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Introduction

Surimono present multi-faceted material, on a crossroads between the fields of art history and literature.
Furthermore, surimono reflect cultural and social facets of urban life in late Edo period Japan. Thus far,
most surimono research was focused on the art historic qualities of the material, regularly also taking the
interplay between poetry and image into account. The research presented here strives to put surimono in a
greater perspective by including the literary antecedents of the content, the cultural background of the
kyoka world and the social networks of poets. Its outcome will shed light on topics ranging from social
history, print culture, art history, poetry, and the reception history of Japanese literature.

Fundamental to the aim of this research is to expose how £yoka provided spheres where people
with a cultural interest could join in a literary pursuit that allowed them to fully incorporate their
appreciation for and knowledge of the classics. Throughout this thesis, I will argue that surimono and kyoka
books are deeply rooted in a poetic and/or literary tradition and aimed at an audience of amateur poets
who enjoyed honing their wit and culture, creating a world of their own with self-imposed regulations.
Despite the initial mocking stance towards the classics seen in early stages of the period of renewed &yika
popularity in Edo, I contend that surimono, well as other £yoka related materials, show a specific rediscovery

and reception of a literary past, which coincides with a period of cultural self-identification in Edo society.

The term surimono applies to privately commissioned woodblock prints, produced in Japan’s major
cities during the second half of the Edo period. These prints often feature one or more poems,
commonly of the 17-syllable haikai JEFE type, or the 31-syllable kyoka JEHK type, printed alongside an
elegant illustration. Surimono featuring kyoka poetry are generally deluxe editions, which are valued for their
artistic qualities by collectors of Japanese prints since the late nineteenth century.

Surimono display various aspects of socially, culturally and economically rich urban life. The
majority of prints feature content that has many layers, both in word and image, containing frequent
reference to cultural history and classical literature. Subjects of both poetry and image range from elegant
representations of seasonal change, the veneration of actors and the city’s beauties, to the treatment of
historic subjects and literary classics from both China and Japan. Unlike in commercial print design, the
still-life is quite common in su#rimono, presumable because it facilitates the inclusion of multiple allusions to
themes treated in the poetry.

The term surimono itself surfaces in contemporary Japanese sources from as early as 1771.1 McKee

(2000) offers a very clear explanation of the term surimono and its contemporary use:

The term surimono, being comptised of two characters, “rub”/“print” and “thing(s),” is often

! Forrer (1979), p. 4-5. The book quoted is Kyojitsu baka monogatari, the title of which is idiosyncratically
spelled HE 2S5 HERE, “Stories of a fool, true and false”; author unknown, published by Urokogataya Magobg fiik
B2 44 of Edo in Meiwa B0 8, 1771.
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translated as “printed matter,” but this translation is ovetly literal, for the construction of the

29 <<

word follows the same pattern as &izono (“worn matter”="“clothing”) and makinono (“rolled
thing”="“scroll””). The term [...] came to specify a particular type of print, privately produced with
individualized content, to be given as a gift on seasonal or personal occasions. Thus, although the

word as it is constructed has a generic feel, it was not originally used to mean prints in general.?

The word surimono, indeed, has always known a very specific use, designating prints that were
produced on the request of a private person or group, in relatively small quantities.? The word regularly
surfaces in contemporary sources.* The term has been transmitted as such to Western art collectors who
started noticing their refined designs and high-quality printing at the end of the nineteenth century, and is
still in use today with the same connotation both in and outside Japan.

The general intention of surimono was to convey a sophisticated seasonal and poetic feeling, to be
offered to acquaintances or exchanged with other poets. The large majority of surinono were
commissioned for the occasion of New Year. Most of the remainder was issued to commemorate other
seasonal events, celebrate the skills of a popular actor, announce a change in a certain poet’s pen name, or
honour the memory of a deceased poet. In all cases, surinono were not only issued by private persons or

private circles, they were also distributed within a closed, private sphere.

Position of surimono within world of popular prints

The practice of commissioning a poetry print for private distribution among friends and
acquaintances has had a long history in Japan. McKee asserts that the earliest su#rimono known to him was
issued in 1702, and the latest in 1938.5 The majority of surimono until the end of the eighteenth century

were commissioned by haikai poets. These are now often called haikai ichimaiznri HE7E —HBHE (single

sheet haikai ptints’) ot haikai surimono HEFETEY, to discern them from &yoka surimono. The latter were
mainly produced during the comparatively short-lived fashion for this specific gente of poetry, which was
revived by an avant-garde group of literati forerunners in the vibrant urban society of Edo (modern-day
Tokyo) towards the end of the eighteenth century. The 31-syllable poems of the classical waka-form,
though composed with considerable freedom in choice of words and imagery. Although the renewed

popularity of the genre of &yoka had largely withered by the 1840s, it yielded the publication of numerous

2 McKee (2006), p. 26, note 1.

3 As opposed to ukiyoe ¥ 42, prints that depicted a variety of popular subjects and were produced by
specialized publishers. Ukiyoe were printed and reprinted in large quantities and sold in shops or on the streets.

4 Such as in an illustration by Ryiiryiikyo Shinsai #ll % JE/Z75F (17647 - c. 1825) in the kyoka book Yomo no
tawamureuta nazukushi (‘Listing of names and silly poems by [the] Yomo [group]’, 1809), selected by one of the
foremost kyoka judges, Yomo no Utagaki Magao U5 #3H EEH (1753-1829), in the collection of Waseda
University, and in a surimono designed by Katsushika Hokusai %5 £ffidt7 c. 1825, with a poem by the same
Magao who mentions surimono (“{% @) in his poem (illustrated for instance in Keyes (1985), p. 24, and in
Meech, Oliver, and Carpenter (Eds., 2008), p. 24.

> McKee (2006), p. 35.
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intricate prints.

The technically advanced Japanese printing industry provided the infrastructure for (kydka) poets
to privately commission not only prints, but also books. The long history of woodblock printing in Japan
until the time of &yoka popularity culminated in these attractive materials of high technical achievement. In
turn, the strong financial position of &yoka groups was also a major drive behind the developments of this
advancement of printing techniques. Kyoka circles issued surimono and books through a system of
subscription and could likely make quite an exact calculation to determine the total of combined finances
of club members that were needed to issue a certain number of prints in a series of a certain size and
material quality. Nonetheless, it has been shown that the technical advancements in &ydka books, in the

catly days of &yoka popularity in Edo, were also propelled by the undertakings of high-end commercial
publishing houses in Edo, such as Késhodd #3524, run by Tsutaya Jazaburd &R H —H[S (1750-1797).6

Tsutaya actually composed &yika himself, using the go Tsuta no Karamaru &5 #1.7

Definition of kyoka poetry and its place in Japanese poetic tradition

Kyoka poetry takes up a special position in the rich Japanese poetic tradition. In contrast to other
genres such as waka and haikai, its popularity peaked sharply, but did not last for long. In the second half
of the eighteenth century, &ydka, originally practiced on a modest scale in the Kamigata region, quite
suddenly gained an immense popularity in Edo, first among a small group of well-educated samurai. The
Edo period witnessed a flowering of new artistic traditions, such as in theater and printmaking. In
literature, several new traditions in popular fiction as well as poetry arose. In that respect, the genre of
kyoka was just one of many new vogues in Edo society. Although kydka were originally not intended to be
recorded, their popularity resulted in the publication of collections of contemporary £yoka from the eatly
1780s onwards. Later, the popularity of &yoka - meaning both the joy of reading &yoka and the social
practice of &yoka composition - spread across the entire country.

The literal translation of the word &ydka results in designations such as ‘mad verse’ or ‘crazy verse’,
yet - based on an evaluation of the genre’s properties explained hereunder - I contend that
‘unconventional waka’ would be a more suitable translation. To this end, the meaning and etymology of
the term &yoka, form and meter, and content will be discussed and compared to those of ‘conventional
wakd .

The word Ayika consists of the characters &yd 7% and uta #K. To start with the latter, #ta (‘poem,

song’, pronounced 4« in the Sino-Japanese reading), is the same £a as in waka, tanka Fiik (the 31-syllable

6 Books published by Tsutaya Juzaburd receive much attention in Chibbett (1977) and Hillier (1987). Also noted
by Hillier, the publisher’s name is often shortened to Tsutajii (combining the first character of the first and family
name) by (Japanese) scholars and collectors. See also Davis in Meech, Oliver, and Carpenter (Eds., 2008). In
2010, Tsutaya was the subject of an exhibition at the Suntory Museum of Art, accompanied by a catalog with
essays on his many commercial activities.

"The pronunciation of this name is a pun on the image of vine (¢suta, also part of Tsutaya’s logo) entangling (as
in the Japanese verb karamaru #&%£%).
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‘short poem’), etc., which points to the fact that these poems are written in Japanese and not Chinese or
Sino-Japanese.® Kyo is commonly translated as ‘crazy’, ‘mad’ or ‘lunatic’. The Japanese reading as a verb is
kuru-u, ‘go insane’, ‘go haywire’, or, in the transitive form Auru-wasu, ‘derange’. When used for persons, it is
a serious description of their mental state, but the character does have a slightly less negative connotation
of ‘ecstatic’, ‘fanatic’ or ‘maniac’ in other character combinations.

The word Ayika FEiK is used for a short poem, written in vernacular Japanese (as opposed to

Chinese), using the classic Zanka ¥55K meter of 31 syllables, arranged in five lines of 5-7-5-7-7. The fanka

as poetic form is an archetype of classical poetry, waka FNEK. Man’yoshi T3S (“Anthology of ten thousand
leaves’), Japan’s eatliest poetry anthology (last dated poem c. 759), for instance, contains a multitude of
tanka. From Kokin wakashi &7 FOHKEE (‘Collection of waka, old and new’, 905), the first of 21 poetry
collections commissioned by the imperial court, onwards, the Zanka becomes the predominant form of
waka. The meter is continually employed to this day, and the words waka and fanka have become almost
synonymous.

The structure of &yoka may resemble that of waka, yet the differing content and style of &yoka are
important aspects that set them apart from waka. Kyjka are often defined as ‘comic waka’, because of their
playful twists and unorthodox vocabulary. The Iwanami Shoten Great dictionary of Japanese classical literature
(Nihon koten bungaku daijiten F AT BLCFRKEEHL), for instance, defines gyoka (“FFHK”) as ‘Waka of a
deviant style. Differing from classical waka, they are tanka that aim to infuse the framework and
vocabulary with a particular sense of comedy and humor’ (“JEARDFIHK, dHLFIEK & HAS, HEAE,
MEEICZ L S OIRTECREEL LY 2 b 9 &9 D AHK). Without doubt, many kyika were
composed with the intention of provoking a smile on the readet’s or listenet’s face, or at least of causing
them a feeling of joyful understanding at the instant that the gist of the clever puns and allusions is
grasped. This is not to be confused with the idea of telling jokes in the form of poetry. Humor in £&yoka

can be subtle to the point of being nearly undetectable, and the nature of this type of poetry demands

8 The character kyo is combined with certain other characters to designate corresponding literary genres. The
term kydshi JE5% is used for Chinese style poems, kanshi {5+, where content and vocabulary are
‘unconventional’ or ‘comic’ in ways similar to kyoka. Although extant from the Kamakura period, these kyoshi
experienced an upsurge in the middle of the Edo period. (Fujimura Tsukuru (Ed., 1967), p. 220.) Another
example is kyobun 3T 3. Bun means ‘text’ in general, but the term kyébun commonly applied to prefaces and
epilogues to kibyoshi #5FEHk (‘yellowbacks’, popular literature for adults) and sharebon {i¥% 7 (‘smart books’ -
smart in both senses in this case; ‘fashionable’ as well as ‘clever’ - stories about the ways of townspeople,
usually situated in the licensed quarters). (Fujimura Tsukuru (Ed., 1967), p. 230.) Later, kyobun of a single
author, often parodies on Chinese style prose, Japanese vernacular prose, or ‘commoner’s prose’ were gathered
for publication as a book. The emergence of kyobun, too, coincided with the rising popularity of witty literature
in general, and was practiced by writers of gesaku E&{E (various forms of Edo period popular literature) and
kyoka poets. (Fujimura Tsukuru (Ed.) (1967), p. 230.) Kyoka, kyoshi, and kyobun and other comic genres are
sometimes brought together in the term kyoku 47, in which ku stands for ‘stanzas’ or ‘phrases’ in general.
Otherwise, the term may specify unconventional hokku.

 Nihon koten bungaku daijiten henshi iinkai (Ed., 1989), p. 176. These and other entries in connection to kyoka
were written by kyoka and senryii )11 (17-syllable ‘vulgar’ poems) specialist Hamada Giichird & H #&—H[
(1907-1986).
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further precision. The Shinchosha Great dictionary of Japanese literature (Nibon bungakn daijiten H AR E
[ 4 defines &yoka as ‘Waka of a deranged style, in other words meaning impure waka” (“SERR[{A] D F
B, BIHHIEZR & K HFHKOFE, 7).10 Part of the entry is devoted to explaining the nature of &yoka:

“The form is identical to that of the Zanka, but rather than poems of simple classic elegance, these poems

are not bound to the limited subject matter of Zanka, and, in terms of vocabulary, elegance and vulgarity!!

are used simultaneously. (“TEILELHK & [FlAR T o 5 B FHR O a0 < HHEE = T < Bkt H AR O
SRS R ENT, HEE L HBR 2 0F 35, ) The explanation further states that poems convey

comic wit by taking everyday things and daily life as themes. This wit often relies on snappy comebacks,
and humor incorporating feelings of the heart is scarce. Further, poems resembling parodies are
numerous, transforming high refinement into simple coarseness, and austerity into playfulness.’? This
echoes a statement by &yika poet Moto no Mokuami JGAHE (1724-1811) that classy phrasing should be
employed for vulgar topics and vice versa, since the appeal [of £yokd] lies in the unexpectedness of citing
dirty words in the most elegant manner.!3 Indeed, £yoka frequently employ the same elegant wording
found in waka, only to evoke a vulgar image of man’s (or woman’s) worldly experience by the implicit
meaning of the verses. Contrarily, seemingly elegant poems can be interspersed with out-of-place words,
from colloquial expressions to - occasionally - plain vulgar vocabulary.'#

The form of kyoka, as we have seen, is by no means mad - rather the opposite - as the meter
follows the most standard of Japanese poems. Content and vocabulary break with those of classic waka,
but the language is not at all erratic. On the contrary, the choice of phrases is most careful, amounting to
clever wordplay, allusions to classic waka, puns, rhyme (or at least repetitive sounds), and other poetic
devices. In his monumental Kinsei kyoka shi ST WAEERS (‘History of kyoka of the pre-modern period), Suga
Chikuho BT (n.d.) argues that &yaka composition discards the complex rules of classic waka and
opposes the restraints of obligatorily creating the most refined verses.!> One could argue that it is the
penchant for defying the classic rules, the sense of iconoclasm towards that what was established through

the ages as classic poetic splendor, which instigated the term kyika.

10 Fyjimura Tsukuru (Ed., 1967), p. 209.

11 Elegance and vulgarity, Jap. ga M and zoku 1%, are the customary translations of these two fixed and
contrasting concepts in Japanese (literary) culture. Other connotations are refined, courtly, high-brow, upper-
class for ga, and common, low, popular, middle-class for zoku.

12 Fyjimura Tsukuru (Ed., 1967), p. 209.

13 paraphrased from Hama no kisago, a manual for kyoka composition edited by Moto no Mokuami, published in
1783 (this manual will be described in detail in section 3.3.4). Transcription of full text in Edo kyokabon senshti
kankokai (Ed., 2007) vol. 15, p. 7.

14 The use of vulgar words and expressions is more common in senryii )|[#ll, 17-syllable poetry related to haikai
that became popular around the same time as kyoka. Senryii are often called the 17-syllable counterpart of kyoka
(for being related to waka in a similar way). Some people who composed kyoka have been known to compose
senryii as well. Famous examples are Katsushika Hokusai &5 £fidt57 (1760-1849) and Akera Kankd 4<%557 1.
(1738-1798). For an introduction to the genre in English, see Ueda (1999), p. 1-40.

15 Suga (1936/1), p. 2.
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An important characteristic of &yoka composition is that, as a rule, it is a joint or even
collaborative effort. Meetings and competitions were held, where poets and judges convened and

composed poetry on pre-announced themes. This concept was by no means new in Japanese poetic
: < Bl N ¢ . > B N >
practice. It reflects that of the #fakai iKZ= ‘poetry gathering’ and wfa awase K=, ‘poetry match’ that

emerged already in ancient times.'6 At &yoka matches, Ayoka awase JEFKE - again first practiced in the
Kamigata region - poets took turns in reciting their poems on certain established themes. Similar to
traditional ##a awase practice, the poems were not only recited, but - in principle - also judged at the scene.
In short, kyika (like waka) practice was a communal affair and the social practices of this poetry form are
essential for a clearer understanding of the genre.

Moreovet, the joint composition of poetry is one of several Japanese art forms created and
appreciated in groups. This particular aspect, specific to Japanese cultural life of the Edo period is clarified

by Ikegami Eiko, who states:

The pre-modern Japanese approach to poetry and other arts stands in sharp contrast to the
modern notion of artistic and literary appreciation as produced primarily by isolated individuals in
private studios or studies. The greater part of artistic and literary endeavors in pre-modern Japan
consisted of group activities in which participants were at once producers and recipients of
aesthetic productions. This reflects the fact that Japanese people appreciated the interactive process
of creating an art through an intense emotional rapture of synergy at the site of production. In
other words, the Japanese artistic and poetic traditions were highly social as well as intensely

aesthetic.!”

People that actively convened in pursuit of aesthetic production organized themselves in
“networks that extended beyond their immediate territorial and status affiliations.” Ikegami calls this the
“Tokugawa network revolution”, and devotes a chapter to the workings of haikai poetry networks. Much
of Ikegami’s theses concerning the horizontal structure and patterns of socialization in baikai groups are
also applicable to &yoka groups. Perhaps the largest dissimilarities lie in the output of materials. Haikai
publishing far exceeded that of &yokas in numbers at any time, yet &ydka materials are generally richer in
illustrations and use of materials. Whether Aaikai or &yoka networks, the practice of gathering in mutual
pursuit of aesthetic goals caused inequalities in social status to become of lesser importance.

The fact that traditional social boundaries were crossed in these poetry networks is indicated by
the use of (pen) names, which allowed people to assume a different identity for their aesthetic pursuits.

Ikegami elaborates on the possibilities for assuming identities as “private, cultured persons”, and for &yoka

16 For an overview of uta awase from the tenth to the nineteenth century, with translations of both poetry and
rulings, see 1to (1991).
7 Tkegami (2005), p. 4.
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circles, too, it was custom to use a yika name, or kyimei J£44.18 Nonetheless, formal social identities were
not entirely abandoned in &yoka circles. The explicit mention of social class in certain &ydka books
indicates a strong conscience with regard to social class among &yika poets themselves - whether this
indicates that poets were conscious of dissolving boundaries or confirmation of difference in social class.
Despite dissolving certain social boundaries similar to what occurred in haikai networks, kyoka networks
obviously also confirmed social status to a certain extent.

Another similarity between &yika and haikai competitions is the awarding of points for poems
composed at meetings, through a system called zentori 5B ¥ . Such a system allows persons of different
social positions to be judged on their merits as poets, as cultured people. This way, social boundaries could
indeed dissolve, and rigid feudal ties could be suspended for some time. The Zentori system was widely used
for kyika, indicating that in these networks, too, was a tendency to rank poems - and poets therefore -

based on their aesthetic quality.

Networks of poets apparent in surimono

Surimono contain several clues that point to a growing network of poets who, in an effort to
compose the finest &yika, gathered - or interacted through written correspondence - with the objective to
collectively hone their skills. The pen-names of individual poets are sometimes accompanied by an
indication of their city of residence, pointing to an interaction that surpassed city boundaries. The
example set by literati forerunners in the 1760s soon attracted a following, and the rapidly increasing
number of amateur poets joined well-organized &yoka groups, known as gawa fll or ren 18, headed by
leading &yoka masters, who were even able to make a living out of correcting verses of aspiring amateur
poets. The unorganized get-togethers of the small group of literati who composed poetry on a whim,
gradually evolved into a highly-organized scene where poets were meticulously ranked according to a fixed
set of rules. Later on in the development, the names of poetry groups are featured in elaborate logos.
Large seties of surimono, comprising up to 55 prints issued in one set, point to the considerable size of the
poetry groups, as well as to their level of organization.’ Although it appears that group leaders are
initiators of the large publication projects, they are sometimes strangely absent in their club’s surinono
series.

The form and themes that were specific to baikai and kyoka attracted different types of poets. The
practice of convening at certain venues and engaging in the composition of poetry together was not very

different in gyoka circles, but the level of organization appears to have been higher in the latter. Also, the

'8 For pen names used by poets in the genre of kydka specifically, the words kyomei 34 or kyogo JE are
often used in scholarly publications. In contemporaneous sources, however, the word g6 % is common. The
word kyomei generally applies to the complete pen name, whereas just the word go usually applies to the
‘personal name’-part of the kyoka pen name, the last segment of the name (commonly the second of two
segments). The personal go was less often subject to change.

19 Admittedly, there is just one surimono series of such size. More common numbers for large surimono series
are 36 and 24.
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social background of the poets in each current differed substantially. The aim of haikai to create a poem
that reflects a certain momentary feeling in connection to a certain seasonal situation, appealed to all layers
of society. The aim of &yika to evoke a feeling of ‘comic understanding’ with the use of references to
classic poetry and prose, on the other hand, appealed especially to the well-to-do with a nostalgic penchant
for historic subjects. This penchant is reflected in the elaborate surimono that kyoka poets commissioned.
The group structures, as well as the social and cultural background of these poets form part of the

subject of this dissertation.

From the above, it may seem that surimono were a very important part of the &yoka poet’s activities,
but surimono were generally only made once a year, in celebration of the arrival of spring. Only limited
numbers of poets feature on surimono. Generally speaking, &yoka surimono display a distinctly elitist
character. The choice for classic literary subjects, the obvious financial input into surimono productions, and
the restricted availability through private dissemination point to a tendency towards exclusivity on the part
of the principal players.

In order to understand both &ydka practice, and the workings of &yika poetry networks, it is
necessary to investigate &yika books, known as kyikabon JERKAS. Although the finer examples of kyika
books with illustrations in color designed by well-known artists have received attention from an art
historic point of view, the information found in &ydka books in general - including those of lesser artistic
merit - is usually ignored. The rising publication numbers of &yika books from the Tenmei period
onwards reflect the increasing populatity of &ydka poetry. Their contents - especially prefaces and
illustrations - reveal the customary practices concerning meetings and competitions. Kyoka books regularly
depict successful poets and in some cases mention how well they scored at poetry contests, giving these
books a meritocratic aura. The profound interaction between poets of various gyoka circles is evident
from the inclusion of poet’s individual logos, identifying their different affiliations. Kyska books, in many
ways, provide an unsurpassed insight into the workings of the &ydka circles and networks from which
surimono stem, principal players, their inspirations and motivations.

Poets’ portraits, which frequently appear in illustrated &yoka books, offer information on the
position in life of individual poets known from surimono. Clothing gives an indication of their social rank,
as does the presence of (samurai) swords, hair (those without were often doctors or priests), and head
wear. Given the playful nature of &yoka poetry, and the consequently likewise playful nature of illustrations
in Ayoka books, the trustworthiness of the portrayals is to be carefully assessed, yet a preliminary analysis
of poets featuring in &yika books suggests that the genre of &yoka appealed to men of samurai stock and
economically powerful townsmen, as opposed to other members of society. Regardless of the type of
portrayal, being portrayed at all meant that the poet involved had a position of a certain elevation within
the network, which is why these portraits in &yoka books are of such importance in understanding the

networks.

