrowing
Peter Burke’s theoretical framework on popular culture, I use the example of commercial shogakai to
suggest a reconsideration of shogakai’s historical contextualization against the backdrop of popular
culture and intellectual history.
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Collaborative calligraphy and paintings in late Edo-period Kyoto, Osaka and
nearby regions, focusing on production context and the artists involved

IWASA Shin’ichi (Osaka Museum of History)

From the late 18th to the 19th century, the number of professional painters and calligraphers in Kyoto
and Osaka increased considerably, as evidenced by contemporary directories such as the Heian
Jinbutsu-shi (Record of People in Heian [Kyoto]) and the Naniwa kyoyii roku (A Record of Fellow
Osakans).

The emergence of numerous artists led to the rise of collectors who took an interest in the differences
in styles and techniques of artworks. Among such collectors we find not only wealthy samurai and
merchants but also commoners such as Nyoi Dgjin (active ca. 1800) from Ise and the Osaka painting
mounter Matsumoto Hoji (d. 1800).

In the late 18" to 19™ centuries, as production of paintings and calligraphy proliferated and popular
demand increased, activities related to painting and calligraphy became more prominent. One such
activity was calligraphy-and-painting gatherings (shoga-kai), akin to Western ‘salons’ in essence,
where individuals connected through cultural bonds would gather, and artists would engage in
impromptu creation of calligraphy and paintings. Both the artworks produced as a result and the act of
creation itself became objects of appreciation. Another popular activity was exhibitions of paintings
and calligraphy. Initially, exhibitions displayed works in line with the interests of participants of the
gathering, who shared similar cultural aspirations. From the end of the 18th century onwards, however,
new and diverse artworks were often exhibited in public venues for an unspecified broader audience.
Moreover, a significant number of collaborative calligraphy and painting works (gassaku shoga) were

created, where multiple artists would jointly create a single mounted scroll.

In this presentation, I will focus on collaborative calligraphy and painting works where the ‘salon-like
elements’ are evident: such as when the artists were connected by cultural bonds, shared the same
purpose in the creation of an artwork, possessed a certain level of skill worthy of appreciation, and
collaborated in the same space. Specifically, I will present examples created in Kyoto and Osaka, such
as the ‘Seven Flowers of Autumn’ created by professional painters of the Maruyama and Shijo schools,
upon request from a chief retainer of the Hamada domain. Another example is the ‘Spring View of
Shobusawa’, created in collaboration between an Edo official, who was dispatched to Ikuno in Tajima
province (present-day Hyogo prefecture), and local important figures. These works, produced in Kyoto,
Osaka, and nearby regions, will be used to elucidate the participants, their social statuses and the

purposes of their collaborative creation.

Through this presentation, I aim to highlight the significance of collaborative works of calligraphy and
painting, which have received little attention in art history study. I will present a case that they are

valuable records for cultural and art historical studies.



Symposium: Creative Collaborations in Kyoto, Osaka and Beyond, 1770-1900

Abstract H§

TR RERB IO FIR ST BHIRIC BT A S /EEE DI OV T
— e RLEEEEPLIT—

A — ORBRIEE S8 )

18 AR Ho D 19 AT T FUR TR BN L IR B L E DO HIEZ 2 L LT N 2 DR,
RS T DIZ O TN 722813, HRF DA E TH L0 2 A& IR H A Ak )2 Joaud
HB 72D,

ZROHINEE O BT AFERORBLHEAM A2 E R L& T DIUEH 2 T2, 5
DHIHITITE ML LRI TR BIAIT, FROMEIE N KIKOFR BRI AT SIS
DIHRFERBEEN T,

B DOHVEDEEANTTRD f)>oa5%7§>F“E WZ R AT 18 AL HL D 19 HERSIZIX, D E
ODH%‘% ILSIEE A T2 o T EEICBR T DT 203 B Lo TTh A0 Il oT, UdD
IXEEATHY, ARMNTIE, Eﬁé@ﬁma (B, BRI 2 R D A2 R—RICa LT