Particular literary and cultural themes in surimono
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One of the key features of &ydka poetry is the frequent allusion to certain historic scenes, cultural
customs, or literary classics. The illustrations on surimono allow for a visual addition to these allusions. The
combination of the two is applied to a large number of themes, ranging from illustrious generals in
Chinese and Japanese antiquity, legendary figures from Japanese folklore, various aspects of Japanese
cultural life such as yearly (religious) festivals and traditional pastimes, scenes from famous literary classics
such as Genji Monggatari J7EHGE (“The Tale of Genji', eatly eleventh century), and many more. This is not
to say that aspects of contemporary popular culture, such as kabuki theater and the licensed quarters was
not treated, yet in these cases, too, some sort of reference to classical elegance was common.

Within the body of surimono directly inspired on classical literature, some are based on literary
works that appear to have been unfamiliar to the larger public. These are works that have not been
reworked by authors of popular fiction, and have not enjoyed (the same level of) scholatly attention.
Apart from the expected lack of availability of the original source - at least not in print, and therefore not
to most people - there is no pictorial tradition established for the illustration of scenes from these literary
works. On the one hand, this means that members of the poetry groups that issued these surimono based
on uncommon literary works were privileged enough to have access to these sources. On the other hand,
it means that surimono designers had - voluntarily or not - considerable freedom in their depiction of the
themes treated in the poetry.

The selection of specific literary classics, especially those that are normally outside the realm of
popular reception, suggest a specific pattern of cultural interests and knowledge on the part of &yika
poets and producers of surimono in the broadest sense. The literary interests of the poets are reflected in
the choice of poetic themes, as well as in titles of surimono seties that frequently allude to literary classics.
In the illustrations, the same interests are reflected. The strong relation between text and image suggests
that surimono designers were very involved in the process of conveying the underlying meanings in the
poetry. Indeed, several of the more successful surinmono designers are known to have engaged in gyoka
composition themselves. Their apt depiction of certain allusions to the classics points to an equal interest
in the literature that the commissioning poets chose for their inspiration. Both from the poetry and the
illustrations, a profound sense of appreciation for various aspects of the nation’s cultural history - from

ancient to recent times - is recognizable.

Complications

Surimono appear to be the product of a complex network of social connections, yet the social background
of the members of this network is unclear. Many surimono bear the poem of a known &yoka master in the
far left position, often deemed the honorary position. In these cases, the &yika master’s name is often
preceded by a small circular mark. The usual explanation is that the two poets who are positioned to the
right requested the &ydka master to judge their poems and contribute one of his own verses to the surinono
of which they paid the production costs. Multiple surimono featuring the same pair of poets - even within

larger series - give the impression that these individuals had control over the inclusion of their poems on
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the prints. This seems to contradict the notion that &ydka groups ranked their members strictly according
to poetic merit. Furthermore, surimono function as a commodity among the social networks of &yoka
groups. The value of these prints as objects to be given as gifts, or exchanged with other poets, appears
considerable, yet the patterns of circulation are difficult to grasp. In order to understand the social
networks that yielded these intricate prints, the exact workings of the network of amateur poets, &yika
masters, and print designers needs to be further investigated.

Surimono display a remarkable cultural, literary and historic knowledge, which appears to reach
beyond common knowledge in Edo popular society. Certainly, many literary classics enjoyed a continuous
readership, and a reworking in contemporary publications, such as The tale of Genji. Surimono series,
however, regularly revolve around works of classical literature in Japanese that did not enjoy this level of
‘reinvention’, such as Torikaebaya monogatari & ) D>~LXMIGE (‘If only I could change thew’, author
unknown, commonly dated to late twelfth century), Tosa nikki 1% B FC (‘The Tosa diary’, Ki no Tsurayuki,
c. 935), Uji shiti monogatari FYGYGTEWIGE (“Tales from the later gleanings of Uji, author unknown, eatly
thirteenth century), et cetera. To a certain extent, this is also the case with surimono inspired by Chinese
classics. For these works, patterns of reception in poetry and pictorialization in art had not been
established. In this respect, these surimono seem to be at the forefront of cultural currents. In other words,
surimono - especially those that revolve around specific classical literature - appear to serve as a vehicle for
the expression of a certain cultural engagement.

If indeed surimono display a degree of knowledge on a cultural and literary level that is deemed
unavailable to general urban society, it remains unclear where this information was gained. The poetry
networks appear to provide a setting where cultural knowledge is digested, rather than shared. This
assumes a mutual level of knowledge on the part of the poets. This would imply that joining in the pursuit
of writing intricate &yoka poems was restricted to those who were well-educated. Access to education
went through gradual changes during the Edo period, as did access to literary and cultural knowledge,
both to a certain extent due to the information revolution that was propelled by the advancements in the
technique and distribution of printing. Still, the content of surimono suggests a familiarity with sources that
circulated in limited circles, and the occurrence of knowledge from these sources in surimono seems to

points to an amount of cultural capital that reflects - or is linked to - a certain amount of social capital.

Main questions

This research concerns the cultural significance of the poetic genre of £ydka in the late eighteenth and
early nineteenth century, its system of social associations, and the cultural and literary influences apparent
in the genre’s cultural production. The main questions to be answered through the study of surimono,

kyokabon and related materials are:

What social networks are behind surimono and how do they function?
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Is there a relation between the social position of poets and their choice for this particular literary genre?

How does A&yoka as a genre fit within the patterns of (re-)invention of the classics in early-modern Japan?

What is the provenance of cultural and literary knowledge apparent in both poetry and image?

Is the choice for certain literary or historic themes based on individual interests or

does it reflect larger contemporary currents in society?

By mapping the social networks of poets, tracing the literary and artistic antecedents of the &yika
material’s content, and defining the cultural background of &yoka poets, the research presented here strives
to put the cultural production of &yoka poetry circles in a greater perspective. It is my view that, despite
often being treated in isolation, the books and prints do not speak for themselves. They can only be
regarded and appreciated as the products of a complex world of social connections, judges, meetings and
contests on the one hand, and (popular) art, contemporaneous literary scholarship and a culture of (re-

)invention of literary classics on the other.

Structure and method

State of the field

Previous research on the topics of surimono, kyoka books, and the wider field of Japanese print
culture, &yoka as a literary genre, social networks in Edo society, and reception of classical literature during

the Edo period, will be discussed in chapter one, State of the field.

Introduction to, and categorization of, surimono

Chapter two provides a more extensive introduction to surimono. Their material qualities and
evolution as printed media will be explained using examples from different eras. The development from
single sheet prints into surimono of a fixed format issued in large series for one poetry group on one
occasion is also subject of this chapter. The explanation of various organizational elements in surimono
provides a method for distinguishing between publication projects of different scales. Most important for
this thesis is the subsequent categorization of surimono according to theme, which allows for an inventory
of those surimono that do indeed display a literary knowledge that is beyond which is deemed ‘common’ or
‘established’, or at least publicly available. Based on this inventory, s#rimono (seties) to which the research

questions apply will be selected for further investigation in chapter five.

Introduction to, and categorization of, kyokabon
Kyokabon JEFRA, the general name for an array of books related to £yoka, offer valuable

information on both poetic practice and organizational structure of &ydka circles. While surimono on many
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levels represent the finest in &yoka printing, their non-commercial nature and the fact that they were
generally issued in small numbers only once a year meant they were not readily available to every &yika-
enthusiast. Instead, the most common vehicle for the publication of &yika poetry, were &yoka books. As
we will see in the categorization presented in this chapter, many &yska books combine poetry and
illustrations in a way somewhat similar to that of surimonoe, other books give information on &ydka masters,
and some books just contain large numbers of poems. In contrast to surimone, different types of kyika
books were either published commercially by book publishers, or privately by &yika groups.

The different readerships and functions of &yoka books lead me to discern three categories:
commercial anthologies, competition result books, and &yoka information books. The evolution of &yika
popularity in Edo will be illustrated using several examples in each of these categories, from earlier to later
stages. Commercial anthologies give an indication of the marketability of &ydka. The initiative for issuing
these books lies with commercial publishers, who had the role of gauging demand. Therefore, these
books give an indication of the growth of &ydka, and the main personae on the scene. Competition result
books provide information on popular themes, frequency of meetings, and scoring practice. They also
give an indication of the respective number of members in different clubs. Furthermore, these books also
provide information on the ranks of specific poets within their club. Kyoka information books contain
various insights to daily practice of &ydka poets. Common to Edo print culture, these books allow the
reader to learn by him- or herself, and understand the qualities that a certain &yoka master looks for in a
poem. Practical information, on how to submit poems for judgment, for instance, is also found in books

of this category.

Social networks and the practice of kyoka composition

Chapter four investigates the social networks of £yoka poets. To this end, various materials besides
these surimono will be treated: £ydka books in all their varieties contain information about the practical
aspects of the competition and the way in which the popularity of &yoka spread. Announcements for

kyika awase will be presented as further explanation of the organization of &yoka competitions. Banzuke 3

{F, ranking tables that were issued after a competition, will be investigated in order to understand the
hierarchical system existing in (later) &yoka groups. Announcement leaflets, competition result books, and
ranking tables together imply a standardized system rewarding competitors based on their individual
merits as poets. My investigation of the system suggests, however, that quality of poetry was not the only
factor in success as a &ydka poet. This leads into the question whether the boundaries of social status were
indeed overcome in &ydka society, as many suggest. Kyoka books provide answers by shedding light on the
distribution of poets from different birth status over different &ydka circles. Surimono were often gathered
in albums by the poets who had obtained them through exchange with other poets, and some of these
albums survive intact. The social connections between individual poets from different circles are
illustrated by these surimono albums. Thus, the various materials each illustrate particular aspects of &yika

networks. This approach allows for a broad view on the evolution of the &yoka society, its material output,
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the practical aspects of &ydka composition, and the functioning of social networks.

Visualizing the classics in surimono

An art historic approach to surimono should be complemented by a dissection of its literaty
context. The art historic and literary aspects of surimono are closely linked. In fact, the interplay between
text and image is elaborate to a point where it can hardly be discerned whether the illustration was
designed with the poem(s) in mind or vice versa. Surimono often feature still lifes, allowing for the inclusion
of multiple items that pertain to the poetry.?’ The art historic themes in su#rimono have been subject of
many a catalog entry, whereas the poetry has often been explained only with regard to the individual print.
Both poetry and design reflect an interest in literary classics, particularly those that feature in the
contemporary debate on the history of Japanese literature. That debate should therefore be taken into
account in surimono research. The wider literary context surrounding &yoka poetry, in connection to the
themes chosen for entire surimono series, offers information on the poets’ perception of literary history
and therefore deserves more attention.

In chapter five, surimono seties that take a work of classical literature as a theme will be a major
focus, because they appear to allude to a much wider canon of classics in Japanese literature than usual in
commercially published prints. A specifically defined selection of series will be analyzed, connecting their
literary content to contemporaneous scholarship and their pictorial content to existing iconography - if
indeed existing at all - in Japanese visual art. Thus, the literary qualities of surimono and their position
within Edo literature, as well as their links to conventions and inventions in relation to treatment of the
same themes in other pictorial art forms, will be expounded.

There are two levels of literary aspects in surimono: On one level, the &yika poems - which employ
a variety of literary devices such as imagery and symbolism - constitute one branch on the tree of
Japanese poetic forms, and as such represent a genre of Japanese literature. On a second level, the &yoka
poems - combined with and supported by a specific iconography in the illustrations - allude to a fund of
knowledge of (classical) literature and cultural tradition shared by creator (including poets in their role of
commissioners, as well as print designers) and audience. On this second level, surimono offer an insight into
surimono creators’ appreciation of (classical) literature, thereby serving as an example of the reception
history of certain works, and incorporation into contemporary arts of a certain body of literature.
Surimono offer an insight into the views that their creators held of national history and cultural traditions.
The £yoka poems and the accompanying illustrations, therefore, first need to be investigated with the
history of Japanese literature and art in mind, in order to understand the position they take in the total
canon of Japanese arts. Second, the content of poems and illustrations need to be investigated with regard
to the body of literature and traditions that they refer to. This illustrates the position of surimono within

the Japanese field of cultural production.

%0 The still-life, uncommon in Japanese commercial prints, was probably a contributing factor to the initial
popularity of surimono in the West at the end of the nineteenth century.
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Several scholars have described connections between branches of &yoka society and kokugakn

¥, ‘national learning’, a current in contemporary Japanese scholarship that focused on Japanese literary
history and cultural elevation. Indeed, personal connections between surimono creators and kokugaku
scholars have been shown to exist and the choice for certain themes in surimono indicates a direct interest
in kokngakn scholarship, and it is this discourse that needs to be included in the investigation of the
treatment of literary sources found in surimono design and &yoka poetry. On the other hand, surimono that
borrow from Chinese literature and cultural history are also quite common, which demands a nuanced
approach to the question of cultural nostalgia on the part of artists and &ydka poets. Several Chinese
classical themes were treated in surimono by Gakutei Sadaoka 5= 7€ [if] (sometimes read Gakutei Teiko,

c.1786-¢.1855, also known (earlier in his career) as Gakutei Harunobu {F 5= {3 and (later) Yashima
Gakutei /\ [&5{F5%) and Totoya Hokkei £ Z4L (1780-1850, also Aoigaoka £ [if] Hokkei), illustrating
mostly Chinese legends and military subjects. Furthermore, several adaptations of the Chinese classic
Suikoden 7K, “Heroes of the Water Margin”, Chinese title Shuibu zhuan, are found in surimono. Utagawa

Kuniyoshi )1 [E 5 (1797-1861) designed as much as three series on the subject of Suikoden, for
instance.?! The incorporation of Chinese classical literature, however, does not follow along the lines as
that of Japanese classical literature. Relatively little-known Chinese literary works in relation to Edo period
scholarship - in gangakn, in this case - do not appear in surimono like the more obscure Japanese texts. The
nostalgic tendency is, however, evident in both cases. The similarities and differences between Japanese

versus Chinese classical literature in surimono will be further discussed in chapter five.

21 Utagawa Kuniyoshi, who rose to fame after the publication of a large commercial series of Suikoden heroes
between 1827 and 1830 (See Klompmakers (1998), pp. 27-28), designed three series of women as parodies
(mitate 5.37) for the male heroes form Suikoden around 1830. See section 5.2.2 for further discussion of these
series. Popularity of the novel Suikoden in Japan peaked after its serial publication in an illustrated edition in
Japanese, edited by Takizawa Bakin {5 % (Also Kyokutei Bakin #f==f5%5, 1767-1848) (part 1, in ten
volumes) and Takai Ranzan =54 (L (1762-1838) (parts 2-9), with illustrations by Hokusai (and his pupil Taito
II for the last third of the 90 volumes), that came out between 1805 and 1838.
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Chapter 1: State of the field

1.1 Introduction
The principal aim of this thesis is to put s#rimonoe in a broader perspective, as products of activities of
circles and networks of &yoka poets on the one hand, and as indicators of literary pursuits of groups of
intellectuals on the other. Both these angles have been pursued to some extent in earlier scholarship,
mostly for individual cases. I contend that the broader perspective is needed to fully appreciate what
surimono represent within contemporary poetry networks and literary reception history. That broader
petspective on kyika networks is gained by incorporating the full range of Aydka-related materials such as
kyioka books, competition announcements, poet rankings, surimono albums, etcetera, for a completer view
on how these networks functioned. The broader perspective on surimono as literary publications is gained
by tracing the content of literary surimono seties to (the availability of) literary scholarship of the same era.
The study of surimono and related networks of poets and their literary activities is undertaken
from various disciplinary angles. An art historic approach is usually preferred for the study of the
iconography in surimono designs. The activities relating to &yoka poetry can be studied from the perspective
of history of Japanese literature. The &ydka books in all their varieties merit the study of print culture. The
networks of poets can be subject of a sociological approach, et cetera, et cetera. This thesis borrows from
various disciplines and traditions, in order to create a comprehensive overview on the subject, based on
detailed analysis of primary materials. In the next paragraphs, the results of eatlier scholarship from
various disciplines will be reviewed, complemented by an explanation of my position within previous

research.

1.2.1 Kyoka poetry networks: functions

Early Japanese scholarship on &ydka as literary genre, dating from the interbellum, tends towards
inventory works rather than argumentative debate. The strong network structure in &yika, however, is
implicitly recognized. That is to say, the tendency to focus on personal merits of individual poetry masters
and their followers, as is visible in original &yska publications, has been continued in studies on the subject.
Kano Kaian SFEF P, for example, published what is essentially a list of Edo period £ydka poets, mainly
from Edo, although poets from the Kansai area receive some attention, too.?2 This is a practical tool for
those wishing to trace the background of &ydka poets featured on surimono or in kyika books. The
biographical data given for many poets - distilled from a rather arbitrary selection of Edo period &yoka
books - provides information that allows for a more general overview of the social backgrounds of poets,

part of this thesis’ focus. Kano provides an appendix that lists major &yoka masters and the poets in their

22 Kand, Kaian (1928 [later reprint of 1977 exists]), Kyoka jinmei jisho JEHR N4 &EE ‘Dictionary of names of
kyoka poets’, hereafter abbreviated to KJJ. In the preface, Kano formulates the general aim of his book as
providing the actual names of kyoka poets, since unlike, those of waka and haikai poets, these were largely
unknown and unpublished until then, hindering scholarship.
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respective circles, essentially displaying the network nature of the genre. The listing of poetry masters and
their successors confirms a lineage - in most cases the start of a lineage - along which expertise in &yoka
was transmitted. Some eight years later, Suga Chikuho provides a first general overview of the historic
development of &ydka in the bulky Kinsei kyokashi 3T WAERK S (‘History of kyoka of the pre-modern period,
1936).23 The major poets of each era and his or her representative publications are presented separately in
part three, chapters six thru ten. This largely biographical treatment of the foremost poets of each period,
including details of the lineage of their poetic knowledge and their connections to other poets, in fact
provides an overview of the interconnected &ydka circles.

The way in which &yoka groups, &yikadan FE R, developed and operated, has been studied
extensively by Ishikawa Ryo )1 T (1950-2014). He recognizes the tendency towards the formation of
groups soon after the sudden increase in popularity of Ayoka, focusing primarily on the ren around
Karagoromo Kissha EAHEYN (1743-1802) in Edo in the Tenmei era.2+ Ishikawa also describes &yoka
groups active in the city of Nagoya in the Bunka and Bunsei eras, based on their various books they issued
(not only Ayoka books).?> Similar to the case of the large city of Edo, Ishikawa finds, is the fact that group
revolved around central figures who were active as authors of popular (comic) literature. In fact, the
groups are found to have direct links to the group of Kisshi, and essentially bring this Tenmei era &ydka
group activity, “JEHKIETEB) £yokadan katsudi”, to Nagoya. A major difference, perhaps due to smaller
numbers of participants, is the fact that most publications concern manusctipt &ydka books, and not
printed works such as prevailed in Edo. In comparison to the relatively fragmented accounts presented in
earlier research, the descriptive work of Ishikawa provides comprehensive case studies of related to &yoka
groups.

The interregional connections in Aydka networks receive attention from Takahashi Akinori (51
% HI|, who discusses the poetic activities of (lower) officials in the bakufu administration who traveled
between Edo and the provinces.2¢ Takahashi uses various primary materials such as &yika books
(competition results) and ranking tables to illustrate how gyoka groups from different cities and villages
connected through traveling poets, or traveling professionals who composed £yoka as amateurs. It is

considered established knowledge that &yika groups had a great reach even in the periphery, and

23 Suga (1936/1). Suga also published an overview of kyoka books from Edo/from the Edo period, entitled Kyoka
shomoku shiisei JEHKE H £ K (‘Anthology of kydka publications’) (Hoshino shoten 2 Bf /5, 1936/VI).
According to the annotated bibliography in Hamada and Morikawa (1977), p. 467, this book is basically a
corrected version of Kyokashii mokuroku JE#KEE H % (‘Index of kydka anthologies’), compiled by Nozaki
Sabun (also sometimes read Samon) EFIFf /= 3L and published in 1926.

241 use the term era to designate the nengé -7, era names given to the timespan (generally) corresponding to
the reign of an emperor (though also subject to change during the reign of emperors for various reasons ranging
from natural disasters to ominous years in the calendrical system). I use the word period for the generally
accepted historical periods (division of which is by and large based on institutional changes). Thus, the Tenmei
era, for instance, is an era within the Edo period.

% Ishikawa (1989), pp. 43-54.

%6 Takahashi (2007).
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Takahashi’s study provides data on actual ongoing exchange, specifically in the Bunka and Bunsei eras.
The practical aspects deduced form Ayika books and related materials are very insightful for
understanding the way in which &yoka networks operated. Takahashi asks direct questions concerning the
use of certain printed indications in &yoka books, such as the marking of the place of residence of a poet
together with his or her name, sometimes even specifying further details on the poets’ location and
situation. The explanations of these markings allow for a better comprehension of the flow of people,
poems, books - and perhaps prints and paintings - within the &yika scene, and underline the significance
of these otherwise undetermined markings to the poets involved. Such explanations of practical matters
pertaining to the composition of &yika feature in more of Takahashi’s work, such as his article on the
concept of #iza ) (‘at the meeting’), where the attendance of poets from outside the city at meetings
(in Edo) is also discussed.?’

The study of kyika networks as apparent in &yoka books is further facilitated by various sources in
Japanese that are geared towards disclosing primary materials. For instance, Edo &yokabon senshii {17 JF5K

AREE (Selected compilation of Eido kyoka books’), a series in fifteen volumes, provides transcriptions for a
wide and representative selection of &yoka books published from the Tenmei to the Tenpo era.” The
books to be presented in this series were selected by Hamada Giichiro, who had previously contributed
similar inventory work to general series on Japanese literature.?? Such inventory works provide reliable data
concerning Edo period &ydka books, presented in a strict bibliographical format. The transcriptions of
prefaces, poems and other written information found in primary sources disclose research material that
would be very complicated and time-consuming to correctly handle for any scholar of &ydka, no matter
how proficient in deciphering Edo period Japanese text. Edo &yokabon senshi is aimed at disclosing research
material and not at discussing the nature of the material. Publications like these, which make this material
available in such quantities, do, however, contribute to the field of study of &yoka in important ways,

enabling discussion and debate in other publications.

The relation between &yoka group activities and the publication of surimono has been treated to
some extent in art historic research in Europe and the United States. The reason that this relation has
received attention first outside Japan lies in the fact that surimono had been exported in large quantities
from the late nineteenth century, and that surimono as research material were abundantly present in the
West. Scholars studying surimono have come to acknowledge the fact that these prints cannot be regarded
as isolated objects, but that they are usually part of a larger body of output by poetry groups. Looking at
kyoka books for information on the poetry networks behind surimono was first done in the exhibition

catalogue Art of the Surimono (held at Indiana University Art Museum), in which James T. Kenney gives “A

27 Takahashi (2008). For further explanation of #za, please refer to section 3.2.

%8 Edo kyokabon senshii kankokai (Ed., 1998-2007).

% See for instance Hamada (1971) and Hamada (1977). The entries in these large encompassing series on
Japanese literature often contain general introductions to the genre, followed by (in the case of kyoka) poems
from representative books of the era discussed.
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brief history of &yika and the Edo &yika movement” .’ The text is not argumentative, nor does it present
much in the sense of documentary evidence to support the statements made with regard to motivations
attributed to principal poets in the history of &yoka. Yet the fact that illustrations from &yoka books are
presented to explain the practice and workings of the &yoks movement - what I choose to call the
(institutionalized) &ydka society - could in itself be taken as an argument in favor of incorporating the
study of &yoka books into the study of surimono, in order to better understand the social networks behind
these prints.

The way Bowie et. al. framed surimono in their cultural context, complementing the art historic
description with a social and literary background of surimono, set a standard that would later often be
adhered to in both exhibition and institutional catalogues of surimono. Catalogues published since then
usually contain introductory essays in which an impression is given of the workings of &yoka poetry
groups. A landmark among these is the two-volume catalogue of the collection kept in the Chester Beatty
Library in Dublin, Ireland, of 1985, authored by Roger Keyes.3! The majority of the entries incorporate a
transcription and translation of the poem or poems on the print, allowing readers to further appreciate
and understand the relation between text and image, as Keyes promotes in the introduction. Furthermore,
among the appendices is an extensive list of &ydka poets.’? Synthesizing biographical and bibliographical
information, Keyes is able to shed more light on the workings of &yoka poetry groups.

An important acknowledgement of the organizational aspect of poetry groups and the series of
surimono they issued was forwarded by Jan Willem Goslings (1943-2011). Himself an avid collector of
kyoka surimono, Goslings identified &yoka poetry group logos on surimono and listed surimono series per
group that issued them in a short contribution to a catalog accompanying a small exhibition held in
1987.33 The overview of logos and the list of surimono seties is not complete - no overview or list will ever
be - but given the state of the field at that time, it is a tremendous step forward in recognizing and
identifying the organizational structure behind &yoka surimono seties.

Goslings donated his collection to the Rijksmuseum in Amsterdam. The surimono he collected are
presented in an extensive catalog authored by Matthi Forrer, who in the introduction reflects on the
organizational aspects of issuing &yoka books and surimone3* He speculates that poets featuring in surimono
series earned their place mainly through financial means, since many of them feature together prints
issued in subsequent years. This is corroborated by overviews of such instances in series issued by the
Yomogawa and the Hisakatayaren that he provides. The overview for the poets repeatedly featuring

together in prints of the Yomogawa is convincing, since it is indeed too much of a coincidence that the

%0 Bowie et al. (1979), pp.24-43.

31 This catalogue was much anticipated by Bowie in the aforementioned annotated bibliography. Bowie et al..
(1979), p. 185.

%2 Keyes (1985), pp. 529-555.

%% Goslings (1987), pp. 6-16. The overview gives some 25 logos and identifies several more poetry groups. The
list of series spans almost three pages. Goslings went on to identify many more series - totaling over 340 -
gathered in an unpublished manuscript of 2002 that has been an invaluable source during my investigations.

3 Forrer (2013).
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same poets would end up on one print year after year if selection of poems would be carried out based
only on quality, among the large numbers of members of the Yomogawa.

Where Keyes and especially Goslings and Forrer provide data that shed light on the organization
of poetry groups involved in commissioning su#rimono, John T. Carpenter presents a detailed case study
into the connections to su#rimono designer and poet Kubo Shunman.3> Carpenter focuses on “collaborative
aspects of surimono”; he uses a variety of information on the social connections between the artist
Shunman and (other) &ydka poets, in order to deduce how (series of) surimono, especially on literary themes,
came into being. Despite the designer-centered approach, the social connections to poetry groups
surfacing in this study - specifically those to scholars of classical literature - offer an insight into the
motivation of specific groups with regard to the commissions of certain surimono seties.

As may be deduced from the above, most research on surimono is presented in (art) catalogues.
Despite all the research that has been carried out thus far, the first comprehensive monograph dedicated
to surimono is yet to appear. The downside of research conducted specifically for publication in relation to
an exhibition, or research specifically on the collection of an institution, is that the character of the
exhibition or collection dictates the scope of the research. And the selection criteria for exhibitions or
collections are usually not congruent with larger scholarly questions. Studies like those presented in
catalogues are important in offering a background to the origins of the surimono commissions, yet the ways
the larger social networks of &yoka poets functioned are hardly investigated. Furthermore, focus is
commonly placed on the groups’ activities with regard to surimono only, whereas activities of poetry groups
were by no means limited to issuing surimono. Surimono were usually issued once a year at New Year, and it
is a mistake to think that £yoka poets only composed a poem or two for this occasion, and not during the
rest of the year. The practice of regular &yoka competitions and the publication of &yika books, for
instance, are largely ignored. The question, therefore, of how surimono relate to the general activities of

kyoka groups remains largely unanswered.

Kyoka books, which in my view provide the most complete information on matters of &yoka
poetry networks, have thus far received little dedicated scholatly attention. That is to say, the research done
on kyoka books is commonly part of an investigation of a certain topic for which an overview of the
genre of &yoka books as such is deemed unnecessary. Outside Japan, investigation of &yoka books is
usually conducted as part of art historic studies. Apart from an article dedicated to the &yoka books
published by Tsutaya Jazaburo, authored by Chibbett (1976), and an article on &yoka albums from the
Kansei era by Forrer (1982), kyika books have been introduced mostly in general publications on Japanese
illustrated books such as (again) Chibbett (1977), Hillier (1987) and Keyes (2006). These publications
mostly focus on the artistic aspects of the illustrations, the material qualities and craftsmanship involved in

the design and production of the book as a whole. This is congruent with the fact that many collectors

% Carpenter (2004), pp. 77-113.
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outside Japan focused on visual qualities of these books, as I have mentioned earlier. The article by Forrer
(2009) is an exception in that it contains some remarks on the networks of poets from various social
backgrounds, which can be observed in £&yoka books.

In Japanese research, &yoka books are commonly either part of research on a certain poet or
designer, or subject of a larger study aiming at providing inventory data. In works of the latter type, more
specifically the inventory of &yika books by Suga (1936/VI) and the extensive seties Edo kydkabon senshii
(1998-2007, in fifteen vols.), certain designations of what type of &yoka book is listed are provided. Yet, an
elucidated categorization such as presented in chapter three of this thesis is new.

Kobayashi is the first to actually link &yoka books and surimono to a greater extent.’¢ Although her
focus is on the “literary dimensions” of surimono that she justly argues have been given too little attention
thus far, her treatment of the practice of commissioning &yoka anthologies by &yoka groups offers
valuable information on the poetry groups behind both surimono and &yoka books in the early stages of
popularity in Edo. One of the points she makes is the idea that series of surimono came to replace &yika
anthologies, serving the same purpose of “a vehicle for publication” [of New Yeat’s verses, not those
composed during the year|.?” She states: “Series of surimono can be seen as a format that combined the
attractive, intimate image-text relationship of individual surimono with the collaborative aspects of group
anthologies”.3 As Kobayashi clarifies, the first three or four years of the nineteenth century constituted a
turning point.? The chapter is accompanied by an appendix listing New Year’s &yika anthologies issued by
major kyika groups from Edo. This list provides a valuable insight into &yoka groups’ practice of yearly
publication of their member’s verses. The &yoka books treated here concern New Year’s anthologies
published mainly in the last decade of the eighteenth century, up until the ‘turning point’ after which
surimono seties came to their own. In connection to the (biographical) information given on the respective
group leaders, this provides an insight into at least the social networks in the upper echelons of the &yika
poetry scene, at a time when £yoka popularity was still very much on the increase. Yet, the practice during
the heyday of &ydka - i.e. the Bunka and Bunsei eras - Kobayashi admits, when large surimono series were

issued, is beyond the scope of her essay.

My approach is to take the contextualization of surimono one step further, regarding them as just
one example of the various (printed) materials commissioned or produced by (groups of) &yoka poets. In
my view, the complete variety of materials related to &yoka (where possible) needs to be taken into
consideration in order to fully understand the networks of poets behind surinono. To understand the
practice - not only yearly, but monthly or even daily - of &yika poetry groups at the time when &yoka
surimono were published in their highest numbers, during the 1810s and 1820s, it is necessary to also

investigate the connected publications in book form, and not only books that came out around New Year,

% Kobayashi, F. (2005), pp. 158-179.
%7 Kobayashi, F. (2005), p. 161.
% Kobayashi, F. (2005), p. 170.
%9 Kobayashi, F. (2005), p. 170.
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but &yoka books in all their varieties as published throughout the year. This will shed light on the relations

of kyoka poets, designers, publishers, et cetera. in the social networks of &yoka poetry.

1.2.2 Social position and the choice for kyoka

The subject of haikai poetry networks - always larger in scale and popularity than those of gyoka -
has been treated from a largely sociological perspective by Ikegami Eiko, who presents them as one
example of what she dubs “aesthetic publics”.# It is telling that she has to resort to using an illustration
from a &yoka book as visual documentation of how a poetry meeting may have looked.#! Haikai poetry
books are generally not as richly illustrated, and if they are, they have a tendency not to take the poets
themselves as subject for the illustrations. In comparison, portrait books of &ydka poets are quite
common.*? The sheer number of haikai-related images in books and paintings, however, would make it
likely that illustrations of Aaikai meetings are extant. On the one hand, the decision to use the image
despite the difference in poetic genre is defendable: many of the larger issues in this chapter -
organizational structure of the networks, commercialization of haskai practice, poetry names and
anonymity, crossing of social boundaries, position of artists within the network - are also applicable to
kyioka networks, albeit only to a certain extent, of course. On the other hand, the many variables with
regard to the number of participants, their individual class and financial status, objectives in choosing for
one or the other poetic genre, make the decision to present this illustration as visual documentation
debatable. In fact, Ikegami borrows from the &yoka world again later on in the chapter, presenting the
activities of Ota Nanpo K H A, arguably the foremost figure in Edo &yéka, as representative of the
haikai spirit. Despite the criticism that can be had with regard to the use of sources, Ikegami reaches some
general insights that seem very much applicable to “aesthetic publics” such as in established in both haikai
and Ayoka. The characterization “networks of interested amateurs in a society animated by playfulness as
well as a desire for self-improvement” seems like a very apt general description of the institutionalized
kyoka society.®3

Parts of Tkegami’s sociological approach and comprehensive analysis of the functioning of haika:
poetry networks benefit the study of &ydka networks. For example: Ikegami investigates the “horizontal
structure or haikai organizations”, tracing the common configuration of a poetry master and his or her
followers, and their respective “formal identities”. The use of haikai names (haimei 3E44), Tkegami argues,

allows poets to ignore “status identities” and thereby overstep social boundaries.* A similar argument,

%0 Ikegami (2005), chapter 7: “The Haikai, Network Poetry”, pp. 171-203. Chapter 8, “Poetry and Protest: The
Rise of Social Power”, pp. 204-220, also takes haikai poetry as subject, though focusing more on cultural and
political aspects.

" Ibid, p. 174, fig. 7.1. The caption gives the artist’s name as Yoshima (sic) Gakutei, but this should read
Yashima Gakutei.

*2 This particular tendency of portraying the poets themselves as seen in kyoka books is further discussed in
section 3.1.

* Ikegami (2005), p 193.

* Ikegami (2005), pp. 174-176.
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though for the case of &yoka, was made by Iwasaki Haruko, in her “author-centered” analysis of the
literary community around six writers of gesakn (A, “satirico-comical popular literature” 45 Twasaki
discusses &yoka composition as part of many gesaku writers” activities (as does Ishikawa, see above), stating
that &yika parties were “egalitarian” and the “casual disregard for class and sex barriers at least in part
accounts for the great growth of &yoka that ensued”.* Where Ikegami sketches an overview of social
behavior based on general and mostly secondary sources, Iwasaki analyzes the &yoka world “free from
society’s hierarchies” of the Tenmei era through the incorporation of a multitude of (quotes from)
contemporary primary sources.*’

The issues of formal identities and overstepping class barriers also form part of my analysis of
kyoka networks, albeit from later decades than Tenmei. I contend that a certain level of class segregation
continued to exist, or perhaps crept back into the world of &yoka in later years. On this matter, Iwasaki
states that “the division between samurai and chonin was a loose one, however, resulting not so much
from class divisions as from geographical convenience”.*® There are two problems with this statement.
The first is the overarching question of class divisions in general. The question as to what extent ‘classes’
were separated, especially in the urban environment of Edo, is a large debate in itself that will be treated
in some detail in chapter four. Suffice to say here, that the prevailing idea is that despite samurai and chonin
HT A\ (commonly translated as ‘townsmen’, which includes both merchants and artisans) mingled on many
occasions, and certainly in the popular arts. My analysis, however, is based on the networks apparent in
surimono seties and surimono albums, and biographical information distilled mostly from &yoka books, in
which the ‘status identities’ of individual members are both implicitly and explicitly given. Thus, the
analysis of various primary &yika materials yields an insight into this matter of status boundaries. It should
be noted that these insights are based on the actual situation as visible in Bunka and Bunsei era materials,
and encompass &yoka networks larger than those of the Tenmei era as discussed by Iwasaki.

The second problematic point is that of “geographical convenience.” This may have held some
truth for the Tenmei era, but the extent to which poets from areas all over Japan participate in &yoka
groups’ activities - whether present in person or not - indicates that geographic boundaries are of little
consequence in later eras. On the contrary, the flexibility of choice that individual poets had in selecting a
kyoka master to affiliate to gives any pattern in status-based connections within groups more weight,
rather than less.

The analysis of the division of class background between &yoka groups automatically also yields
an overview of class participation in &yoka poetry in general. Ikegami has sufficiently argued that baika:

was a genre that was practiced in virtually all strata of society. Despite the obviously widespread popularity

*® Twasaki (1984), abstract and pp. 61-63.

*® Twasaki (1984), abstract and p. 62. The link between kyoka and gesaku is also treated by Suga (1936/1), in
chapter 4 of the ‘supplementary part’, pp. 443-480.

*" Twasaki (1984), abstract and p. 206.

*8 Iwasaki (1984), p. 202. Note that this, again, concerns the earlier Tenmei era. (In chonin (sic), the macron on
the o is lacking.)
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of the genre of kyika, it remains questionable whether £ydka was similarly practiced throughout society.
The common view in the West has always been that &yoka poets were to be found in the higher echelons
of society, in terms of economic capital mainly. The luxurious appearance of surimono and deluxe kyoka
books surviving in collections outside Japan - initially collected for their art historic and material qualities -
easily leads to that assumption. An investigation of related materials of lesser luxurious execution allow
for a more nuanced view, as will become clear from my analysis in chapter four.

My analysis of &yoka related materials regardless of type or level of execution is a break away
from traditional scholarship on surimono and the finest of £yoka books. The analysis of the full reach of
kyoka networks in chapter four will be mainly concerned with social associations, although data on the
economic circumstances of poets will naturally form part of the results. The birth status of poets is,
interestingly, explicitly recorded in &ydka books that include biographies of poets. This data will also be
analyzed in chapter four. The cultural capital of &ydka poets and designers will be investigated in chapter
five, based on research into the content of surimono seties on literary themes. Here, the social connections
in these (narrower) intellectual networks also form part of the results. The ways in which &yoka poets
incorporated references to their literary past, as well as their motivations for doing so specifically through

the genre of &yoka will be discussed in the following sections.

1.3 Visualizing the classics with kyoka

1.3.1 Kyoka and reception of the classics

The tendency to incorporate references to the cultural and literary past is strongly present in
practically all the arts of the Edo period. This statement is deliberately vague, in order to accommodate
the variety of examples that can be given; Edo period painting incorporated and adapted classical
elements, woodblock print designs depicted scenes from historic tales, popular literature incorporated
(extensive) references to classical literature, classic iconography and motifs were used in designs for
ceramics and lacquer work, et cetera., et cetera.. This practice of looking back to and reinterpreting the
past in contemporaneous arts has been studied for a variety of individual cases, whether they concern
literature, painting, theatre, or otherwise. The overall tendency has been aptly described by Edward

Kamens:

Many institutions, values, and forms appear to have remained fixed and to have been
communicated from generation to generation in seemingly unbroken lineages; yet in each age they
have undergone alterations, returnings to present conditions. Preservation and re-creation of that
which is inherited is all-important, but so is the need to be in step with current fashion, to adapt
to contemporary circumstances, so the act of re-creation often produces change, generally more

subtle than radical.#

* Wheelwright (Ed., 1989), p. 22.
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With the above in mind, the tendency to refer to the cultural and literary past as apparent in
kyoka-related materials is not extraordinary. The style of incorporating references to the classics®,
congruent with the nature of &yoka as poetic genre, is, however, quite typical. There is a difference in the
extent to which references to the classics are made in &yoka books on the one hand, and surimono on the
other. Generally speaking, surimono leave more room for carefully interwoven meanings shared between
text and image, whereas &yoka books often refer to literary classics in their titles, yet less obviously in their
content. Elements referring to the classics as seen in &yoka books have not been given much attention thus
far, and will receive such treatment in the following chapters. Surimono, on the other hand, have been
subject to such study.

The investigation into the literary antecedents of surimono only became possible after the literary
aspects of surimono were recognized. Roger Keyes points to the necessity of understanding the relations
between surimono and literature, in his introduction to the Chester Beatty library catalogue mentioned
above.>! The literary component was later specifically emphasized by Carpenter, in his essay “Ways of
Reading Surimono: Poetry-Prints to Celebrate the New Year”.52 Carpenter describes the various aspects of
surimono, yet approaches their content more specifically from a literary angle. After explaining how
focusing on the text of surimono can aid in understanding the visual puns in the images, he writes: “This
essay, however, will focus on the aspect that modern aficionados usually ignore - the texts”, and “I shall
examine a number of poetry-prints from the collection to demonstrate how surimono may be read as a
hybrid genre combining art and literature.”>> He concludes that “poets [featured on surimono] shared a
knowledge of a long and distinguished literary tradition”, stating, furthermore, that the merits of greater
familiarity with the literary and historical references found in surimono - now possible through the greater

accessibility to translations of these - should further enhance our enjoyment of surimono.

The way in which classical literature is incorporated into &ydka surimono differs over the course of
development, and is invariably complex to define in a general manner. Modes of, as well as reasons for
referring to classical literature and also cultural history in surimono, specifically those issued during the

Bunka and Bunsei eras, are described by McKee as follows:

Unlike anthologies, it was through the privately commissioned surimono that gyoka practitioners
could directly display the refined, “courtly” attributes, specifically skill in poetry composition, and

virtually - through the ability to summon the finest hands and materials for producing their works

% For the debate on what exactly constitutes ‘classics’, I refer to Shirane and Suzuki (Eds., 2000), introduction.
As a loose definition, I use the word ‘classics’ for those works of classical literature, whether Japanese or
Chinese in origin, that had been established as classics through ongoing reproduction and consumption among a
considerable part of society, not being limited to - for instance - imperial court or clergy only.

51 Keyes (1985), p. 9-10.

52 Mirviss and Carpenter (1995), pp. 36-59.

53 Mirviss and Carpenter (1995), p. 38.
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- calligraphy and painting, but most importantly of all, broad learning and impeccable taste,
presenting themselves as people of quality. The classicism that pervaded their poetry was directly
transferred to surimono form, which from its shape to its bright translucent colors and appearance
of precious metals aimed at presenting an image of courtly richness and refinement, while
calligraphic poetry and its illustration summoned up the past in stately, elegant fashion, applying
its idealized forms to aspects of reality. Nowhere was this overlay of the past onto present
structure more smoothly accomplished than in this imagery, which specifically portrayed the
contemporary scene with classical elegance, or presented legendary scenes or venerable objects to

illustrate modern verses.5

McKee thus sketches the overall affinity with the past on the part of &yska poets, yet their

conctrete treatment of classical texts in surimono is not taken into consideration.

Carpenter discusses some specific cases in which classical texts were reworked into series of

surimono, listing and analyzing several surimono series designed by Kubo Shunman 5 Instrumental in his

analysis are two surimono series, one based on Kamakurashi I8 15 (‘Chronicles of Kamaknra’)> and one

based on the relative obscure of tale Torikaebaya Monogatari5™ Carpenter conjectures how the intellectual

process around such surimono series may have taken place:

Presumably when a classical literary theme was being selected for a series it would be discussed
together at a poetry gathering. Once the selection was made, the individual poets might flaunt
their talent and erudition by including subtle allusions to classical sources in their &yoka. But at the
same time they had to abide by the protocol of creating a message suitable for a New Year’s
greeting, hence the ubiquitous references to vernal phenomena. A designer such as Shunman

could play off the poems submitted in advance to carry out a level of visual punning;8

For this “visual punning”, Shunman employs “mostly still-lifes and courtly scenes |...] engaging in

the expected wordplay and indirect allusions to phrases in the original text.” As for the way in which

classical literature is incorporated, Carpenter states: “As with other series on classical themes by Shunman,

each print is identified by a phrase or quotation borrowed from the Torikaehaya tale. It is then

¥ McKee (2008 [1]), p. 431. It is debatable whether ‘modern’ is an apt term to describe kyoka poems of the Edo
period, given that they lean so heavily on the past. For a debate on the term classicism with regard to Japanese
art of the (early) Edo period, please refer to Lillehoj (Ed., 2004), introduction.

> Carpenter (2004), pp. 77-113. For his essay, carpenter makes extensive use of the scholarship of Tanaka
Tatsuya FH H'3H1, whose research on Shunman was published in a series of three articles in Ukiyo-e geijutsu 1%
TAEZENT (‘Ukiyo-e Art’) in 1993 (vols. 107-109). See Tanaka (1993 [1][2][3]).

% Carpenter’s translation of title.

57 Carpenter’s translation of title. A c. late 12" or early 13™ century tale of a Minister unhappy about his son and
daughter displaying a reversal of traditional gender-roles, the first playing with dolls, the second playing the
Japanese (foot)ball game, kemari Jit#3, variant of soccer that was apparently not commonly practiced by girls.
%8 Carpenter (2004), p. 95.
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accompanied by one or more &yoka that tie into the theme either by punning on words or phrases
borrowed from the original text or cleverly alluding to persons or events from the narrative.”>

The surimono seties investigated by Carpenter are, however, not representative of series that
revolve around a certain classical text. The question remains whether the pattern found in the treatment
of classical literature in s#rimono by Shunman is also present in series by other artists, or that a certain
approach is perhaps related to specific gyoka groups. My analysis of surimono seties based on classical
literary texts will provide a more inclusive understanding of how &yoka groups, and specifically those
subgroups that collaborated on surimono, fit into the reception history of classical literature. Furthermore,
in an attempt to provide some verifiable data to assess Carpenter’s assumptions with regard to the
decision-making process for literary series, I examine the extent to which designers and poets handled the

overall reworking of the classical text in question.

1.3.2 Cultural self-identification, intellectual networks, and the provenance of cultural and

literary knowledge

The question of how classical literature was incorporated into surimono, as discussed in the previous
paragraph, is inevitably followed by the question why classical literature was incorporated, and why it was
incorporated in the way that it was. In contrast to the relatively limited number of scholarship on the bow,
the why has been treated less sparsely. With the advancing knowledge of surimono, their content, publication
specifics, their conception, social background, literary antecedents, et cetera., it became clear that surinono
reflect certain cultural interests related to a specific Zeizgeist in Edo culture. In a way, the attention to detail
employed in earlier works allows researchers of recent times to take a step back from the canvas, and view
the entire picture - rather, the context - of surimono and Ryoka. It is precisely this aim that I have in this
thesis.

The common idea is that the penchant for classical literature on the part of &yika poets coincided
with a discourse of cultural nationalism prevailing among networks of intellectuals in Japan; a line of
argumentation that is followed principally by Carpenter and McKee. In the same article on Shunman’s
literary series, Carpenter recognizes that surimono “document networks of learned men and women who
were re-establishing ties with their own past, with a national literature and a shared cultural legacy.”®* He
links this to the movement of &okugakn, a scholarly tradition commonly called ‘national learning’ or
‘nativist learning’, which was initially focused on exegesis of classical Japanese texts.’! Indeed, several
prominent &yoka poets and some surimono designers are known to have had connections to this movement,
or to have been &okugakn scholars themselves.