BT, FEE DS EBORNELHIEEZT TV, TOREEL TOEBLEELIZ, HIETATOLO
LIEE ORISR ESNIZ, DWW TEBORBAEDKITLET NS, YL, SUEREmE R
HNRINEFST-HITB T, 28 OIS U EEZ E/RL T2, 18 R LRI
ANBRADYT, REFES A FL LI SRR EO EB BB RINDZEPHE I Tbi, &6
2 B OEFBEFRIZES T, OO0l EEZ RIS LS FEEE | N EHIESh=28
BT HIENTED,

ARIEF T, AEEBER O ZE D LR 2/ 5 AER N LICHTo> TR B ME AL,
BT HKEDH Z2FIF T HZOLEFULT 50 ) [ a EEER | SO 72 B %
EP'L‘ ZHen T D, BARAYITIE, T FREZE OIS U LIRS MU SRUR DR SEAZ AN 23 FHh T
7= TR BB ) 22 8 TR O THEDS VB S 21X 0D | VL S E S [E A B~ IR S - ARUE 3,
sk DA S8 LHEZ U TEHRE R 728 5 EZ O 0 s CIER S = 1EF % 42
R, BINERCE Sy HITED B 2R 8 ZHLMNITT D,

AFEREZBL T, ZNETEMENDITE RSNLILEN DT EEFEBIZOWT, B
HIZIZEBHHIRIEDSH DT L2 AL  AFTERSREL TOMIER DL ZEafE L2,



Symposium: Creative Collaborations in Kyoto, Osaka and Beyond, 1770-1900

Abstract E§

Shunga and salons: with a focus on the Chinese community in Nagasaki

YAMAMOTO Yukari (Wako University, Tokyo)

This presentation aims to explore the salon culture that developed in Nagasaki, by examining the

background context for the creation of a hand-painted shunga (erotic art).

The ‘Nagasaki Shunga Painting Album’ consists of nine shunga paintings pasted inside. There are
prefaces written by two individuals, followed by a shunga painting pasted on the left page of each
opening, paired with a poem on the right. While authors of the prefaces and poetic inscriptions are
different, it is most probable that the artist of shunga, though unsigned, was a Nagasaki school artist.

Inscriptions tell us that this album was produced in the spring of 1811.

A close examination has revealed that the eleven contributors—two preface authors and nine poets—
all were involved with the Chinese ships that called at Nagasaki. Among the eleven, eight were
shipowners, and two held the position of 'caifu,' a crucial role responsible for managing cargo, handling

trade transactions, and maintaining the ship's log.

This presentation will first investigate the connections via shunga that existed in Nagasaki in 1811,
focusing on identifying the contributors of the text. By expanding our scope to include the
interpersonal networks facilitated by these individuals, as well as their interactions with Japanese

literati, [ aim to trace the salon culture that bridged China and Japan.

For instance, Qian Weiji, who wrote one of the prefaces, and Zhang Qiuqin, who contributed a poem
in the fifth painting, are known to have had close interactions with Ota Nanpo (1749-1823). Yang
Xiting, who wrote the first preface, was known to have connections with Rai Sanyo (1780-1832); and
Liu Peiyuan, who wrote the poem for the first painting, was a friend of Rai Kyodhei (1756-1834).
Japanese literati would travel to Nagasaki, visit the Chinese settlement (70jin-yashiki), exchange
rhymed poetry, engage in brush conversations, and enjoy banquets with their Chinese counterparts.
These companions were not officials or high priests but rather well-educated Chinese merchant-sailors

who had arrived in Nagasaki for trade.

The concept of ‘Qing people coming to Japan by ship (Raihaku-shinjin)’ was formed at least by 1777
when the book Gen Min Shin shoga jinmeiroku (An Index of Painters and Calligraphers of Yuan, Ming,
and Qing), that Kimura Kenkado (1736-1802) was involved with, was published with an entry of that
category. I aim to shed light on the nature of the salon culture that developed through the encounters
between these Chinese intellectuals who came to Nagasaki from Qing China and Japanese artists and

literati who journeyed to Nagasaki, meeting each other in the course of their travels.
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Impact of Nagasaki school style on Kyoto and Osaka art

HIRAI Yoshinobu (National Museum of Modern Art, Kyoto)

Miyajima Shin’ichi stated in his article that ‘(the Shen Nanpin school) was generally not
well received in the Kansai region.” On the other hand, Nakatani Nobuo has revealed in
his publication that, through a comparative study of themes, motifs, designs and
compositions, there are several works in Osaka that have their basis in Shen Nanpin’s

works.