Where Carpenter assumes that this penchant visible in surimono reflects “nostalgia for a mythical

past and idealized courtly society, a golden age far removed from the realities of present-day famines, fires

> Carpenter (2004), p. 100.
% Carpenter (2004), p. 103-104.
81 For further definition of kokugaku, please refer to chapter five.
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and a repressive Tokugawa Government,” McKee takes it one step further, interpreting the “entire
nineteenth century &yoka surimono movement as a classical revival, not merely dabbling with the past, but
attempting to become its contemporary manifestation. This implies that surimono’s participants viewed
themselves in the mode of talented courtiers, their prints as poetic presentation sheets, and their
competitive exchange as classical awase, an interpretation bourn out by the style and content of &yoka
meetings, and the works exchanged at them.”6?

Above statements both pertain to the links between surimono and kokugakn. However, several
surimono of the same era revolve around classical Chinese texts, and many more refer to prominent figures
from Chinese history. This is also - briefly - acknowledged by McKee, who notices “no sense of conflict
ot taboo” in surimone.> The term kokugakn is said to have been formulated to clarify the distinction with
studies focusing on China and Chinese texts, kangakn 5.6+ Depending on the person involved in the
discourse, the distinction between the two may have been relatively definite. To add to the confusion,
some surimono feature objects relating to Dutch studies, rangakn 7. The fact that surimono employ both
‘national’ and ‘foreign’ themes, may point to the fact that - at least to some of those involved in surinono -
the nostalgia is more important than the debate. My analysis in chapter five, however, will show that witty
escapism into forlorn eras was commonly a stronger motivation for the choice of subject than political

debates.

Intellectual networks and the provenance of knowledge

The question to be asked in each of the cases, whether &yoka materials feature influences from
kokugakn, kangaku or otherwise, is what the provenance of the displayed knowledge is. Carpenter atfirms
that Torikaebaya monogatari was known to Rokugakn scholars through the transmission of manuscripts, but
had not yet been published in printed form when the series on this theme designed by Shunman was
issued, in 1813.9 This makes examining the way in which the content of the tale was adapted into poetry
and image in surimono all the more worthwhile, because it means that those involved could not borrow
from an established iconography or poetic appropriation. The choices made with regard to the treatment
of the work of classical literature are therefore undiluted, so to speak, and allow for more precise analysis.
Carpenter traces the provenance of knowledge of Torikachaya monogatari to specific fokugaku scholars in
the intellectual network around Shunman. In this case, the designer seems to have been a rather great
influence on the decision making process for this particular surimono seties.

In my investigation of surimono series on literary themes, I will take a similar approach in
establishing whether the classical text on which a particular series is based was known to a wide audience,

was available in print, or had an established iconography. I apply this approach to other series by Shunman

%2 Carpenter (2004), pp. 104; McKee (2008 [1]), p. 430.
% McKee (2008 [1]), p. 471.

® Burns (2003), p. 2.

65 Carpenter (2004), pp. 95-101.
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and to series on literary themes designed by other artists. Furthermore, I trace the intellectual network
around artists and A&yoka poetry masters for a number of &yoka books and surimono series on both Japanese
and Chinese themes, in order to deduce how literary knowledge entered the spheres of &yoka. The results
of this wide-ranging investigation will provide a nuanced overview of the institutionalized £ydka society,

its links to contemporary scholarship, and its motivations for incorporating various themes.

Conclusion

Many secondary sources on surimono and the genre of kyika poetry have been published to date, yet
despite all the inventory work that has been done on the (visual and textual) content of these materials,
the questions raised in this thesis have deserved scarce attention in academia thus far. The limited
scholarship presented in this chapter makes it quite clear that only a handful of scholars is concerned with
the debate on how &yoka networks functioned, who the poets were, how their status related to intellectual
interests, and what motivated them to produce these materials. Throughout this thesis, ample use will be
made of the many catalogues and inventory works dedicated to surimono and kyoka. The fact that the
majority of these do not appear in this literature review reveals how little most of these publications are
concerned with the larger questions I aim to resolve here. Nevertheless, it is on account of the ample
investigations that have been carried out thus far that further discussion of the research questions raised
above has become possible. The complexity of &ydka related materials, their conception and position in
Japanese art, literature and society of the Edo period demands profound discussion and research, and it is
my aim to contribute to not only the discussion itself, but also to the scholatly awareness of the

significance for the study of Edo period arts in general, inherent to these materials.
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Chapter 2: Surimono: definition and categorization

2.1 Introduction to chapters two and three

Chapters two and three introduce the main research materials used in this thesis: surimono and &yoka books.
These complex materials merit a dedicated description before setting off into the study of &yoka poetry
networks and connections to classical literature. The respective treatment of surimono and kyoka books in
these next two chapters differs slightly. Surimono have been the object of multiple studies, mainly
exhibition catalogues, in which the scope of these artifacts have been outlined and suggestions have been
made for categorization. I will present a summary of the combined knowledge regarding these prints -
their development, position within Edo period printing, and material qualities - distilled from previous
scholarship and complemented by the results of my own investigations. Furthermore, I discuss the
suggested categorizations and to what extent these are applicable to my research objectives.

Kyika books have not received the same kind of attention that surinono have. Very generally
speaking, in Japanese scholarship, &ydka books serve as research material for the study of the literary genre
of Ayoka. Outside Japan, &ydka books have been given attention in art historic context, usually the more
luxurious editions serving as examples of superior design and printing technique. I borrow from both
traditions, outlining first of all the practices of composing &yoka and publishing these in book form. After
an overview of the elements to be found in £yoka books, and an explanation of how these should be
understood, I propose a categorization based on my own investigations, and catered to my research
objectives. The respective categories are explained by introducing representative examples of &yoka books.
These categories are not congruent with those in surimono, as the objectives for publication were different.
The foremost matter that sets &yoka books apart from surimono is the fact that a considerable portion of
the oeuvre of books was commercially marketed. Therefore, patterns of conception, publication initiative,
production and distribution of &ydka books are different than those of &ydka surimono.

At the end of chapter four, a combined conclusion to both chapter three and four will be
presented, concerning the respective suitability and significance of surimono and &yoka books as primary

materials for the research questions addressed in this thesis.

2.1.1 Surimono: history and development

Without the well-developed technique of woodblock printing - gained through demand for books
and prints from the commercial market - the possibilities for commissioning &yika books and surimono
would not have existed. Surimono were perhaps partly produced at the same publishers as commercial
prints, but there are indications that dedicated ‘surimono studios’ existed. The flexibility of the process of
printing from woodblocks allowed for bespoke productions of great refinement, provided the costs of

expensive materials and specialized skilled labor were borne by those who commissioned surinzono.

2.1.2 History of print in Japan

The history of printing in Japan goes back to the eighth century, when the technique of
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woodblock printing arrived from the Asian mainland.®® From this time onwards, religious texts were
produced and reproduced at temples. As literacy spread from the clergy to samurai and townspeople and
eventually throughout society in the eighteenth and nineteenth century, the demand for affordable books
steadily increased.®” Commercial publishing emerged as an important and profitable trade, and production
techniques advanced as a logical result.

The technique of woodblock printing was gradually and greatly refined during in the Edo period.
Despite efforts to adopt movable-type printing in the eatly seventeenth centuty, Japanese commercial
printing is characterized by a ‘return’ to the technique of cutting one woodblock for every sheet.® The
various plausible reasons for this have been discussed by Smith and Kornicki.®” Of greater importance
here, are the results of this ‘return’ to block printing. First, the use of woodblocks instead of movable
type characters offered the possibility to transmit the shapes of actual brush handwriting, adding to its
acceptance as an alternative to manuscripts. Second, not being bound by a layout grid means being able to
closely combine text and illustration - a feature extensively put to use in popular fiction, and also in
surimono and kyokabon. Furthermore, the technical development incurred by centuries of woodblock
printing resulted in the advancement of color printing, which was done by using a separate block for
(nearly) each color that was used. At first, only some three or four colors were used. This meant four or
five blocks had to be cut respectively, being the number of colors plus the black index block.”™ Books
featuring multi-color illustrations emerge from roughly the 1760s and by the 1770s, editions of quite
stunning quality were already being published.”

Publication numbers increase almost continuously, and the latter half of the Edo period witnesses
a rich market.” Books on all kinds of subjects could be acquired at the numerous bookshops in the three
largest cities of Edo, Osaka and Kyoto, and in the provinces through itinerant booksellers.”> Commercial

printing ranged from religious literature to explicit erotic books, with - among many other things - a

66 Kornicki (2001) plots out the development of printed books in Japan in chapter four, pp. 112-168. The history
of the Japanese book until the nineteenth century was extensively researched by Peter Kornicki. For the general
remarks in the introduction to this section (3.1), I rely heavily on chapter four of Kornicki’s standard work.

7 Rubinger (2007), pp. 80-85.

% Febvre and Martin (1997), pp. 45-50, explain the situation in Europe, where woodblock printing emerged at
the end of the fourteenth century, well before the “quite different technique” of printing from a metal movable
type was adopted. Woodblocks were used for printing images, but were less useful for printing Western texts: “It
is not surprising that the need for this kind of simple visual resource was felt long before the need for printed
literary, theological and scientific texts, interest in which was restricted to a small group of clerics and scholars.
Even if the reproduction of such texts had been as easy as that of block prints - and this was not the case - it
would still have been natural and logical for the block print to precede the printed book. But in fact the technique
of the wood-cut did not in any sense inspire printing, which was the result of a quite different technique.” (p.46).
8 Kornicki (2001); Smith (1994).

70 Occasionally, when colored patches were far apart, one block could be used to print multiple colors. This saves
costs, yet hinders the flexibility of the printing process.

7t See for instance Seiré bijin awase sugata kagami 5 ¥53 NG L85 (‘Mirror of the forms of fair women of the
green houses’) of 1776, illustrated by Katsukawa Shunshd f%)11# % and Kitao Shigemasa 4t B B, published
by Tsutaya Jiizaburd and Yamazaki Kinb& [Lilf7< fefi. As presented in Keyes (2006), pp. 94-99. (Translation of
title by Keyes.)

72 Kornicki (2001), p. 140.

73 Rubinger (2007), p. 84.
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variety of poetry books in between. Publishers’ guilds were established, and trading agreements were
made in order to make it more difficult for pirate editions to be printed and sold in other towns. These are
all proof of the highly organized, flourishing book economy in the second half of the Edo period.
Kornicki notes that the practice of copying texts by hand remained common in Japan, despite the
increasing volume of printed works. Manuscripts circulated among members of the cultural elite, and
were often valued over printed works. Old writings by master calligraphers or influential scholars of earlier
times were not always made available through printing, and copying a manuscript - or copying a copy of

that - was the way to gain possession of these texts.’*

Private publishing through a commercial system

Nonetheless, because of the relative ease with which text or illustrations could be transferred to a
woodblock, and subsequently cut and printed, a more or less separate printing economy existed outside
the commercial market. This not only applies to publications that could not be condoned by the censor,
but also to publications that were simply not intended for commercial distribution, such as poetry
anthologies issued by and for members of small-scale poetry groups. It is only the latter category I am
concerned with here.

According to Nakano, books were privately published throughout the Edo period. The common

term in Japanese is shikaban FAZEI “individual publications’. Nakano suggests that for most private

publication projects, a system of subscription, called 7ysigin A#E, was used.” This meant that the
responsibility for the production costs rested with the author or editor, instead of the publisher. After
commercial publishing became the norm well into the Edo period, books published outside the influence
of bookshops also started to show a certain degree of organization. The title pages or colophons’ of
these private publications often include the word zohan J8IR (‘keeper of the blocks’), either printed from
the index block or stamped in red ink after printing.”” Private publications range widely and include
religious books, educational works, and privately selected poetry anthologies. Since this research concerns
the social and cultural background of amateur poetry groups, it should not come as a surprise that many
of the &yoka books treated are private publications.

Although the paragraph above focuses on book publishing, the division between commercially
and privately published works is also applicable to woodblock prints. Popular prints depicting for instance
actors, yakushae TG 2, beauties, bijinga 3= NIB, or landscapes, fitkeiga JE S [H], were mostly commercially
published. In much the same way that commercially published books are recognized as such by the

information regarding the publisher, banmoto Wi, in their colophons, most commercially published prints

74 Kornicki (2006).

75> Nakano (1995), pp. 199-201.

76 Colophons including the publisher’s true name were made obligatory in 1722. See Forrer (1985), p. 73.

77 According to Nakano (1995), pp. 196-199, the explicit mention of the fact that a book was printed as zohan
first surfaces in the Kyoho Z={4% period (1716 - 1735).
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can be recognized by the presence of a publisher’s seal, obligatory from 1720. From 1791 or 1792
onwards, a censor seal, known as “kiwame’in’ FRF1, was incorporated in prints that passed government
censorship.’® Publisher’s seals and censor seals can be very useful to determine the date and place of
publication of such prints. Censor seals are never present on surimono; since they circulated outside the
commercial market, the designs were not submitted for censorship.”

Many of surimono designers worked entirely outside the commercial circuit of #&éyoe. Only a
handful of commercial prints designed by Shunman is known to exist.®? Gakutei designed almost
exclusively surinmono and kyoka book illustrations; I know of only two commercially published prints of his
hand.$! One was published by Tzumiya Ichibé 5% = i F&fé (n.d.) at the end of the 1810s, present in the
collection of the Royal Museums of Art and History in Brussels, Belgium.82 The other dates to 1838; a
copy of this print is present in the collection of the National Museum of Ethnology, Leiden, The
Netherlands.?? Other examples of artists who designed fewer commercial works than surimone and (non-

commercial) &yika book illustrations include Ryaryakyo Shinsai, Totoya Hokkei, Hotei Gosei 5 Ty

(before Gosei known as Hokuga 467, ¢.1769-1835)84, and Teisai Hokuba B 77 AL/ (1771-1844).
Examples of artists who worked mainly on commercial prints, but also regularly received commissions for
surimono include Utagawa Kunisada #K)11[E H (1786-1865, known for his commercial actor prints and
actor surimono), Keisai Eisen 77 958 (1791-1848, known for his commercial prints of over-the-top

Yoshiwara beauties, who also appear in his surimono). It is quite likely that surimono designed by artists active

in the commercial trade were also produced at the same facilities as where commercial prints were made,

78 These seals were in use between c. 1791 and 1842. After that, seals changed, yet information with regard to
inspection, publisher and date stayed (see for instance Kornicki (2001), chapter eight, and Davis (2007), p. 282-
285.

79 One series of prints by Totoya Hokkei deserves attention here: Kokin kyoka sen 45 JEHk#E, A Selection of
Kyoka, Old and New. This was a series of commercially published prints, featuring poems by famous kyoka
masters active in the previous 40 odd years. Hizo Ukiyoe Taikan 11 (1987) features three of these prints (nos.
106-108) from the collection of the Museo d'Arte Orientale Edoardo Chiossone, in Genoa, Italy, and mentions
two others in the collection of the Tokyo National Museum. This series was published sometime during the
Bunsei era by Nakamuraya Katsugord, who may also have selected the poetry. This is one of the few examples
of commercially published kyoka prints reminiscent of surimono, and the only example of a series. It should be
noted that a series of landscapes including kyoka poems, designed by Utagawa Hiroshige #%)!| /A in the late
1830s, does exist. This series takes the 53 stations of the Tokaidd HL#iHE, one of Hiroshige’s specialties, as a
theme. The series, issued around the end of the Tenpd era (1830-1844), was known as V&5 Bk G 1+ =
¥R (‘The 53 stations of the Tokaidd, in the Sano-Ki edition’), after its publisher Sanoya Kihé 1= B )= = L f#7
(n.d.), but it is now commonly referred to as Kyokairi tokaido 7E#K AN HHFIE (‘ Tokaido with kyoka inscribed
on them’). See Shiraishi (Ed.) (1988), p. 137.

80 Carpenter (2004), p. 78, counts “a mere thirty or forty prints”.

81 Gakutei, it must be noted, did illustrate a number of commercially published non-kyka books, but he designed
far more illustrations for (private) kyoka publications.

82 Inventory no. 1486 (coll. Michotte, published in Kozyreff (Ed. 1989), no. 748). The print — surmised to be part
of a triptych — depicts Yang Guifei, imperial consort to emperor Xuanzong, who reigned over the Tang dynasty
from 712-756, reading a volume of the military chronicles of Xuanzong.

83 Inventory no. RV-3980-4.This is a landscape depicting the high-arching stone bridge at Tenpozan K 1L,
Osaka, crossing the river Aji ZZ{#)1]. Publisher unknown.

84 Tanaka (1986) researched Gosei’s life and offers an overview of his life and work (p. 56).

42



although there is no data available to substantiate this.

Printing techniques offering possibilities for flexible production of surimono

The technique of woodblock printing was in fact very suitable for small-scale productions such as
surimono commissions. No large production line was needed to take a design and make it into a finished
print. Surely, creating prints with many colors required an investment in a comparatively large number of
printing blocks and pigments, yet this did not require a large number of craftsmen - or women. Therefore,
the technique as such was quite similar to that used for deluxe commercial prints, but production would
not necessarily have to be carried out at a commercial publishing house. Some space to work, a skilled
engraver and a skilled printer were basically all that was needed to take the design and calligraphy and
rework that into a surimono.

Some surimono feature seals that indicate the involvement of private persons in the production of
those prints. Surimono designed and/or produced by Kubo Shunman i (1757-1820) often feature the

seal sha sei 584, combining the first character of his pen name Shosado [# /6% (“Studio of Honouring

the Left”s5) and the character e/’ 4, meaning ‘manufactured’.$6 Another example of a poet and surimono
producer, though not a designer himself, is Shiich6d6 Monoyana FX & B %2 (act. c. 1762-¢.1838). His
studio name, or dggs 75, literally means ‘Studio of the long autumn’, and is said to refer to the large
amount of work he had to do preparing all the surimono commissions for the upcoming New Year.8” We
have no exact data on surimono production studios, but it has been suggested that there was relatively much
overlap between the various crafts within the production process, such as in the case of Tani Seiko BE
- (act. 1819-31), a block-cutter and printer working on many surimono from Osaka, which is found on

surimono designed by various artists active in Osaka.

2.1.3 Surimono’s place within the world of Japanese prints

Surimono in relation to ukiyoe

There are undeniable links between surimono and Japanese woodblock prints in general. There are
also significant differences. I suggest comparisons on the basis of technique, style, themes treated and
modes of dissemination. The outcome of this is that although surimono have always been treated as a
subgenre of Japanese prints in general, several features set them apart from the bulk of prints produced
over the years.

The matter of technique is quite easily dismissed: surimono are produced using the same techniques

85 Translation of Shunman’s pen name by Carpenter in (2004), p. 88. The name is said to allude to Shunman’s
left-handedness.

8 According to Tanaka (1993 [3]), p. 4, Shunman is supposed to have divided different production tasks among
skilled craftsmen he knew, resulting in high-quality surimono production.

87 For an example of a surimono produced by Shiichodo’s studio, see for instance Forrer (2013), no. 25.

8 See Keyes (2004), pp. 125-127, or Carpenter (2005), pp. 170-174. Examples of this seal can be found in
Mirviss and Carpenter (1995), on no. 211, and McKee (2006), on nos. 49 and 61.
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of woodblock printing used in Japanese prints in general. Surely, s#rimono are often printed on very fine
papet, featuring the high-end techniques of blind-printing (gazffrage) and use of metallic pigments. Deluxe
materials and techniques were, however, also used in other print genres. The more luxurious actor prints
of the 1790s often feature a so-called ‘mica’ background - in fact ground mother-of-pearl, £ira =R} - that
gives much luster to the print. Erotic prints, shunga B or makurae thAZ, often feature metallic pigments
such as brass or tin (commonly called £ingin 44 - ‘gold and silver’ - in Japanese). Blind-printing, karazuri
Z2F8 (lit. ‘empty printing’), is applied in various genres, even if the designs were printed on rather thin
paper. The techniques as such used for surimono are no different from those in Japanese woodblock prints
in general, yet surimono stand out for incorporating several of the more luxutrious techniques
simultaneously in one print.®

In terms of style, it is obvious that most of the su#rimono artists working in Edo had some kind of
background in, or relation to one of the lineages distinguishable within the greater #&éyoe tradition.”® The
term ukiyoe has become nearly synonymous with Japanese prints, yet it specifies a style of drawing and
painting, rather than a medium. The word #£zyoe is literally translated as ‘images of the floating world’,
traditionally spelled #£zyo-¢ to point out to non-Japanese readers which part of the word signifies ‘image’.
The other part of the word, #&éyo - perhaps hardly requiring further explanation these days - derives from
a Buddhist term that designated a transient world. One example of how this word was used in Edo
vocabulary can be found in the novel Ukiyo Monggatari TETHA5E. This novel was written sometime after
1661 by Asai Rydi ¥ H T (d. 1691) and takes the “ukiys’ demi-monde as subject.?! There, ukiyo is
described as “the delightful uncertainties of life in a joyous age when people lived for the moment, merrily
bobbing up and down on the tides of uncertainty like a gourd on the waves”.%2 The illustrations depicting
this world of leisurely townspeople in a bold, naturalistic style came to be known as #&éyse. The heavy
outlines of this style of drawing were well-suited to the medium of woodblock print, and #kiyoe became
the predominant style in popular prints and books. With the exception of a small number of surimono in
which European styles of drawing and painting were forcefully incorporated, most designs lean heavily on

the style defined in commercial #£&zyoe prints.

The origins of surimono

The origin of surimono, it is often said, is to be found in a fashion for having calendars printed for
private distribution. Until 1872, Japan used the lunar calendar, zaiinrek: K2, which divided a year into

twelve long and short months, daisho K/]N, of 30 and 29 days respectively. By this method of calculation,

% 1t is quite common to find both kingin and karazuri in one surimono, however, kira is actually not frequently
applied.

90 Artists working in the Shijd style (shijoha IUZ&JK), mainly operating in the Kamigata region, also designed
surimono, although these constitute a minority.

91 See also Miner et al.. (1985) p. 143.

92 As translated by Keene (1976), p. 156.
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one year was around eleven days shorter than necessary. Therefore, the calendar was corrected with
occasional intercalary months, #rizuki ] H | in order to stay synchronized with the seasons. This calendar
required constant recalculations. For citizens, it meant a yearly need for remembering the division of
months, the alternative being carrying around a ‘calendar book’, £oyomi no fumi BEAS or J&FE, which listed
the division of months and provided information on yearly events, both those in nature and those decided
by man.” According to Hasebe, at some point, people started devising ways of remembering the long and
short months through certain expressions, poems, drawings, et cetera, and put these on paper. This is the
origin of daishi no surimono K/N\DFEW); prints that contained the division of long and short months,
playfully hidden in a poem and/or illustration. Selling calendars ot calendar books was a prerogative of
the state, which is why a fashion of privately producing dazsho no surimono and giving them out to friends
and acquaintances developed, perhaps as early as the Jokyo F % period (1684-1688). These prints are
now largely known as egoyomzi, but this appears to be a word invented in the middle of the Meiji period
(1968-1912), dixit Hasebe.?*

Soon, daisho no surimono started featuring poetry, complementing the ‘calendar-aspect’. Haikai
poems were first to appear, and later, according to Hasebe, &yoka poems appeared from around Tenmei 4,
1784.95 Hasebe provides one example, and in fact an album of daishé surimono, including many pieces from
Tenmei 4 and 5 collected by Matsura Seizan #A7H & [L (1760-1841), former daimyo of Hirado domain
living in Edo the second half of his life, shows that several of them contain &yika.?® Over the years, the
llustrations on daishd no surimono - now frequently signed by the designer - became more extensive in an
attempt to surpass the attractiveness of last year’s print. Gradually, the calendar aspect became subordinate
to the illustration and the Aydka poetry, and it is probably from this stage, during the second half of the
1790s, that we could speak of &ydka surimono FEIKFER) 97 Now, poets often had their (pen-)names printed
next to the poems, and, gradually, the publication of New Year’s prints clearly starts to show a larger
degree of organization. Production of &yoka surimono was limited to single sheets of various formats and
sizes until now, but along with the rising number of club members and the resulting level of organization
came a development of &yoka surimono series in fixed formats, from 1799. A single sheet surimono carrying
between one and five poems used to be sufficient for small poetry circles, but the increased popularity of
exchanging &yoka surimono with members from other large &yoka clubs caused a demand for either larger

prints, or larger sets.

93 Hasebe (1988), p. 18.

4 Hasebe (1988), preface.

95 Hasebe (1988), p. 142 and plate 28.

% Collection of Matsura Shiryd Hakubutsukan f2{H 58 EHE) £, Matsura Historical Museum, Hirado, Japan,
also mentioned by Kobayashi in Carpenter (Ed., 2005), p. 160, who counted three of these prints with kyoka. The
albums are described in detail by Iwasaki Hitoshi (2010).

97 McKee (2006), recognizes a “turning point” in 1797 [and the subsequent year], when “a significant number of
kyoka-only works” were produced. Forrer (2013), pp. 13-14, provides an overview in which the period 1795-
1800 is presented as moment when kyoka surimono came into their own (based on several examples designed by
Shunman, Hokusai and “many amateurs” listed in the catalogue).

45



Haikai ichimaizuri in relation to kyoka surimono

Judging from the peak in publication numbers, the popularity of &yika, in comparison to that of
haikai, is really to be defined as a short-lived fashion. This is applicable to both prints and books. Kyika
surimono from Edo were issued in considerable quantities between the last two decades of the eighteenth
century and the first four decades of the nineteenth century. Haikai prints were produced over a much
longer period of time, from eatly in the eighteenth century almost up to the mid twentieth century.” This
relation is comparable to the publication numbers of &yoka books versus haikai books, as shown in the
graph in section 4.3.

With regard to style of design, very generally speaking, one could state that haikai prints feature a
more subdued style, subtler coloring, and themes that reflect poetic feelings linked to seasonal changes.
The illustrations are less conspicuous or flamboyant and leave more space for the poetry, both on the level
of composition and that of content. McKee, who is one of few scholars outside Japan who study both
haikai and kyoka prints?, states that the relation between text and image is usually not as strong in haikai
prints.!% The above aspects should all be seen in the light of the nature of &yoka versus haikai poetry.
Hauikai poetry is often witty in ways similar to &yoka, but the latter genre is far more aimed at incorporating
classical references, showing off wit and cultural or historic knowledge, a tendency that is reflected in the

style of illustration in the commissioned prints.

2.2 Surimono: material qualities and main elements
Early western collectors of surimono marveled at their fine printing, recognizing the use of a very fine
quality paper and luxurious pigments beyond those used in most #£zyoe prints. Indeed, the investments
done in (metallic) pigments ensured the creation of refined textures. Furthermore, the occasional use of
blind-printing in combination with the soft and thick paper resulted in graphic art that borders on a three-
dimensional objét d'art. Although surinono are usually linked to the wotld of #ki#yoe prints, dissimilarities
abound. Apart from the fact that many surimono designers were not active in the world of commercial
ukiyoe prints, as mentioned above, there are many differences in style. An obvious compositional
difference is the frequent occurrence of still-life in surimono. The cultural references made through visual
patterns are often of a level of sophistication uncommon in #kzyce. This is in part due to the poetic
content of the prints and poetry together.

The images are complemented by printed poetry drafted in a fine hand, although it is typical that

calligraphy on surimono is aimed at readability rather than reproduction of individual handwriting. Specific

9% McKee (2006), p. 35. Another interesting source on haikai surimono is an article by Moriyama (2013), which
discusses haikai surimono commissions made by poets from the provinces.

9 1 study the world of kyoka, the networks and social background of the poets, and reinvention of classical
literature, and therefore focus on kyoka surimono only, though the art historic ties to haikai surimono are
undeniable. For instance, McKee (2006), p. 40-41, treats a haikai surimono designed by Kubo Shunman, proving
that artists did not necessarily work exclusively for one or the other genre.

100 McKee (2006), p. 41.
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elements mentioned in the poetry are echoed in the images, with a subtlety that challenges the
viewer/reader to recognize the links. This text-image relation in surimono is comparable to other genres in
Japanese art, ranging from paintings, lacquer ware and motifs on porcelain, for instance, but also
recognizable in certain other Japanese prints.

The main elements to be discussed here, are applicable to a large portion of &yoka surimono in
general, though - naturally - not every element will feature in every surimono from every period. I am not
concerned with specific early (baikai) surimono that contain text or image only, but with surimono of
common (small to medium sized) formats made for &yoka poets or poetry groups, which form the bulk of
the production, or at least of what is left for us to investigate now.!"! Furthermore, the elements presented
here pertain to the period that the overall setup of &yoka surinono had stabilized, roughly between the
1790s and 1830s.

2.2.1 Material qualities

In comparison to most commercial prints, the majority of &ydka surimono are obviously produced
using very fine materials. These include, to start with, soft, thick paper commonly identified as hdshogami
ZEFEAK 102 Apart from the visually pleasing aspects of this paper, the thickness allowed for an effective
use of blind-printing, achieved by powerfully rubbing the lightly moistened paper onto sharply-carved
printing blocks that were not inked. The result of this technique, frequently applied in surinono, is a
textured surface of certain elements of the illustration. This effect is best admired holding the print in a
raking light which accentuates the shadows. The textures achieved through this method contribute to a
more tactile experience of these graphic materials, and one could say that it gives these prints a third
dimension, beyond two-dimensional graphic art.

As discussed above, colors were printed using generally the same pigments as were used in
commercial prints. Different from commercial prints, many surimono feature the use of metallic pigments
such as leaf gold and powdered brass and tin. These pigments were specifically used to highlight metal
objects depicted, such as sword blades, axes, mirrors, bells, et cetera. In some cases, metallic pigments
were used to print the poem, mostly against a black or very dark background, for instance positioned in
the empty sky of nightly scenes. Printing in multiple colors of course required additional investment in
both printing blocks en pigments, but it is to be expected that the metallic pigments were particulatly

costly.

101 Tt is not unthinkable that large, full-sheet surimono have a lower survival rate due to their impractical size for
collectors, or perhaps due to the impermanent nature of their contents - since they regularly functioned as
announcements for performances. Regardless, surimono of this format form a minority when compared to the
small to medium-sized varieties.

102 The term is often abbreviated to hdsho, which designates government orders that were traditionally written on
this type of paper. A high-grade mulberry paper, originally made in Echizen province: see Barrett and Winifred
(1983), pp. 227-229 and Asano, Fukushima and All Japan Handmade Washi Association (1991), p.
120.According to Kobayashi Fumiko in private correspondence (2017), another deluxe type of paper known as
danshi fE#K was also sometimes used.

47



2.2.2 Sizes and formats

Surimono were printed on a variety of paper formats. In most cases, a sheet of the larger type of
high grade paper, the dhirobosho KJZ3E, which measured approximately 58 x 44 cm, was cut once or
twice horizontally, and once, twice or three times vertically, resulting in four, six, eight, nine or twelve
sheets of decreasing size.!® The relation of print formats to certain publishers, as discussed by Forrer,
does not apply to the privately published surimon0.!%* The choice for a certain format seems to have been
made based on preference of the designer, but costs and number of poets involved must have also been
factors of consequence. Surimono from the 1780s through 1800s were generally printed on smaller formats,

such as the ‘cut-into-nine’ kokonotsugiriban JUEJH|, measuring roughly 13 x 18 to 14 x 19 cm. From the

1810s onwards, the almost square shikishiban A% became the favored format. A shikishiban was
achieved by cutting the dhirobosho sheet once horizontally and twice vertically, resulting in six sheets of -
theoretically - 22 x 19,3 cm. In practice, most shikishiban surimono measure around 21 cm in height and 18,5
cm in width. This is probably due to losses occurring in cutting and trimming, or due to slightly smaller
full sheets to begin with.

The shikishiban format was both a practical and classicist choice. The word takes its root from the
word shikishi A% (literally ‘color paper’), a squarish sheet of colored deluxe paper only slightly smaller in
dimension than most shikishiban surimono. Shikishi were already in use from the Heian period; first as a
vehicle for a poetic addition to paintings on folding screens or sliding doors, later independently for
inscribing calligraphy, encompassing poems and (small) ink painting.’% These sheets are often colored
with overlapping wavy patterns, and sprinkled with flakes of gold or silver leaf. Shikishi therefore
epitomize the tangible remains of the Japanese poetic tradition. Those inscribed by revered court poet
Fujiwara Teika I E S (1162-1241), for instance, have been highly prized throughout Japanese history.
The shikishiban may have been a suitable print format for surimonoe in terms of spatial balance between
poetry and image - to be discussed hereunder - the echo of poetic practice of earlier centuries certainly

played a role in the popularity of this format from the 1810s onwards.106

2.2.3 Main elements and their functions

Illustrations

103 As far as I’m aware, the combination of two cuts horizontally and three vertically, resulting in 12 small
sheets, does not occur in surimono, although egoyomi of rather small sizes were printed.

104 Forrer (2004), pp. 171-205.

105 Entry for shikishi on Japanese Art and Architecture Net Users System: http://www.aisf.or.jp/~jaanus/
(20120716) The shikishi is the square counterpart of the tanzaku %iffit, often translated as ‘poem slip’, an
elongated slip of equally luxurious paper with similar coloring, measuring some 36 x 6 centimeters, usually used
for poems only, that was popular in the Edo period.

106 McKee (2008 [1]), pp. 444-445, suggests that the transition to the shikishi format “perhaps not
coincidentally” coincided with [ Yomo Utagaki] “Magao’s attempt to completely rename the kyoka form, titling it
haikaika, after the irregular waka of the Kokinsht” (“c. 1807-87).
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In terms of surface area, the illustrations on surimono take up about half to two thirds of the print.
The remainder of the surface area, then, being reserved for poems. In general, the illustrations are place in
the (bottom) right, to be viewed first, before moving on to the poetry, which is placed in the (top) left.
Illustrations range from relatively light compositions on an empty background - leaving plenty room for
the poems, to horror vacui-style compositions that reserve only a specific portion of the composition open
for the poetry. Among examples of the first sort are designs by Shunman and Shinsai, designers known
for very full compositions are for instance Gakutei and Hokkei.

The illustration is usually signed by the artist, somewhere to the bottom of the composition,
although the placement of the signature varies considerably. Sometimes, signatures are - like poems -
cleverly incorporated into the design, for instance made part of illustrations on scrolls or folding screens
within the composition of the surimono’s illustration. Unsigned &yoka surimono are quite uncommon. The
signature serves the same general purpose of identifying the artists, just as it does in paintings or
commercial prints. Of course, the signature of high-ranking artists allow the viewer/reader to further
appreciate the economic and social capital that is connected to the production of a particular surimono, but

this is a matter for discussion in later sections of this thesis.

Artists’ signatures

Artists’ signatures on surimono are sometimes preceded by indications of a commission made to
them, such as g MET (also read motome ni gjite), meaning ‘on request’. Under, or partly over the signature,
a seal is sometimes printed, or hand-stamped. Hand-stamping the seal may have been an indication of a
final approval by the artist. A good example of surimono that are known with and without the hand-
stamped are the prints in the series Katsushika nijiishisho 58 —~VURF (“Twenty-Four Generals for the
Katsushikaren’) by Gakutei.!?” The studio name Gakutei is printed, yet the personal artist’s name Sadaoka is
a hand-stamped with vermillion ink (shuniku ) from a seal. The keen observer will have noticed the

difference, and appreciated the added personalized exclusivity of this feature.

Poems

The poems on kyika surimono are usually written vertically and placed in the top half or top third
of the print, and read from (top) right to (bottom) left. Due to constraints in height, the stanzas are
broken off and continued on the next line, just to the left of the previous line, with an indentation to ease
reading. Where possible, the stanzas are cut up according to metet, although this is not always consistently
done. Poems are sometimes placed in the left third of the print when the illustration takes up the majority
of the vertical space in the right of the print, and poems are then usually written as a single vertical line,
with no breaks (as is also common in &yoka book pages without illustrations). These are the most

common layout varieties, yet - as is to be expected from creative artists who designed su#rimono - poems are

107 T discussed the entire series in Kok (2008).
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sometimes cleverly incorporated into the design, showing up as an inscription on a scroll or folding screen
that is illustrated. In surimono of the 1820s and later, poems are regularly placed in some form of cartouche,
adorned with colored background patterns and/or decorated borders. The number of poems varies
between one and some six or seven - depending also on print-format - although it is most common to
encounter two ot three poems on one print.

The position of the poems shows a high degree of hierarchal conscience. Prominent poets
usually feature all the way to the left, which is therefore commonly referred to as the position of honor.
Sometimes, the name of the poet in this position, or his!® poem, is preceded by a small circular mark, the
meaning of which has frequently been the object of speculation in the past. In &yika books, this circular
mark is used to indicate the &yoka masters who selected the poetry for that particular book, and were hors
conconrs. 1t is likely that the meaning of the circular mark is the same in s#rimono, meaning in that case that
the poet with the circle before his name selected the poems from - perhaps a number of - candidates
submitted by the other poet or poets.!?” When contributing poets live outside Edo - presuming that the
surimono was made there - their city of residence is sometimes included.'” This is yet another practice that
is similar to that in &yoka books.

Next to the poems is the poet’s name, usually a pen name, it is highly uncommon to see a poet’s
true name on a print.!'" In most cases, the name is printed preceding the poem. On occasions, the poet’s
name is printed after the poem. When the poem is written in an unbroken vertical line, as described above,
the poet’s name is placed straight under the poem, after a small space. Again, this is congruent with the
layout in pages without illustrations in &yoska books, as will be discussed in the next chapter.

The poems on surimono wete not inscribed by hand, but printed from a wooden printing block in
the same process as the rest of the print. The delicate, sometimes even slightly gradient, black and dark
grey tones of the characters may seem to be aimed at evoking the image of a skillful inscription on a
shikishi, as mentioned in section 2.2.2. The style of calligraphy, however, is aimed at readability, and not at
reproducing a personal hand. Reasons for this no doubt lie in the function of surimono as works that were
meant to be read - text and image - by many different persons. On a practical level, having every poet
inscribe their poem within the right dimensions and adding these somehow to the design must have posed
a graphic and logistic near-impossibility. Carpenter, who initially arrived at surimono out of his research on
calligraphy, believes that only a handful of calligraphers were responsible for the majority of calligraphy

on surimono.'? Indeed, the handwriting of individual calligraphers seems to return on surimono

108 T have yet to encounter a female poet's name or poem that is preceded by a circular mark.

109 The function of the circular mark in kyoka books will be further described in the corresponding section in
chapter 4. The possibilities for clarification of details like these offer further arguments for including kyoka
books in the study of practices surrounding surimono.

110 On surimono produced in Osaka, a poet or designer is sometimes indicated as living in Edo. The meaning of
the inclusion of the city of residence is further treated in section 4.4.

111 More on the implications of using pen names in section 4.4.

112 As suggested in conversation, Ziirich, 2008. Carpenter wrote his doctoral dissertation on the courtly
calligraphy of Fujiwara no Yukinari 517K (972-1028).
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commissioned by the same poetry group, or designed by the same artist. The fact that calligraphy styles
are so close to one another could also be seen as further proof of the aim for relative standardization and
readability. The skill of the calligrapher is, to my knowledge, never acknowledged on surimono - as opposed
to that of the artist, and also regularly the engraver or printer - which underlines the relative absence of
the aim for individuality in this element. An exception to this general rule is the reproduction of the

handwriting of famous poets and the kabuki star Ichikawa Danjaro VIT 4% H i) 11 +HE (1791-1859),

reproduced in surimono by Utagawa Toyokuni #k) 115+ (1769-1825).113

As for incorporation of poetry during the design process, an album of sketches and printing
proofs from the studio of Totoya Hokkei, kept in the Chiba City Museum of Art, provides evidence that
the poems were inscribed on a printed proof of the line-block, in an apparent aim to achieve a balanced
layout of the text.!™ Since the line-block for the illustration was already cut at this stage, and with the
possibilities for printing the text in different tones than the line-block in mind, it seems logical that the
(best-fitting, mistake-free) calligraphy was then transferred to a separate printing block, to be cut and
added to the total set of blocks for a print. A misprint in the Blomhoff collection at the National Museum
of Ethnology in Leiden, The Nethetlands, provides an example where the text was printed separately
from the line-block (a surimono designed by Hokket, see fig. 1), once upside-down, by an apparently

negligent printer.

13 See Forrer (2013), pp. 270-274, for the entire series of seven designs and details on the commission and
execution of this series. The exception with regard to the reproduction of the individual hands is in part to be
ascribed to the atypical commission for this series; the series was likely made on request of Ichikawa Dan;jiird
VII himself, or perhaps his fan club. Execution of the prints was closer to conventional actor prints than to the
deluxe surimono of the day, according to Forrer.

114 See for instance no. 2-2, 2-4, and the illustration at the top of page 223 in Kobayashi T. (Ed., 1995), vol. 10.
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Fig. 1. Totoya Hokkei, surimono issued in ¢.1820, National Museum of Ethnology, inv. no. RV-360-2345r.
The seties is titled Gokin no uchi T4 P (“The five metals), print title Suzu $5, “Tin’.

Group logos

Group logos, when included, are often hand-stamped. When &ydka groups commissioned surinono,
in particular when it concerned series of prints, a group logo was often added. This practice is mostly seen
from the 1810s and 1820s onwards, when &yoka groups and surimono projects reached their peak in terms

of size. The logos take a variety of shapes.!’> Most logos are relatively simple stylized flowers or birds, or

115 See for instance the overview given by Goslings (1987), pp. 9-12.
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representations of objects such as fans, sometimes incorporating the club’s name in writing. The more
elaborate logos are sometimes akin to Chinese style artist’s seals, squarish and filled with characters. Apart
from identifying the group that issued a particular print or series or prints, logos again serve as proof of

exclusivity, especially when hand-stamped.!1¢

Series and print titles

Series titles and print titles are, not dissimilarly to commercial prints, regularly found on surimono.
Print titles are often printed right after a series’ title or logo, and combinations of these last two also occur.
In other instances, they consist of a (hand-)stamped series’ logo and a title printed from a key block
(either the index block or the text block), simply written in characters, the same way that the poetry is
written. In most cases, series titles and print titles are placed somewhere in the top right hand of the print.
The function of the print title varies slightly from series to series. In some cases, the print title is basically
a quote from a classical literary text that served as the series’ inspiration, as in the case of the Tosa nikki
series designed by Shunman, discussed in chapter five. Most of the time, however, the print title rather
simply states the name of the person depicted, the name of the color or element in a ‘series of
colors/elements’, the name of an object in a set, et cetera.

The exclusivity and overall sense of dedicated attention paid to a project is further enhanced
when the group logo is supported by the series’ title, in particular when the two are integrated. Series’
titles identify the overarching theme. This is by no means new in s#rimono; in commercial prints, series’
titles were printed in cartouches during most of the eighteenth century, although decorated cartouches
only started to appear more frequently during the nineteenth century. Some surimono series’ titles form part
of alogo, sometimes combined with the name of the club. In this last case, a separate group logo was
usually left out. As in commercial prints, series’ titles in surimono often include a reference to the total
number of prints in the series. The function of this feature may lie in the ease with which those who
engaged in exchanging these prints could keep track of which part of a (larger) series they were dealing
with. Otherwise, it may have functioned as a proud proclamation to other poetry groups, showing off the
size of their project for that year. That hypothesis is in part supported by the competition that seems to be
going on between &yoka groups in the 1820s, as is palpable from the yearly mounting numbers of surimono

series, visible in appendix I11, where surimono seties are listed per club and per year.

Publishers’ seals

I have noted previously that publisher’s seals are absent in surimono for the fact that these prints
were not produced commercially. There are, however, other seals - relating to production for instance -
that can be found. Block-cutters or printers who lent their skill to a print are sometimes credited through

the inclusion of their seal. On some cases, a seal of a “surimono production studio’ features on surimono (see

116 Facsimile editions of surimono - from re-cut blocks - can often be recognized as such through the
incorporation of emblems in the printing block.
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section 2.1.1). Usually, these seals are not hand-stamped, but rather incorporated into the printing blocks.
Other seals one finds are those of latter-day collectors, in particular those from the late nineteenth and
early twentieth century. As mentioned by McKee, this practice is now frowned upon, but was quite
common at the time.!'” These collector seals may indeed intrude into the original work, they do allow for

investigation of provenance.!!8

2.3 Surimono categorization: subjects and series

Subject matter in the illustrations in surimono varied enormously, from Yoshiwara beauties, actors, historic
and/or legendary figures, to landscapes, birds and flowers (kacho TE,%), (shell)fish, et cetera, et cetera.
Where subject matter was also treated in commercial prints, styles of depiction tended to show a degree
of overlap. This is true in particular for artists who were active in both commercial prints and surimono
design. For instance, actor surimono, such as those by Utagawa Kunisada, are closely related to his
commercial actor prints.

On the other hand, many surimono illustrations depict subjects outside the usual scope seen in
commercial #kzyoe prints. Typical to surimono, as 1 have mentioned before, are still-lifes. The depiction of
inanimate objects was uncommon in commercial prints, yet very suitable for surimono illustrations, since
this often allows for an easier connection to the content of the poetry. Depicting an object or set of
objects outside the pictorial traditions of commercial prints or other accessible art forms demanded a
certain degree of artistic independence on the part of the artist. This does not necessarily mean that
surimono artists who drew still-lifes operated outside the #&syoe style, rather that they worked outside the
established subject matter, and therefore outside pictorial traditions. It is no surprise that still-life surimono
were often designed by artists who operated largely outside the commercial circuit, such as mentioned in

section 3.1.

2.3.1 Categorization according to research objective

Scholatly efforts to categorize surimono of recent decades have always been influenced by
objectives of the publication or its author(s). Major catalogues of surimono often list the works according
to designer, however arbitrary the sequence becomes in alphabetic rendering of the Japanese artists’
names - considering also the fact that most artists were known by multiple names. An art-historic
approach - with an emphasis on development - would lead to sorting surimono by artistic school or lineage.
Due to the non-commercial and overall less-regulated nature of surinono, this would be far more difficult
than for commercial prints. Despite the complex nature of surimono as research material, even scholatly
publications often simply categorize surimono chronologically, or - in connection to that - according to

paper format.

17 McKee (2006), p. 63.
118 Forrer (1983) has compiled a list of collector’s seals, aiding collectors in tracing the provenance of the prints
they own or wish to buy.
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Those catalogues that do take a more analytical stance tend to sort the prints by subject or
iconographic theme. Bowie et. al. arrange the works in their catalogue in “categories suggested by their
general subject matter”, and then subdivide them chronologically where possible. The result is “Egoyomi
or calendar prints; Saitan and other surimonos pertaining to seasonal festive occasions; Literary and
legendary subjects; Moral edification; Interest in nature; Private motivations: name change and elegies;
Satire and fun”.1"” The downside of such a division, when strictly applied, is that series can theoretically be
split up and divided over separate categories. McKee, too, loosely divides the surimono in shikishiban format
in the Schoff collection exhibition catalogue according to the subjects depicted and arrives at: “Still-life
and festival floats; Nature and landscapes; Beautiful women and domestic subjects; Legendary, Historical,
and warrior subjects; and Kabuki drama”.!?0 This last category is the addition that most obviously breaks
away from the categories already suggested by Bowie et. al. It is actually strange that this theatre category
is absent in the catalogue by Bowie et. al., since it contains many of what are currently often called ‘actor
surimono’y llustrated in both the introductory section and the separate section “Surimono and the Kabuki
Theatre”.12! The purposely selected still-life surinzono in the exhibition/sales catalogue of Galetie J. Ostier,
are divided according to certain objects depicted in their illustrations.'?? Divisions like these are of course
made with a predefined selection of prints in mind. No matter how much effort was done to make a
representative selection from within a collection, the division according to subject or iconographic theme
remains somewhat arbitrary.