This presentation introduces paintings in the style of the Nagasaki school created in Osaka
and Kyoto, incorporating insights, which I gained through the curation of the 2022 special
exhibition, Salon Culture and the Pictorial Arts of Kyoto and Osaka, held at the National
Museum of Modern Art, Kyoto (MoMAK), as part of this joint international research
project on Kyoto-Osaka salon culture. The spread of the Nagasaki school style into Kyoto
and Osaka was undoubtedly considerable. Focusing on Nanpin-style paintings, I will
discuss some objects from the British Museum collection and those exhibited in the
ongoing British Museum special display City life and salon culture in Kyoto and Osaka,
1770-1900°, while also examining the relationships among the artists in the late 18™ and

19'" centuries, thereby addressing their diverse interactions.

Yanagisawa Kien (1703-1758) played a crucial role in laying the groundwork for the
reception of the Nanpin style in Kyoto and Osaka. Although Kien was a literati artist, he
did not paint Southern-style landscapes, but instead created vibrant coloured paintings in
the Northern-school style. Kien’s creation predates the artist Kakutei (d. 1786), who
brought the Nanpin style to Kyoto and Osaka. Kien, Kakutei, and Ike no Taiga (1721-
1776) all instructed Kimura Kenkadd (1736-1802) in painting. Moreover, Kakutei and
Taiga nurtured a close personal friendship. It is known that in Kyoto, Maruyama Okyo
(1733-1795) studied paintings by Nanpin, and passed his style onto many disciples. Gan
Ku (d. 1839), who was active in the Kyoto art scene after Okyo’s death, was particularly
influenced by the Nanpin style. A similar design to Gan Ku’s ‘Cat catching a bird beneath
abanana tree’ from the British Museum collection, is found in 76kei Gafu (Tokei s Picture
Album, 1787) by Ogura Tokei (1748-1816). This would suggest that there was a certain
model design in the Nanpin-style. Tokei was a Nanpin-school artist from Sanuki (present-
day Tokushima prefecture), who studied in Nagasaki and was active in both Osaka and
Edo. The preface to Tokei Gafu was written by Kenkadd, and his ‘Landscape in the style

of Mi Fu’ in the Kansai University Library collection was painted for Tokei. The painting
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has inscriptions by Confucian scholars Hosoai Hansai (1727-1803) and Okuda Genkei
(1729 —1807). These works will be examined in my presentation to support the argument

that the influence of the Nanpin School in Kyoto and Osaka was significant.
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Maruyama-Shijo art at the British Museum

Tim CLARK (British Museum, emeritus)

The special display City life and salon culture in Kyoto and Osaka, 1770-1900 currently presented in
the British Museum’s Mitsubishi Corporation Japanese Galleries (to 30 March 2025) comprises the
first comprehensive showing of the Museum’s rich holdings of Maruyama-Shijo pictorial arts of the
late 18" and 19 centuries. A curator aims to present a cogent, structured argument with the works
selected, one that jumps across history to the cultural milieu in which they were originally created. But
the multiple journeys of these precious paintings, prints and books between Kansai and Bloomsbury
have been anything but simple. In my brief presentation I’ll outline some of the high points of those

long and patient processes.

The large *founding’ collections of Japanese paintings that came to the British Museum from William
Anderson in 1881 and Arthur Morrison in 1913 already included hundreds of Maruyama-Shijo
paintings, part of an ambition to create comprehensive holdings of Japanese art for the UK national
collections. Since the 1970s concerted efforts have been made by former Keeper Lawrence Smith,
independent scholar Jack Hillier and, latterly, myself and others further to upgrade the Museum’s
holdings. Specialist conservation staff in the Hirayama Conservation Studio for East Asian Pictorial
Arts remount and otherwise care for these living collections. Rapid advances in digital technologies
and the systematic digitization by Art Research Center, Ritsumeikan University now permit almost

complete access by the global public to these unique treasures.

The Salons research project has been predicated on a ‘prosopography’ of artists and poets in early
modern Kansai. In compliment, a prosopography of the persons involved, individually and collectively,
in creating and utilising the rich Maruyama-Shijo collections at the BM can only add to their ongoing

(and growing) significance.

Where might this journey go next?
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