The two main research themes in this thesis, social networks and reception of classical literature,
demand different categorizations altogether. First of all, understanding social networks through surimwono
requires a categorization of surimono according to their displays of group affiliation, social connections.
Second, understanding the ways in which literary history was incorporated into surimono requires dividing
them according to themes, and - more specifically - the class and provenance of literary works they are
based on, and their treatment of these literary sources in word and/or image. In both cases, period of
publication is of obvious importance, since both the degree of organization of &yika groups, and the
contemporary appreciation and scholarship of classical literature vary over time. Another criteria that I
take into account in general is the place of publication - in this case focusing on Edo as center of the
kyoka vogue of the late eighteenth and early nineteenth century - since surimono issued in different cities
provide different information with regard to networks, and perhaps also to traditions in reception of

literature.

2.3.2 kyoka poetry networks of Edo: (large) surimono issued by groups or in series

The affiliations between &yika poets featuring on surimono are most obvious from works that were

119 Bowie et al. (1979), p. 45.

120 McKee (2006), pp. 34-183. The non-shikishiban formats encompass haikai surimono, egoyomi and “Kyoka
Surimono in Miniature Formats”.

121 Bowie et al. (1979), pp. 7-23 and pp. 98-147, respectively.

122 Ostier et al. (1978)
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issued by groups rather than individual poets. Large surimono listing multiple poets who were apparently
connected to a certain poetry master provide data on affiliations at a certain point in time. Series of
surimono, issued by one group and/or for one occasion, also reveal data with regard to poetry networks.
The Bunka and Bunsei eras show a sharp rise in surimono issued in series by poetry groups, instead of
single sheets issued by one, two or three individual poets.'?? Titled surimono series range between simply a
pair of prints, up to as much as 36 prints.'** Appendix I1I shows an overview of surimono series in the
years 1797-1835. The combination of poets featuring in such series reveals social connections. Both for
large surimono and surimono seties, social connections between poets are identifiable, yet the connection
between certain poets or group and artists is also of importance.

The reasons for the development of surimono series deserve some attention here. As mentioned
above, increasing membership numbers of £yoka groups meant a necessity for more space to print poems.
Steadier finances, generated by enthusiastic followers of the genre during a period of economic flowering,
were probably an important factor that allowed poetry groups to publish the output of their members in
larger projects. Single sheets of small formats could only hold so many poems, and the development of
large surimono - printed on a full and uncut sheet of paper - must in part have resulted from the need to list
more poets.'?5 Kobayashi discusses the reasons for poetry groups to choose for a bound £yoka album or a
series of surimono in the early nineteenth century. Her main argument is that surimono series provided a
flexible and effective alternative to albums and large surimono, from a practical production point of view. I
would argue that surinono seties had further advantages over albums or large print formats in that the
quality of printing could be elevated even higher in relatively small prints, since these could be made from
thicker paper than could be bound into books or albums. Furthermore, a seties of loose prints allowed for

a more focused production, which may have accommodated individual preferences within a group, i.c.

123 Valuable data on surimono issued in series is presented by Goslings (2002) in an unpublished manuscript.
From this manuscript, the increase in publication numbers of surimono in series can be clearly noticed around
the year 1805. As I have noted in chapter one, Kobayashi, F. (2005) gives the year 1804 as turning point
(specifically because kyoka anthologies were published in far lesser numbers, perhaps — as she argues — due to
“regulations forbidding colour printing books” being implemented from the fifth month of 1804 (p. 173)). Forrer
(2013) gives the period 1805-1810 as the first in which surimono were “often issued in titled series” (p. 14).

124 An example of a series of only two prints is Tsurukame niban €58, —3& (‘Crane and tortoise, a set of two’),
by Gakutei for the Yomogawa, 1819. Examples of series of 36 prints are Kasen awase #All& (‘4 matching
game of the immortals of poetry’ [each of the designs taking a different species of shell as subject]), designed by
Ryiiryiikyo Shinsai for the Yomogawa poetry group for the year 1809, and Genroku kasen kai awase JLEERRAL
B A (‘Shell-matching game with poets from the Genroku period’), designed by Katsushika Hokusai for the
Yomogawa for the year 1821. Hokusai also designed an untitled set of some 55 prints on the subject of the
Tokaido coastal highway, which was issued in 1804 for an unspecified number of groups related to the
Asakusagawa poetry group. Around eight of the original designs were issued in a format twice as wide (c. 13 x
37 cm) as the rest of the series, later to be replaced by designs on the regular format (c. 12 x 17 cm) by Hokusai’s
pupil and son-in-law Yanagawa Shigenobu #ll)I| E{5 (1787?-1833). Examples, of both the edition with the
original poetry in place and the more commonly encountered later edition with the poems omitted, to be found in
the collections of the National Museum of Ethnology, Leiden, under inventory nos. 3654-34 and 3654-35 (with
poems in place) and more or less complete sets under nos. 1-4476-1~55, 360-4591~4619, 1353-503~538
(without poems).

125 Early large surimono also often feature invitations to (musical) performances, not necessarily held around
New Year, that do not list poems or poets. See for instance Keyes (2005), p. 221-224.
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producing higher numbers of prints that included more important or more popular poets or poets that
had perhaps contributed a larger sum to the overall project. There are other reasons imaginable for the
popularity of surimono series as a publication means over albums. Separate prints allowed for a more
exclusive exchange between individual poets, which was less personal with albums, books or large sheets
that contained the poetry of so many fellow poets. Furthermore, one would think that separate sheets of
the highest quality would likely find their way to other groups and poets, perhaps throughout the nation,
more easily, impressing rivals and attracting new members. Whatever may be the case, surimono series give
an insight into the affiliations of poets to the various groups, and their connections to certain artists, and

will be taken into account in chapter five, where &ydka networks are discussed.

Surimono from Edo

This thesis is concerned with networks of individuals on the forefront of a popular movement in
early modern culture, and it is therefore that I concentrate on the center of this curtent, which was the
city of Edo. Here, the pivotal figures of the kyika society held most &yoka meetings and the majority of
kyoka surimono were issued by their clubs. Due to the nature of the peaking popularity, the &yoka surinono
made in Edo are generally most exorbitant. This does not mean that surimono from Osaka, where &yika
was also a very popular pastime, are any less intricate. Nonetheless, in the first half of the nineteenth
century, the &yoka clubs in Edo were largest and most stable. Edo was the ‘center of £yoka’ from which
the &yoka masters would incidentally travel to other areas and the center to which &yoka enthusiasts would
travel to pick up on the latest trends, instead of the other way around. The fact that Edo was the center of
popularity has forced me to limit the research materials of Edo only, although once again, it must be
mentioned that other cities where £ydka was popular also saw a considerable amount of &yika surimono
publications, as can for instance be seen in the section on Osaka surimono provided by Keyes.'26 When
applicable, s#rimono from outside Edo are taken into account, in order to elucidate the position of the

kyoka groups in Edo.

2.3.3 Surimono incorporating classical literature

For the research theme of reception of literary history in surimono, a categorization would be
aimed primarily at dividing s#rimonoe into those incorporating classical literary works and those that do not.
The distinction is not always entirely clear, and any attempt at being strict about the extent to which
classical literary has formed the main inspiration for a print or print series would only result in
complications. A number of series is undeniably based directly on classical literary themes. These can
often be clearly identified by series titles or logos that include the (chapter) title of well-known Japanese
literary classics, such as The Tale of Genji (Genji monogatari Vi EKWDFE), The Tales of Ise (Ise monogatari {(FEVEE),

The Pillow Book (Makura no soshi FEH.+-; tenth-eleventh century), et cetera. In line with the puzzle-aspect of

126 K eyes (1985).
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surimono, literary allusions are hidden in many other prints - single sheets usually in this case. Sometimes, it
is only after discovering a specific word in the poetry that the link to a work of classical literature can be
established with certainty. This type of surimono featuring literary inspiration should also be taken into
account when investigating the treatment of classical literature in the £ydka society in general. In this thesis,
however, I will focus on surimono seties that evidently revolve around a certain work of classical literature,
which allows for an investigation of the reception history of that particular literary work and the position

of the surimono series within that reception history.
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Chapter 3: Kyoka books: definition and categorization

3.1 Kyokabon: history and development

3.1.1 Not publishing kyoka

The status of kyoka as pastime

Composing &yika only became a serious endeavor in Edo after it started to generate status and
money. This was from around the Tenmei period, in Edo. Before that, £yoka were composed with other

intentions. Composing &yoka primarily functioned as a playful pastime for waka poets. This was true for

the waka poet and teacher Uchiyama Gatei PN LI KJ (1723-1788, real name Naotoki V¥, pen names a.o.
Chinken F§#F and Denzo {5J8K), who taught future &yoka pioneers Ota Nanpo (kyika names Yomo no
Akara U578 B and Shokusanjin % [LI A, 1749-1823), Akera Kanko AL (1738-1798) and

Karagoromo Kisshu. It was also true for the &yoka poets active in the Kamigata region earlier in the Edo
period. Playing with poetry could be considered the ultimate way of enjoying the freedom in practicing an
otherwise serious art form. It also has a function in the process of training, as it allows the practitioner to

overstep boundaries - of literary conventions, decorum, and etiquette - in place on official occasions.

Writing down and printing what was intended to be thrown away

Recording a poem by noting it on a piece of paper, writing it down in a diary, or inscribing it on a
tanzaku %51 (oblong poem card) gives a certain value to it. The poem begets a status that is above that of
an exercise poem that is only recited orally. Kyoka, as poems that discard the rules that are in place for
earnest poetry, were initially not intended to be written down. Playful treatment of poetry can, however,
result in poems of a certain merit - for their humorous qualities, eloquent critique of literature or society,
or for whatever other reason - that deserve to be recorded. Suga, in his opening chapter on the theory of
kyoka history, claims that all Japanese arts evolved from play (“yig WEIEK”), and it seems that Aydka has

indeed followed along these lines.

Composing kyoka: for what audience?

The question that arises with regard to poets writing down their &ydka, is with what audience in
mind they record their poems. This question should apply to all &yoka materials if we aim to understand
the context of these materials. Kyoka poets of different periods and places would have had different
audiences in mind. One can imagine that a joyful get-together with like-minded poets that resulted in a
poem that struck those present as of a quality worth remembering at a later moment, this prompted
someone to note it down. In such a case, the intended audience is probably no wider than one or more of
those present. This changes when the recorded poem gets circulated. The stance of the poet in his or her
compositions likely changes if the possibility of later circulation is accepted beforehand. The £yoka poets

of the early nineteenth century aimed at being included in publications by their poetry group and would
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have adapted their stance accordingly.

3.1.2 Is writing down kyoka to be considered publishing?

Definition of ‘publishing’ kyoka

Considering the word publication in the strict sense of ‘communicating information to the public’,
kyoka were published in a variety of ways. The question in every case is what ‘the public’ is. If public
simply means anyone other than oneself, £yoka were published as soon as they were written down and
made available to others. Inscribing a &ydka on a poem card and giving that away to a friend would mean
that - in theory at least - it could reach a larger audience. The circulation of eatly Edo period manuscripts
among the relatively few Kamigata £yoka poets must have been quite different in range than that of
commercially published printed anthologies during the heyday of &yika in Edo.'?” Whatever the setting,
the major difference is whether the poet himself or herself intended to allow poems to remain within a
confined social circle, or to be known to anyone who was interested. I consider this shift from private
spheres to larger audiences to define the onset of ‘publishing &yoks’. For the case of Edo, this shift
occurred around the end of the Meiwa period, and it is the evolution of &yoka publications after this shift

that I investigate.

Manuscripts and printed books

The means for dissemination, whether in manuscript form or as a printed book, brought about a
difference in circulation patterns. Generally speaking, printed books could be distributed to an audience
outside that of acquaintances more easily, whereas the distribution of manuscripts would usually require
some sort of social relation. The simple, yet most influential reason for this is the fact that books being
published in printed form were produced more or less at one point in time, instead of being lent out to be
copied one by one. Printed editions typically went through the facilities of a printing house, which in turn
meant that distribution started in that physical place. This does not mean that all printed £yoka books were
sold from that same place of production, although this was usually the case with commercial editions. In
the case of privately commissioned publications, the produced batch of books would probably go to a
member of the &ydka group involved (see next section), who then took responsibility for further
distribution.

Furthermore, the planning stage of a manuscript book and a printed book differ in that the

127 K ornicki (2006) has pointed out that manuscripts continued to circulate alongside printed publications during

the Edo period, for a variety of reasons. Most of these reasons concern texts being unfit for publication in print
due to subversive or “secret” contents. The foremost example of an early kyoka book circulating as a manuscript
in various forms is the anthology commonly known as Y{ichdrd hyakushu %% 5 &, compiled by Yiichord
(1547-1602, also known as Eiho Yoyl Z% /i 7k ) and said to have been first issued in 1589 (see for instance
Waseda University “Japanese & Chinese classics” collection no. 18 01030). Although manuscripts certainly
made up a smaller percentage than printed kyoka books during the years of greater popularity, some kyoka books
still circulated in manuscript form, even alongside printed editions. An example is Ota Nanpo’s Manzai kyokashi
JTHIEIKEE (‘Kyoka collection of ten thousand years’), of which the printed edition was published in 1783.
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printed book requires negotiation over production parameters. Manuscripts allow considerable flexibility
with regard to number of pages, later additions, and impromptu inclusion of illustrations even. Planning a
publication in printed form requires a far more stringent planning beforehand, decisions on the number
of pages and illustrations, format, the number of copies in an edition, costs and expected financial gain.
This in turn has an effect on the contents of the book. It influences how the selection of poems is done
in terms of quantities, to start with. The decision whether to include a certain number of illustrations also

influences the parameters of the poetry selection and setup of the contents.

Distance between poet and audience

Once the fruits of Ayika composition were recorded and allowed to be distributed by whatever
means, the poets in question engaged in a communication with their readers. The fact that &yika were
published at all implies that a readership existed outside immediate friends and acquaintances, or was
expected to exist. The intention of publishing these poems, then, was to circulate the £yoka poetry among
interested readers, who may be found in corners of society that poets were not in touch with without the
book as means of communication. The reaction of the market, especially in Edo from the Tenmei period
onwards, can be seen as an answer in the same poet-audience communication, the direction in this case
being from audience to poet.

Let us take the example of early Tenmei &ydka poets. Over the course of only several years, their
poems left the enclosed spheres of practice sessions with their waka teachers or private parties, and
evolved into well-marketed commercial &yoka publications. Despite a much larger - and apparently very
enthusiastic - readership, the distance between poet and audience grew wider. Readers were no longer
acquaintances, in the first or second degree, but possibly individuals in every corner of society. Changes in
social distance to the reader, added perhaps by a change in geographical distance, will inevitably have
resulted in an overall sense of distance on the part of the poet. Consequently, the move towards the
general public will have resulted, consciously or unconsciously, in a level of constraint in comparison to

the freedom felt in the more intimate settings of earlier years.

3.1.3 Publishing kyoka books privately

Privately published books and their intended audiences

The sense of distance from readers was arguably less strong in the case of a privately published
kyoka book. To avoid misunderstandings, it is necessary to clarify that privately publishing in the case of
kyoka books typically meant commissions made by an organized group of poets, rather than a single
individual - although this also occurred. Private publications, even if in printed form, were circulated
initially among the members of the issuing group. Distribution outside the commercial market ensured a
certain level of exclusivity. Of course, individual members could later show, lend or give these books to
friends and acquaintances, thereby widening the readership. Nonetheless, poets contributing to such
publications, and poetry selectors editing these books, could submit their work with the intended audience

of group members in mind - not anonymous buyers at book shops.
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Organization of multi-poet events

The term 'privately published' may seem to imply small-scale projects, but this should not be
underestimated. The large numbers of poets featuring in privately published &ydka books of the 1820s
and 1830s attest to the fact that these publications were the outcome of well-organized activities
undertaken by poetry groups that operated on a grand scale. What had started as parties for ‘poetry
without rules’ had gradually turned into a rather formalized society. Printed announcements of &yoka
competitions and the planned publication to be resulting from it evince a nationwide network with many
contributing poets. It is clear from these materials, treated in-depth in chapter five, that the level of
organization around the 1830s was very high. There were fixed prices for entry into each competition,
pointing to a careful financial planning. The costs of a private publication commissioned by a &yoka group
were likely carefully calculated as well. The fact that the book was not published commercially is by no
means an indication that the book did not circulate widely. The scope of circulation was, however, to a

certain degree limited to members of the same (large) poetry group.

3.1.4 Publishing kyoka books commercially

Marketability of kyoka

Money could be made from selling £yoka books on the Edo book market.!?8 That prospect
prompted Tsutaya Jazaburo to produce &yoka books from the early Tenmei period onwards. Other
publishers would soon follow. The popularity of &yika among a select group of enthusiasts famously
spread to the general public. Whether the market was ready for &ydka and commercial publications
followed, or the situation was the other way around is beyond the scope of this thesis. The fact remains
that the popularity of £yoka had reached a point when there was a market demand. Publishers supplied

books for enthusiasts, whether they were members of a &ydka group or not.

Publication process

The main objective of financial gain is what makes commercial &yka publications less complex
than most private publications in terms of publication process. The planning was all conducted by a
publisher and not a group of people. The publisher had to sense the market demand, make calculations,
approach a master &yika poet whose name would ensure steady sales, and contact an illustrator that he
successfully worked with on previous publications. The initiative lay with the publisher - or perhaps
initially with a certain &ydka master on occasions - yet the practicalities and logistics of the publication are
the responsibility of the publisher. In the Edo period book trade, it was common for a publishing house
to carry out the various aspects and tasks of publishing, both in terms of planning and production. Apart

from layout and design, cutting of the wooden printing blocks, printing, binding and also distribution,

128 As 1 do with surimono, 1 focus on the kyoka books published in the city of Edo.

62



were usually all undertaken by the same firm. For a publisher, therefore, it was relatively easy to judge
whether the publication of a &yoka book was economically viable.

The boundaries of the commercial publication process usually lead to &yoka books that were
edited or selected by a single &yoka poetry master and illustrated by a single artist. This is a logical outcome
of the circumstance that costs have to be kept low and every book needs good selling points. The name
of a popular gyoka poetry master could be a selling point, or the reputation of the illustrator. Another
selling point could be the practicality of the book, which could, for instance, serve as a guide for amateur
kyoka poets.12? Whichever was the case, it was in the publishet's interest to limit the number of paid
contributors involved in the publication. A single &yoka master - at the request of a publisher - could
compile an anthology of major poems by vatious poets, such as Azumaburi kyoka bunko &2 HhIEHR i
(‘“An archive of kyoka from the Eastern Capital) of 1786, and Kokon kyoka buknro T3 FEREE (A bag of
kyoka, old and new’) of the next year.!’0 The selection for both these two books was done by Yadoya no
Meshimori 15 AU (1753-1830, common name Ishikawa Masamochi 1 )| HEE2, later known as
Rokujuen 7NHf[), and the illustrations were done by Kitao Masanobu LB (1761-1816, also
famous as a prolific writer of light fiction, mainly &ibydshi and gokan &7 (serial novels), under the name
Sant6 Kyoden L HUIAR1Y). Another option was a book that offered information on how to write better

kyika for enthusiasts, such as the guide Kyoka hama no kisago SERKIE D & X Z (‘Kyaka Shells on the Beach)

of 1783, written by Moto no Mokuami JGA (1724-1811). The three examples mentioned here were all

published by Tsutaya Juzaburo, and will be further discussed in section 3.3.4.132

Finance

Commercial publications are not always completely planned and financed by commercial
publishers. Patterns in the publication history of certain &yoka books reveal a creative connection between
publishers and &yoka groups, where the costs were ostensibly divided between parties. Not all &yoka books
were as easily marketable as those mentioned above. Compilations of poems by one &yoka group would
always maintain a sort of in-crowd-feel, which may have been considered unsuitable for wide
dissemination. On the other hand, there was always a market for well-executed publications with fine
illustrations and poetry to match. Some publications that were issued privately were later reissued by
commercial publishers. Especially when the commercial publisher was involved in the initial production
of the book and later reissued it, it seems logical that he was also involved in the planning and initial

financing of the publication. In these cases, we can speak of private publications with optional future

129 See section 3.3.4 on kyoka information books.

130These kyoka anthologies will receive further treatment in section 3.3.2.

131 According to the information in the Union Catalogue of Early Japanese books database of the National
Institute of Japanese Literature, he has either written or illustrated almost 500 books during his lifetime.
132Kyoka hama no kisago was published together with publishers from Osaka and Kyoto, see
Edokyokabonsenshii kankokai (2007), p. 4.
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marketability, or even semi-commercial publications. There are different possible scenatios for the earning
model. A definitive calculation or evidence for a certain division of costs and profit can probably never be
given. The publication patterns of the three examples hereunder do, however, illustrate the publication
strategies for different books, and allow at least some informed conjecture.

The Ayika book Ehon sumidagawa ryigan ichiran ¥ ANE B W 5= —"6L (‘Picture book of both banks of the
River Sumida, in one view') serves as an example of a private publication executed by a commercial
publisher.!33 The book, fully illustrated by Katsushika Hokusai 5 ffi1L7 (1760-1849), was published by
Tsuruya Kiemon %5/ =4 (n.d.), a commercial publisher operating under the firm name Senkakudé

iR AL located at the street Toriaburachd 1R in Edo.!3 The original publication does not feature a
colophon. The name of the publisher is, however, found in the preface and on the illustrated, color-
printed wrapper for this book.'?> This collection of &ydka in deluxe edition, published circa 1801-1803,
seems to have been a commission by Kojiré Nariyasu 145X %¢ and his (apparently modestly-sized)
poetry circle. Judging from the character # o (jar, £un reading fsubo), he was likely 2 member of the
Tsubogawa, or 'Jar poetry group', an alternative name of the Asakusagawa 7% 54l (Asakusa [district]
poetry group) headed by Sensoan Ichindo ¥ ELFE T A (1755-18211%, also known as Tsubotsubo Chinjin

2 BN, also written &5 % B A). The hypothesis that Nariyasu was member of this Jar poetry group is
further supported by the fact that the first of the two seals under the written name Kojuré Nariyasu has
the shape of a stylized jar, such as was also used in surinono issued by the Asakusagawa poetry group.
Furthermore, Hokusai had previously illustrated several deluxe &ydka books and also surimono for the
Asakusagawa, which makes the connection all the more plausible.'3

In the preface to this book, Nariyasu explains that Hokusai had drawn these wonderful
illustrations, and that Master Senkakud6 came to ask him and his fellow poets for appropriate poems. This
implies that Tsuruya only needed some poems to enliven an illustrated book that was already planned for
(commercial) publication. Yet, the absence of a colophon and the overall nature of the publication,
compared also to previous &yoka books of similar setup issued by Sensoan and his group, point to a
private initiative. In any case, if this publication was an entirely privately commissioned publication, the
content of the preface is very odd, and if the book was sold in Tsuruya's shop, the absence of a colophon

is equally odd. A likely explanation is that the investment for the production for this book was shared

133 The entire book is reproduced, with translations (into French) of the preface and all poems, in Forrer and Kok
(2012).

134 Tsutaya Jiizaburd's publishing firm Koshodod was also located here.

135 The publisher is mentioned in the preface as “Senkakudé no aruji \IES%ED&H DL (the master of the
Senkakudd [publishing house])”’; The wrapper says “Tsuruya Kiemon han %82 =457 P il (published by
Tsuruya Kiemon). A copy of this wrapper is kept in the Museum of Fine Arts in Boston (Accession number
11.20405).

136 According to Suga (1936/1), p. 320, Asakusaan died on the 25" day of the 12™ month of Bunsei 3, which
corresponds with late January 1821.

137 See Forrer (Ed., 1982). The connection to the Asakusagawa is also discussed by Kubota in Carpenter (Ed.,
2005), pp. 187-190.
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between the publisher and the poetry group. There is no hard evidence to support this theory, yet it would
seem very unlikely for a poetry group to take the initiative to publish a deluxe the publication and then
state the complete opposite in the preface, while it is highly unlikely that a publisher running a market-
driven operation like Senkakud6 would aid in the production of one of the finest illustrated books on sale
at the time, and then ignore the opportunity to procure some extra income from direct sales to customers
outside the collaborating poetry group. Even if the publication was indeed an entirely commercial
endeavor from the outset, it was unlikely that Nariyasu's poetry group were just lucky to be asked to
contribute poems to this luxurious publication, whereas they would normally have to pay a considerable
sum if they wished to have their poetry published in such a way, either in the form of a color-printed
illustrated book or a set of surimono, for instance.!38

A more clear-cut example of a deluxe illustrated poetry book that was reissued for commercial
gain is Tatsu no miyatsuko HEOD BT ("The gnards of the dragon king’s palace), a haikai book illustrated by
Kuwagata Keisai $E 27 (1764-1824, alternatively known as Kitao Masayoshi ALBE3E) and published

in 1802. While it is not a &yoka book, there are some striking similarities with Ebon sumidagawa ryigan ichiran
in terms of publication setup. The book features illustrations a selection of sea-dwelling and river-dwelling
creatures, ranging from tiny shells to a giant whale. The illustrations are printed with great care, in multiple
colors, and the skins of many of the fishes are given extra luster through the application of a coat of
ground mother-of-peatl, made to stick using a type of glue. Above the illustrations, space is left open for
17-syllable haikai poems.'® The preface was written by the poet Tani Sogai &34} (1733-1823) of Kanda,
Edo, who apparently made the selection, and follows a 'storyline' almost identical to that of Nariyasu's
preface. It starts out by praising the designs by - in this case - Masayoshi, and continues to desctribe how
publisher Shinshodo (Suharaya Ichibé, n.d.) came forward with the request to add poems by members
from his poetry circle to the illustrations. The short text even ends with a clarification of the choice for
the title, which Sogai states he himself has provided.

In terms of publication pattern, two major differences with Ehon sumidagawa ryogan ichiran are, first,
the fact that the first edition did include a colophon, and second, the fact that several later editions -
clearly cheaper reissues aimed at the general buying audience - are known. In this case, the colophon
seems to support the claim that the publisher planned this (commercial) publication and asked Sogai for
poems. Given the fact that poetry groups spent considerable amounts on publication of their poetry in
the form of luxurious books and prints, it again seems unlikely that Sogai's poetry group had such fortune
that a commercial publisher wished to have the poems composed by these - for the most part -

amateurs'¥ for accompaniment of such fine and richly executed illustrations. In a later edition, issued

138 The option of commissioning a surimono series as an alternative to a kyoka book was discussed by Kobayashi
in Carpenter (Ed., 2005), pp. 159-179.

139 In the preface, the word hokku &%) is used.

140 In fairness, amateur in the French meaning of the word. Apart from Sogai, none of the poets seem to have had
a notable career in poetry. It is worth mentioning, however, that one of the contributing poets is Matsudaira
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under the alternative title Gyokaifu K8 EFE (Album of shells and fishes"), the poet's names were omitted, but
the poems left intact. Later still, the printing blocks were re-used for the edition with the title Gyoka:
ryakugashiki § WS (Abbreviated drawings of shells and fishes'*1). In this edition, the poetry was omitted
entirely. Now, if the poetry was considered an integral part of the initial (commercial) publication that
increased the retail price, publishers would retain the poetry and not go to the trouble of carving away the
names and poems. This attests to the theory that deluxe poetry anthologies such as this - despite being of
a related genre and not Ayoka itself - were initially produced for poetry groups who likely also invested in
the production, while the option of future commercial sales was present from the start.

The book Kyika kanti hyakudaishn 3T 5K BE S E EASE (Kyoka on one hundred themes on the Kanto region’)
serves as a third example of a private publication that was commercially reissued at a later stage.'* Itis a
collection of &yoka by members of the Taikogawa KBl (Drum) poetry group, headed by Dondontei
Wataru i % Z=F1H8L (2-1822, KJJ p. 256), originally published in 1813, as mentioned in the preface by
Shakuyakutei Nagane ~j3E=2RAR (1767-1845, KJJ p. 160). It contains illustrations by some sixteen or
seventeen artists, among whom Ryarytkyo Shinsai, Jippensha Tkku K& —JL (1765-1831), Shikitei
Sanba (1776-1822), Kitao Masanobu and Teisai Hokuba. The book was later reissued commercially by the
publishers Yorozuya Denjird &R IKAR and Nishimuraya Yohachi PAATEEL/\ of Edo. There were
minor adaptations, such as the removal of the awarded points that used to be printed next to the
poems.!* These points were apparently deemed no longer of interest to buyers. A major change was the
inclusion of a colophon on the inside back cover (Fig. 2). Apart from the names of the publishers, the
owner of the blocks is mentioned. It is the poet Chikusotei [Kazunori] rag==FnAl] (n.d.), a member of
the Taikogawa.!* Here we have a reissue of a &yoka book that was beyond doubt privately published
initially, and commercially sold since it apparently still had appeal to the general public. The ownership of

the printing blocks, and thus the copyright, was acknowledged in the inserted colophon. From this, it is

Tadatsugu #2425 (1742-1805, of the Sakurai Matsudaira #2343 branch), third daimyd of Amagasaki
domain, current Hydgo prefecture, who uses the pen name [Ichidsei] Kibun [ —#% ] 3C. His son Matsudaira
Tadatomi #2185 (1770-1829), the fourth daimyd of Amagasaki domain from 1806, also features in this book,
under the pen name [Sakurai] Kikd # 3. Both were pupils of Sogai's. Kibun's poem features alone on the last
illustrated page, next to a large koi £ (carp), while all other illustrations are accompanied by two or more
poems. His status or perhaps financial contribution to the publication may have been the reason for this
honorable treatment.

141 This title was in itself a marketing trick: Masayoshi's illustrated books in the 'abbreviated drawing style'
dubbed ryakugashiki were popular, and Tatsu no miyatsuko was thus marketed as one of the series. While other
'ryakugashiki' books of his hand were indeed filled with illustrations in Masayoshi's typical 'abbreviated style',
the 'fish version' printed from the blocks of 7atsu no miyatsuko contained very detailed drawings.

142 See Kok (2014/5), for a further discussion of this work and how it was acquired.

143 In some places, the points are left intact - perhaps due to carelessness of the person carving them of the blocks
- as pointed out to me by Takahashi Akinori.

144 His portrait is included in Kyéoka gokusaishiki hyakunin isshu JESKR 4 N—1 ('One hundred kyoka
poets, one poem each, in full-color"), issued in the Bunsei era by the Katsushika-ren headed by Bunbunsha
Kanikomaru 3C % 4% - 3L (1780-1837). In it, he wears a haori Jf% (‘'overcoat') that sports the Taikogawa logo
(a stylized faiko drum).
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clear that the commercial publishing houses Yorozuya and Nishimuraya did not own the blocks, but we
may assume that the Taikogawa, through Chikusotei, was compensated for the use of the blocks for this

reissue.

Fig. 2. Colophon of Kydka kants hyakudaishi. Coll. Leiden University
Special Collections, inv. no. SER. 747.

Thus, a little light has been shed on the connections between poetry groups and commercial
publishers. Hard evidence on the exact division of costs and profits will likely never be obtained, yet the
examples above - by no means exceptions - make us realize that the designations 'ptivate publication' and

'commercial publication' should be used with care.

3.2 Kyokabon: main elements and design

3.2.1 Book design, formats, materials
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Binding, front cover, title slip, hashira title, numbering
Kyoka books are bound in traditional Japanese styles, no different from most printed books issued

in the same period. A number of the more deluxe publications are bound as leporello, also called
concertina or accordion binding, oribon #T V) A in Japanese.!45 The majority of &yoka books, however, are

bound in the fuknrotoji %3 L style, commonly called ‘Japanese binding’. Kornicki describes this style in
some detail.! The important aspect here is that the leaves of paper are printed on one side, folded onto
themselves with the printed side outward and bound at the open end. This results in ‘pages’, as they would
be called in the west, consisting of two layers of paper, ‘connected’ at the side of the page opposite the
‘spine’. One ‘page’, therefore, does consist of one printed sheet of paper, yet the printing and folding
results in two printed faces of content in the final volume. One such printed and folded sheet of paper is
called ¢hd ] in Japanese, and the number of sheets is also counted in ¢hd in Japanese book research.4” The
stacked up ¢hd are bound together by - usually - two small rolled-up pieces of thin paper, the 75/ These are
fed through small holes at the open ends of the folded leaves and tied into a little knot.

The front and back cover are then placed on the ¢bd that were bound by the 77, and the entire
stack is sewn together with a thread. This means that the ¢hg are actually connected twice, once by the 77
and once by the sewn-in thread. The covers, on the other hand, are only connected to the book block by
the thread. Therefore, the content pages of the book and the covers are relatively independent of each
other in terms of production. This material aspect explains why &ydka books regularly appear with variant
covers. Sometimes, sheets from different books are combined and bound into covers of one of the
original volumes, or new covers altogether. These convolutes are not uncommon in &yoka books.

The covers used for £yoka books are no different from those found on most popular books from
the same eras. The most common type of cover consists of a simple, smooth and slightly shiny paper in
an even color such as a dark or grayish blue, orange or beige. Specifically on the dark blue covers, a simple
illustration of flowers or plants was sometimes printed, in a contrasting and decorative color such as gold.
It was not uncommon to enhance the appearance of the plain covers by embossing decorative patterns
such as flowers, the outlines of little birds, or a repetitive pattern of the issuing &yoka group’s logo, for
instance. Embossing was not so much aimed at heightening the pattern but more at adding a subtle shine
to them, in a burnishing process called fsuyazuri DT V) | literally ‘shine-printing’. Fully illustrated covers,

such as those featured on some popular illustrated novels are not seen on £&yoka books. Fully printed

145 An example is the kyoka book Momochidori kyoka awase T T F5IEHA (‘A contest of kydka on a myriad of
birds’), selected by Akamatsu 7Rf2 (also, Kikira #7 % ) Kinkei 4255 (1767-1809), illustrated by Kitagawa
Utamaro &2 )I|#KJE (1753-1806) and published by Tsutaya Jizaburd, c. 1791. Reproduced and translated into
French in Utamaro and Marquet (2009), pp. 109-167.

146 Kornicki (2001), p. 46. Kornicki states that “at least 90%” of printed books and manuscripts were bound in
Sfukurotoji style in the Edo period.

7 One cho thus corresponds to 2 ‘pages’, commonly divided and designated as ‘front’, omote 3 or 7, and

‘back’, ura 2 or 7 in Japanese. Throughout this thesis, the terms ‘recto’ and ‘verso’ will be used for omote and
ura respectively.
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covers, however, again in various decorative patterns, are uncommon but do exist.

In the upper left-hand corner of the cover, a title slip or daisen #3% is pasted. This is a
rectangular piece of paper on which the title is printed, regularly followed by an indication of the volume
number. Daisen made of cloth - silk on luxurious editions - do exist, yet are uncommon to &yoka books.
The same is true for daisen printed in full-color. Most daisen on kyoka books are printed on regular paper.
As is common with most books, a single or double line is printed around the daisen just inside the edges of
the paper, framing the characters of the title. Tllustrated daisen, edaisen #=#H%%, such as found on popular
novels, are not found on &yoka books. Small printed decorations, in other colors than black, do feature
occasionally. When a £&yoka book consists of a single volume, the character zer 4, ‘complete’ is usually
printed under the title, with some space left open between the title and this indication. In the case of
multiple volumes, ez is replaced with jo [~ and g¢ T, or upper and lower volume, for two-volume books.
When issued in three volumes, the middle volume is indicated as ¢h7 H1. Otherwise, three volume editions

are sometimes numbered Zen chi jin KHIN, ‘Heaven, Barth, Man’, or £ otsu hei | &N, after the first

three celestial stems, jikkan . In the case of three-volume publications, the characters of the title are
usually written in increasingly cursive calligraphy styles. Both the style of numbering and the variations in
calligraphy are common practice with books of this era.

The vertical space between the frames of two pages, which falls on the fold of a ¢k, is called
hashira #¥. This word means pillar’ literally, which is apt for the elongated space that it designates. The
number of each chd is often printed in the lower part of the bashira. The numbering does not necessarily
start at one, since prefaces are often numbered jo no ichi D —, Jo no ni o, (“Page one of the preface,
page two of the preface”) et cetera.!®8 The upper part of the hashira is often saved for the title of the book,
which is or a part or variant of the title, printed vertically. These hashira titles are important in cataloguing
Edo period books, since they can reveal original titles under which a book was published, even if the ¢ho
were later rebound into a convolute, for instance. Hashira titles in &yoka books are no different in setup
than those in most popular printed books of the same era. One difference, however, is the inclusion of a
logo of a &yoka group that was involved in publishing the books, or the logo of the poetry master who
selected the poems for a particular book. This logo is commonly printed somewhere between the hashira
title and the ¢hd number. Sometimes, the logo replaces the bashira title, and only the logo and the number

are printed on the bashira.

Large books, small books
Kyoka books were printed in various formats. This, again, is no different from other books of the

same era. The choice for certain formats was related to the general purpose of the publication. The

148 Alternatively, numbering is sometimes printed at the edges of the chd that are bound. In this case, the
numbering served more as a guide for those who produced the book than for those read the book.
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majority of yéka books were printed in the convenient, medium-large hanshibon FHEA format,

measuring c. 22,5 x 16 cm.!# Luxurious illustrated books were sometimes issued in the large shon KA
format, which measures up to 27 x 19 cm. These are rare, though. By comparison, &yoka books of a

smaller format than the hanshibon were more common. Kyoka books were also issued in the chihon HHA

format, half the size of dhon, and the &obon /N format, half the size of the hanshibon. These were,
however, obviously less popular than the hanshibon. The limited space for illustrations and especially the
limited space for listing poems of 31 syllables and the poet’s names in a single vertical line, must have a
played a part. Even smaller formats are not uncommon. The so-called mamehon B (literally bean-book,
the word mame being used for all things tiny) was employed for books that were intended as pocket guides.
Mamehon were quite small - the word is used for both half a chihon and half a gohon - yet even smaller
kyoka booklets are known to exist. In these cases, the tiny size is to be regarded as a gimmick rather than a

practical choice.

3.2.2 General setup of contents

The title page

As with most Japanese books from the era, the more luxurious &yoka books often feature a title page
that precedes the preface and other contents. These title pages are often called mikaeshi 51X L. The word
mikaeshi is actually misleading, as it only refers to the paper glued to the inside of the front cover,
regardless of whether the title page is placed there or elsewhere. Alternatively, the title page can be
positioned on the first page, being the recto side of the first ¢hg, in which case it is referred to as the wbira
JBE (the character meaning “(front) door” originally). This is actually quite common, since many &yika
books were issued without covers altogether. In these instances, the title page, in appearance at least,
becomes the cover.!3 When - returning to the regular case of a book block bound in covers - the title
page is printed on the first page, the mikaeshi is usually left blank. If not left blank, the mikaeshi can feature
additional data, such as a table of contents, or advertisements, for instance.

The title page, whether placed at the mzkaeshi or elsewhere, contains various data. It is generally
divided into three columns, much like colophons. The middle column is usually reserved for the full title
of the book.!5! The columns to the left and right announce the author/editor/poetry selector, illustrating

artist, and publisher - whether a commercial publishing house or a commissioning poetry group for

149 Based on the kyoka books I examined. Other sources, such as Nakano (1995) give up to 24 x 17 cm. The
eventual size of any book of the hanshibon format depends, of course, on the initial size of the hanshi-sized
(hanshihan ~HCH)) paper used, and the amount of trimming that was done in the production process.

130 This usually concerns competition result books; see section 3.3.3. More specifically, this concerns
tsukinamishi, relatively thin monthly issues that could be stacked together and bound in covers by the owners if
so desired.

151 The title used on the title page is referred to as naidai PN, ‘inside title’. Perhaps it is better to say that the
title page gives the full title, whereas the gedai 41, or literally ‘outside title’, can deviate due to constraints of
the daisen, being a relatively simple slip of paper that has the function of identifying the book without opening
it, and can easily become illegible or get lost over time.
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instance. Sometimes, the place of publication is also given. The function of the mikaeshi is different from
that of the colophon in so far that the latter is a legal requirement!® for books, and as such usually states
the mandatory data in a straightforward manner. The title page serves as a further attraction to readers

(and buyers). The title page, therefore, commonly features fine calligraphy and decorations in color. Even

if monochrome, the title page is usually printed in a dark blue instead of simple black sui.

The preface

Prefaces in Japanese books of the Edo period are of a promotional nature, emphasizing the
quality of the contents and legitimizing the authority of the writer, editor, illustrator, calligrapher, et cetera.
They are often written by authors who are not otherwise involved in the publication, at the request of the
publisher. Preface authors do have a certain standing in the field, or a professional connection to the
subject. Prefaces in &yoka books follow this same pattern. The authors frequently mention the fact of the
request in their prefaces.!> One difference in privately published &yska books, however, is the fact that
prefaces are usually written by the &yoka master who selected the poetry. In both cases, the nature of &yoka
poetry is reflected in the language used in these prefaces, making abundant use of wordplay and
references to the classics. When the publication is based on a &yoka competition or gathering of some sort,
the venue and theme of the meeting is sometimes mentioned. Prefaces are usually kept fairly short,
ranging from one to three pages in length, or half to one-and-a-half ¢bo. The text is signed by the author
and sometimes dated as well. In this case, the zodiac sign for the year of publication is given, and an

indication of the season or month.

Table of contents

Kyika books do not often feature a table of contents, or mokurokn H k. The setup of most
books speaks for itself and does not need further explanation for their readers. The more or less fixed
structure seen in the majority of &yoka books - along the same lines as this section - will have been quite
clear. Furthermore, most &yika books consist of a maximum of between 30 or 40 ché only, which renders
a table of contents largely obsolete. ‘Kyoka information books’, to be further elaborated upon in section
3.3.4, usually do contain a table of contents. Here, the division into themes and styles, as construed by the
editor, will have necessitated further explanation to the reader. Furthermore, for the purpose of looking

up poems used as references obviously requires a table of contents for practical reasons.

The poems

The primary function of a kydka book is transmitting a certain selection of poetry. The most

132 Since 1721-1722. See Kornicki (2001), pp. 337-338; Davis (2007), p. 283. Further information on colophons
is found in the appropriate section below.

153 For instance, the preface by Rokujuen to Kydka gohyakudai JEHX 1.5 @ (‘Kydka on 500 subjects’), a
pocket-sized list of kyoka by famous kyoka masters, on various subjects, edited by Kikira Kinkei and published
(posthumously) in 1811.
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efficient way of transmitting the poems is simply listing them in single, vertical lines. This is common in
selections of poetry that were issued privately following a contest. A regular hanshibon page will allow
listing up to fourteen poems, although eleven or twelve is most common. In cases where the poet’s name

is listed next to a poem instead of underneath, no more than seven or eight poems will fit on one page. In
theory, a book consisting of 30 ¢hd may therefore hold over 800 poems.!>* Space for printing poems is lost,
however, on prefaces, illustrated pages, indication of sections, mention of poetry themes, etcetera.

The competitive spirit in &yoka results in poems in &yoka books being arranged in a specific order.
This applies primarily to books listing the poems submitted at a &yska competition. Poems are arranged
according to the number of points awarded by the judge. In the case of multiple judges, the marks by
each judge are printed separately, underneath one another. The poems are listed in descending order per
theme. The illustrated pages - if present - hold the poems with the highest marks. Hlustrations then often
take the various themes that were competed on as subject. This is also why illustrations are sometimes
inserted intermittently; they feature at the start of each section that lists the poems on a certain theme or
subject. The poems with the highest marks feature next to the illustration, the poems with lower marks are
listed on the plain pages after the illustrated page.'>> When the selector(s) or judge(s) contributed poems
themselves, these are marked with a small circle in the spot where the number of points would be printed.
In the case of multiple judges, it was common that the other judges contributed poems. These were
judged by the other judges, and awarded points like the other poems. In the books, this shows up as a list
of marks - as was done for every other poet - with one mark substituted by a circle. The very last
positions in a book were usually reserved for the selector, judges, or others important to the publication
of the book.

Kobayashi discusses the system for awarding points to poems.!5 This system, called fentori, was
already present in haikai poetry traditions - as mentioned in the introduction - and was adapted for gyoka
meetings in the Tenmei period. The zentori system allows for a stratification of quality of poems, which in
turn allows for a stratification of the poets themselves. The many £&ydka books that record the points
awarded at poetry meetings attest to the fact that the system of Zenzori was widely used. Furthermore, the
consistency in the use of the fentori system throughout Japan and throughout the period of &yika
popularity shows a high degree of institutionalization. The fentori system was only used to a small extent in
the Tenmei period, but the growth of the number of poets attending &yoka meetings and the consequent
growth of the &yoka poetry clubs, called for a wide application of this system. Therefore, the occurrence
of points in &yika books is commonplace mainly from the Kansei era, 1789 and onwards.

Underneath each poem, the pen name, gi %, of the poet is given. In poems featured on

illustrated pages, the name is usually placed to the left of the poem. Frequently, the place of domicile is

15 Since poets usually feature with more than one poem, the total number of poets in a book is considerably
lower than the total number of poems.

155 The number of points needed to be awarded a place in the illustrated pages was usually mentioned on kyoka
competition announcements; see section 4.2.

156 Kobayashi, F. (2002), pp. 32-35.
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also mentioned, in this case right above (before) the go. The poet’s pen name and place of domicile is
mentioned in order to assure that the poet receives his or her proper credits for the poems that were
selected for publication. Mediocre or poor poems submitted at contests were, after all, not even printed in

the final publication.!>”

Illustrations

Not all kyoka books feature illustrations. This is an obvious fact, yet easy to ignore when
perusing &yika books kept in European and American collections. The fact that &yika books without
illustrations were of minor interest to collectors of Japanese graphic art speaks for itself. I have argued
before that those &yika books that contain only text still provide data on the world of &yoka that is of at
least equal value to data found in illustrated books. This subsection, however, focuses on the books that
do feature illustrations, the arrangement of illustrations within books, subject matter, layout and
composition, functions and implications.

Transmitting poems in print should be considered the primary function of any &yoka book,
presenting these poems in an appealing way in principle being the secondary function. It is clear from
kyoka books in general, though, that visual appeal was rarely neglected. The presentation of poetry is not
only often enhanced by illustrations, the calligraphy forms an important aspect of the aesthetic experience.
This does not mean that a distinctive hand was the aim. What was needed for poetry selections is a
consistent, readable, yet visually attractive style of writing, Furthermore, the material qualities of a &yika
book, for instance quality of paper or the decoration of covers, also add to the visual attractiveness of a

book, even when it does not contain illustrations.

The arrangement of illustrations in &yoka books falls into three varieties: fully illustrated books;
books that feature a number of illustrated pages and then pages without illustrations; and books that
feature illustrations interspersed between pages of poems. Fully illustrated books are generally of the most
luxurious type. A well-known example is Kokon kyoka bukuro, of which all pages except for the postface

and colophon are illustrated.!>® Issuing books with illustrations only on the first couple of pages was a
common practice in popular printing. These pages are known as £uchie I1#2. One can assume that placing

all illustrations at the beginning of a book not only appeals to readers who take a first look in a book, but

also makes coordinating the makeup of the book easier for the publisher. When illustrations are inserted

57 K obayashi, F. (2002), pp. 34-35.

158 Even the main preface is adorned with a color-printed oval frame. The book - incidentally of the large 6hon
format - was published by Tsutaya Jizaburd in 1787. The poems were selected by Yadoya no Meshimori, the
illustration were designed by Kitao Masanobu. The calligraphy of the poems printed next to the mock portraits
of the poets is generally assumed to have been executed by Ota Nanpo (a.k.a. Yomo no Akara and later as
Shokusanjin). Nanpo wrote the main preface and features in the last portrait, an honorary position. Hamada
Giichird contends that the calligraphy in the precursor of this book, Azuma buri kyoka bunko 2% MIE K SCJE
(‘Stacks of kydka from the Eastern Capital’), was done by Nanpo (see Hamada (1963), p. 292 and Ota Kinen
Bijutsukan (2008), p. 120, no.7). The calligraphy in both books is similar, and also similar to other known
examples of his hand.
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in between a number of unillustrated pages, these are called sashie ffi#Z. In the case of &yika books, sashie
usually feature at the beginning of a new section, for instance a section on the next poetic theme.

Ilustrations in &yoka books treat a large variety of subjects. The most common subjects include
poet’s portraits, depictions of city life, and landscapes. Portraits rarely concern entirely serious depictions.
Poets are usually captured in a pose that displays some kind of mockery. Be it parodying classic portraits
of ‘immortal poets’, such as in the aforementioned Kokon &yoka bukuro, or presenting poets as heroes of
the popular tale Suikoden', the portrayals reflect the overarching theme of the book.!®" Depictions of city
life and landscape are often combined. Well-known examples are the &ydka books published by the
publishing firm of Tsutaya Juzabur6 around the turn of the nineteenth century, with illustrations designed
by Hokusai and the selection of poems done by Sensdan Ichindo. For instance, Azuma asobi 18] A Bz,
(“Pleasures in the Eastern Capital: A Picture Book’), published in 1799.1¢! Plates of city dwellers buying dolls at
the market at Jikkendana, or browsing through books and prints at the very store of Tsutaya himself,
alternate with landscapes at famous sites in Edo.

[lustrations are generally placed in a frame (&yokaknu [EFB) that surrounds every page, just like the
text pages. The boundaries of the frame are not absolute; sometimes elements of illustrations are
deliberately allowed to protrude from the frame, to attain a strong visual effect of ‘leaping off the page’.102
The frame will have been a practical aid in the alignment of pages during production, yet books with
frameless pages do also exist. Illustrations either take up one page-width, corresponding with half a ¢hg, or
two pages, running from the verso side of one ¢bo to the recto side of the next. To make these illustrations
work well visually on an opened double-page, a so-called mibiraki 5.5 &, the frames - and the empty
space between them especially - need to be taken into consideration in the design. Making a landscape
retain its continuity of composition stretching across a mihiraki requires a careful layout. In some cases,
the frame is divided into a lower and an upper section, where the lower section is reserved for the
illustration and the upper section contains poems or smaller illustrations. In these cases, the ratio is about
2:1, the lower section being double the height of the upper. Mibiraki are not common with this setup.

Poems regulatly form part of the illustrations in &yoka books. As mentioned eatrlier, the medium

159 As featured in Kyoka suikoden JEHK/KIFHn, (‘Heroes of the Water Margin, a kyoka Version’), published for
the Gogawa poetry group in 1822. The poems were selected by Jingaird Kiyosumi EEZMEIEE (1794-1844, son
of Rokujuen, KJJ p. 60), Edozono iT. /& (unknown) and Fukunoya Uchinari &2 FEPN & (n.d., KIJ p. 21). The
illustrations were done by Gakutei Sadaoka. Fukunoya, together with Gakutei, is subject of an essay by Makino
(2008), pp. 54-61.

160 For further theory on the implications of portraits in kyoka books, see Kok (2010).

161 Tt should be noted that Tsutaya died in 1797, but the colophon of Azuma asobi nonetheless bears his name.
Perhaps this refers to his successor, who also operated under the name Tsutaya Juzaburd (II). The book was
initially issued in a sumizuri edition; a color printed edition was issued later, with the title Ehon azuma asobi.

162 Hokusai applies this compositional trick regularly, for instance the first plate, depicting the mountains around
the temple Shiba Shinmeigii £ #FEH'E (now known as Shiba Daijingii), in the aforementioned (Ehon) azuma
asobi. Another example is the illustration of the high votive lantern of Kayadera in Ehon sumidagawa rydgan
ichiran #2ASRH H i 5=— %, published by Tsuruya Kiemon as a commission by Kojiird Nariyasu and his poetry
circle circa 1801-1803 (see Forrer and Kok (2012)).
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of woodblock print allows for relatively uncomplicated integration of text and image. In &yoka illustrations,
this means that the theme of certain poems is not only reflected in the images, the poems are actually
integrated into the image. The combination of pictorial and textual elements has a long tradition in
Japanese art history, and as such, the setup in &yoka illustrations is nothing more than a continuation of
this tradition. The text-image relations in &ydka books in terms of content are perhaps not as profound as
those in surimono, generally speaking. The composition of text and image, however, show that space for

the inscription of poems was carefully reserved by illustrators.

Ilustrations in &yoka books function differently, depending on their relation to the poetry. A
question that comes to mind regularly when reflecting on the function of illustrations in &yéka books is
whether the illustrations were designed with the poetry in mind, or vice versa. And, therefore, how the
dynamics between text and image should be understood. Does the image function as an illustration to the
poetry, or does the poetry borrow inspiration from the image? I would argue that the relationship works
both ways, and only the ratio of influence from one on the other varies. When &yika groups held poetry
gatherings or competitions where the best poems on certain pre-decided themes were later published with
illustrations, it is more than likely that the illustrations were designed after the poetry had been composed.
This way, ideas could be borrowed and textual allusion could be coupled to pictorial allusions, similarly to
the practice with surimono. On the other hand, in deluxe anthologies for which the initiative was taken by
commercial publishers, a different ratio of influence applied. In these cases, the selling point of wonderful
llustrations was rather enhanced by adding poetry. One can imagine, however, that intense collaboration
between &yoka group leaders, illustrators and publishers from the initial stages of a publication onwards

would have excluded the possibility of a total absence of influence to and fro.!63

Toza section

Kyioka books containing poems gathered at a meeting or contest sometimes feature a short section
called 7974 A, “at the sitting”. The #za section is often placed towards the back of the book and lists
poems composed ad /ib at the meeting itself. These poems were commonly judged by another poet than

the selector of the book, and this poet was also asked to decide on the theme. Mainly the younger poets

attending the meeting were tested at this point of the competition.!** The fact that relatively few numbers

163 There cases like where poetry leader and illustrator where one and the same, making the influence even more
fluid. For instance, Kyoka nihon fudoki ¥k H AR 7L (‘ The kyoka land survey of Japan®), illustrated by
Gakutei Sadaoka (see section 4.2). The poetry selection was done by Tsurunoya Osamaru %8 7 ~F-% L (c.
1751-c.1839 acc. to Keyes (2004), p. 117; KJJ p. 259) and Hokusd Umeyoshi (Baikd) ALZEHE4T (n.d.; acc. to
KJJ p. 179, he would later become Tsurunoya II), but Gakutei can be seen presiding over a poetry competition in
one of the illustrations. Furthermore, a poem of his appears in the honorary position at the end (in fact second to
last - despite mediocre points - just before the last poem, by selector Umeyoshi), indicating his special status
with regard to this publication.

164 According to Ishikawa Ryd in a conversation, October 2007. Indeed, it is rare to find the elder and better-
known poets in the toza section. See also Takahashi (2008), pp. 8-9 and 12-15, for a discussion of t6za as ‘shared
space’ and further explanation of how t0za formed part of monthly kyoka meetings. Apart from kyoka meetings,
toza also formed part of waka and haikai gatherings, according to Kobayashi Fumiko in private correspondence
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of poems are listed in the #za section - if present at all - underwrites the notion that composing a &yika
poem required time for careful tweaking and polishing. Another reason for the small numbers of poems

in the #za section is the fact that not all contestants could attend the gathering,165

Colophon and advertisements

Commercially published &ydka books followed government regulations the same way other
commercial books did. Regulations in place since 1721-1722 required the names of the author and the
publisher to be listed in newly published books. Their implementation was part of the Kyoho (era)
Reforms, Kyiha no kaikakn FAR DU 166 The laws concerning book publication were enforced with
renewed vigor from 1790 onwards - this time as part of the Kansei Reforms Kansei no kaikakn TEIBLID T

#1167 The name(s) of the author(s) and publisher(s), as well as the name(s) of the illustrator(s) and a date

of publication, were summed up in a colophon, okuzsuke BAAF. In the case of &yika books, the okuzuke was
printed on a single page (i.e. half a ¢hd) in the back of the book. The outer frame was sometimes vertically
subdivided into three sections. The right hand section would be reserved for the authot’s name, the middle
for the illustrator’s name, and the left section for the publisher’s name and date. Many variations exist,
however. The page featuring the okuguke had a very practical purpose, and was therefore rarely adorned
with decorative borders and the like.

Colophons in &yoka books published outside the commercial circuit follow official practice less
strictly. Even though these books were not submitted to publisher’s guild, most would still feature an
oknzue that listed the poetry selector(s), illustrator and date. In some cases, the owner of the blocks -
therefore the copyright holder - would be mentioned. This could be one of the contributing poets (who
had likely invested in the publication) or the poetry circle as a whole. In some &yoka books, specifically if
they constitute part of a larger publication, a colophon is omitted altogether.

Advertisements and announcements of forthcoming publications are found in commercially
published £yoka books just like they were in other commercially published books. The highly commercial
nature of book printing industry of the mid to late Edo period is evinced by the frequent inclusion of
market-oriented, well-focused advertisements. Other books by the same author, other books in the same
genre, or other books illustrated by the same artist; the focus in these advertisements almost resembles the
suggestions based on one’s online browsing and buying patterns, as offered by modern-day book-selling
websites. This attests to the fact that advertisements were not a standard list of books on sale by a
particular publisher, but a focused marketing attempt aimed at a certain readership. Non-commercial

publications of &yska do not feature advertisements.

(2017).

1% The poems submitted for judgment prior to the gathering, to be included in the general sections of the book,
were sorted by theme and copied in a single handwriting beforehand, anonymizing them for fair judgment. These
were then read out loud at the meeting and judged at the scene. See Takahashi (2008).

166 Kornicki (2001), pp. 337-338 and Davis (2007), p. 283.

167 Davis (2007), p. 284.
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3.3 Kyokabon: functions and categories

3.3.1 Different functions: three different types of kyokabon

Despite the great variety in &yokabon, an investigation into their publication purpose and
readership leads me to distinguish three types: &yoka anthologies, &yika competition result books and
kyoka information books. These three types serve distinctly different purposes, cater to different intended
audiences and show different structural patterns. Despite the clear distinction in terms of publication
purpose and readership, a slight degree of overlap exists with regard to practical matters such as the use
of (color) illustrations. Generally speaking, however, the material qualities of the &yoka books change with
their purpose and consumption, as explained hereunder. After a brief outline of each of the categories 1

distinguish, I will present representative examples for each category.

Kyoka anthologies

With the popularity of gyoka steeply rising in the Tenmei period (1781-1788), an increasing
demand for &yoka anthologies developed on the commercial market. An anthology of the finest poems,
selected by a renowned £yoka master, could count on a considerable audience. Edo publishers were very
flexible and soon picked up on the trend, contracting leading figures such as Ota Nanpo for compiling
anthologies. To make these books even more appealing, the newly popular poetry was combined with
high-quality illustrations.

Color printing was still exceptional in the Tenmei period. However, the technical boundaries were
pushed with every new publication and not only full-color prints with exotic pigments were published,
books also provided a possibility for displaying the newest technical advancements. These books, with
their multi-color illustrations, were usually illustrated by renowned designers and - although no factual
evidence could be found - the retail price for these books must have been high. The £&ydka anthologies
with poetry selected by a popular £yoka master, and expensive color illustrations designed by a popular
designer nonetheless sold well, as is proven by the fact that many of these books remain and many books
exist in variant editions. These are commercial publications and the colophons and advertisements are
further proof of their high turnover. And because they were commercial publications, the publishers
could not afford to print only a small number of issues, because the costs per book would be too high.

The publishers of these high-quality poetry books are usually publishers who also produced #£zyoe
prints, similarly pushing the boundaries of technical possibilities in woodblock printing, the most famous
proponent being Tsutaya Jazaburo. The commercially published £&yoka anthologies were marketed at the
publisher’s outlet store, and were often fitted in an illustrated printed wrapper, which is also a very

(visually) appealing part of this type of high-end publication in the Edo period.'6

168 More on these wrappers is written by Forrer (1985), pp. 47-49.
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These books carry not as much poetry as one would expect. The emphasis is mostly on the
illustrations, which seem to have been a major attraction for buyers of these books. Some books are
almost completely illustrated from beginning to end, and the poetry is added in the illustrated pages. In
this case it is common to see illustrations that are placed in the bottom space of the page and the poetry
placed more towards the top of the page, similar to the common makeup of surimono.

Rather luxurious anthologies were also issued privately, especially around the 1800s. In these cases,
a poetry group apparently gathered the cost for publication among its members. The differences with
commercially published anthologies can be small, although the ratio of poetry and illustrations can move
towards a stronger representation of poems, occasionally omitting illustrations altogether. Because the
initiative lay with the poetry group, there is usually a stronger thematic approach to the book as a whole.
Colophons and advertisements, of course, lack in these publications, although the producer of the book is
sometimes mentioned.

Whether issued commercially or privately, Aydka anthologies generally consist of at least the
following elements. Usually they have an illustrated cover or at least a colored cover with some kind of
relief pattern. Then follows a title page with the title written in an elaborate script of some sort (for
instance seal script or calligraphy), and then, before the poetry starts, there is a preface by the principal
poetry selector of the book. This preface commonly stretches across two or three pages, and is usually

dated and signed by the selector.

Kyoka competition result books

The competitive nature of &ydka resulted in large numbers of competition result books being
published. Kydka gatherings were held regularly throughout the year. There were great variations in the size
of the meetings, from informal get-togethers to large parties with many contestants, and who knows how
many more spectators. Competitions were presided over by the club leader and judges from within the
club awarded points to each poem entered in the competition. Results were often published in so-called
kditenshit 18 FEE ((high point collections’), in which only poems that scored upwards of a certain number
of points were gathered.!®?

The main subdivision to be made is that between books with the simple aim of listing poems by
the number of awarded points at a certain gathering and those that also aimed to present the poetry in an

elegant publication. The simpler books often concern so-called #sukinanishi HAEE or HWREE N,

189 Usually eight and up, or ten and up in the case of one judge, who cold award up to fifteen points per poem. As
I have mentioned before, the system of tentori - receiving points for poems - and how this results in the
publication of result books, banzuke, surimono, etc. is extensively discussed by Kobayashi, F. (2002). The way
kyoka competitions were conducted is also briefly explained in English by Makino (2008), pp. 55-56.

170 The word tsukinami has an antiquated ancient ring to it, which will have been appreciated by kyoka poets
with their common nostalgic tendencies with regard to Japanese poetry. The word was already used for folding
screens illustrating themes from (one or more of) the twelve months as early as the ninth century (tsukinami
byobu AW 5#R). See Kamens (1989), p. 27.
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collections of poems judged at monthly gatherings, as held by various poetry groups.!” Such competition
results were generally published using the comparatively inexpensive sumizuri technique, in ink only. Such
books were often issued in the hanshibon format. Most of these books lack a colophon, which makes
dating them difficult. A cover is often lacking, since the separate fascicles issued over the year were meant
to be bound by individual poets.'7?

As a general pattern, the first sheet recto is reserved for a title page, containing at least the name
of the gathering and the name of the selector(s). The following sheets are filled with ten to fourteen
poems per page, written vertically. These poems are sorted, first by theme and then by number of points
awarded. The selected theme is printed above the first poem in a list, or just above the middle of the page,
preceding a list of poems with a theme. The points are printed to the right of the poems, at the same
height as the first characters. In case more than one judge gave points, these are written underneath each
other according to importance of the judges. The order of the judges’ points is often marked at the
beginning of the book, where the very first set of points is accompanied by the logos of the respective
judges. Sometimes, the points are only written once per group of poems with the same amount of points
in order to save space. Effort is made to ensure that the poems are all written to measure the same length,
despite slight differences in number of characters. Underneath each poem, a small space is left open,
before giving the name of the poets. Most of the time, only the g7 is given, although some books give the
full pen name on the first appearance and shorten the name to just the gg afterwards. To the upper right of
the poets’ names, the place where they live is given. When a gathering has been held in Edo, only the
places outside Edo are mentioned. Likewise, when a gathering was held in Osaka, only the hometowns of
poets from outside Osaka are given.

Thus, the outcome of a &ydka contest is published in a cheap and simple way for club members to
reread at home. For some, it may have been more important to enjoy their own victorious poems, ot
perhaps learn from those who surpassed them and make sure that they performed better at future contests.
It is quite clear from these books that they served a straightforward purpose in recording the poems
presented at a certain meeting, the names of the poets who composed them, and the points these poems

received.

Competition result books with illustrations

Sometimes, fsukinamishi or similar books feature a number of illustrated pages. The designs for
such illustrations can be quite minimalistic, printed in black only, merely serving to generally illustrate the
themes chosen for the poems that were printed alongside the images. The illustrations in competition
result books usually lack the depth of allusions and interplay with the content of the poems that is

encountered in surimono. On a single illustrated page - i.e. only one half of a sheet - up to five poems could

171 Such publications would also often include a separate sheet with a printed banzuke.
172 Sometimes the competition results are mixed with other types of kyokabon of the same size and bound into —
in some cases rather bulky — combined bindings.
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fit, although it is more common to see about two or three poems in the limited space above or aside an
illustration. Naturally, only the highest-scoring poems were printed next to the illustrations, whereas lower-
scoring poems ended up in the non-illustrated sections.

More deluxe editions could be the outcome of a year full of monthly gatherings, or the result of a
single contest that was held only once. Such books would not only record the outcome of the competition,
but the combination of poetry and illustrations common in these books would also provide the joyful
reading and viewing for group members. Specifically during the (late) Bunsei era, &dfenshsi featuring color
illustrations were commissioned by several poetry groups. Many of these were illustrated by popular
surimono designers such as Gakutei Sadaoka and Totoya Hokkei. Being competition result books, points or
equivalent indications of quality were noted alongside the poems, yet the emphasis on the competitive
element varies between the various result books. The beautifully illustrated pages of such result books
were sometimes re-issued later, usually by commercial publishers, as a stand-alone edition without the
unillustrated pages (sometimes also omitting the indication of awarded points next to poems). Viewing
only such re-issues gives the impression that fewer poets competed than actually did. Commissioning fully

illustrated result books was possible rather because of the (financial) contributions by so many poets.

Kyoka information books

A third category to be distinguished within &ydkabon is the “information book”. These books
offer &yoka enthusiasts a way of honing their skills or learning more about the major poets and judges in
the genre. Some of these books serve as a guide to writing better poems, while other information books
have a more practical purpose of guiding poets through the world of &yoka. This second type of
information book cites successful poems and gives some biographical information, recording family and
pen names. Club affiliation is also frequently given. Some books give more extensive information such as
the poet’s address, birth status and/or means of income.

Many kyoka information books feature portraits of poets. In most of these books we see portraits
of these poets seated, with one of his or her poems above the illustration. The most common thing to see
these poets doing is reading, or writing a poem, or just sitting down and relaxing, In the case of serious
depictions, something that has to be judged on a case-by-case basis, the clothing worn in the portraits and
the accessories that the poets carry provide information about their position in life. Sometimes we find
that poets are shown carrying two swords, indicating their samurai status, in other portraits we see poets
who are completely bald, and their shaven head tells us that they are lay priests or doctors. In other cases
we find accessories or garments showing logos and emblems that show the club affiliation of this
particular poet. Some information books list many poets per book and are more elaborate on the
information part, giving place names where the poets are from, sometimes even giving their address
within the city of Edo. Such elaborate information books frequently list other pen names and common
names for the poets, and sometimes even mention family relations, such as “the wife of ”, “the son of” (in
that case, mostly “the son of [someone more famous|”. These later, more elaborate information books are

commonly printed in black only, which may have to do only with the larger number of pages, which
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would drive the costs for a color-illustrated book up too far.

The reason for the existence of &yoka information books is twofold: First, after £yoka had
outgrown the initial circles of friends and acquaintances, skills had to be disseminated more widely, and
printed books provided the best option for transmission. As discussed above, there was an audience of
kyoka enthusiasts who were eager to read more poems and naturally wished to learn how to compose
better poems themselves, in order to keep up with the rest in gatherings and competitions. Such books
were common for the composition of waka, and it is only logical that &ydka versions of this type of self-
learn book came into existence.!”

The second reason lies in the appealing world of organized £yoka composition and the strong
representation of the individual poet and his or her poetic merits. Through skillful composition, one
could climb up in the hierarchy of a &ydka group, and gain recognition as a poet. Kyoka information books
offered ways to not only improve composition skills, but also adapt to the taste of certain judges. This
could lead to being awarded higher scores, which made a better ranking attainable. The higher status as a
poet would have been a strong incentive to buy a &yoka information book and study it well. The cost of
such a book will have seemed small at the prospect of making it to the illustrated pages in a competition

result book.

Foremost category per era

The relative numbers of books in each category changed over time. It is difficult to give exact
numbers. A sampling of &yoka books from the Tenmei period to the Bunsei era reveals the following.!7* In
the Tenmei era, &yika anthologies form the majority of publications. The number of anthologies without
illustrations outnumbers those with illustrations. Competition result books are still uncommon in the
Tenmei era. In fact, competition results were not found in the sample examined here. One &ydka
information book surfaced, on a total of 12 &yoka books for this period.!”> By the Bunsei era, the balance
has shifted considerably. The competition result books outnumber the anthologies 34 to four. In fact, even

the information books, six found for this period, outnumber the anthologies. The combined totals for the

173 In fact, there were guides and self-learn books for all kinds of skills, such as ikebana, letter-writing, etc. See
Ikegami (2005).

174 These figures are based on a cross section of printed Edo kydka books that are known to me and/or could be
visually verified in the Waseda University Library collection (http://www.wul.waseda.ac.jp/kotenseki/) and
Microfiche database of the National Institute of Japanese Literature (NIJL;
http://basel.nijl.ac.jp/~micro/about.html), accessed on February/March 2014. This includes books published in
Edo or commissioned by poets or poetry groups that were rooted in Edo or in the Edo tradition (since
competition result books of the Bunsei era especially demonstrate nationwide participation in that tradition).
Selection was done using genre ‘kyoka’ and (in the case of the NIJL database) period ‘Tenmei’, ‘Kansei’,
‘Kyowa’, ‘Bunka’, ‘Bunsei’. The total of publications is far higher than the numbers calculated here, since books
that are not to be found in the pertaining Waseda and NIJL databases and publications that are not available on
microfiche (NIJL) are not taken into consideration. This cross section is random in the sense that - to my
knowledge - no selection was done by either collecting institute. The total number of books that fit the criteria
formulated above is 95. For further data on the kyoka publication numbers is given in graphs in figs. 9, 10, and
11, in section 4.3.

Y75 This is Hama no kisago, presented in detail hereunder.
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three categories are 29 anthologies (17 with and 12 without illustrations), 34 competition result books (23
with and 11 without illustrations), 32 kydka information books (16 with and 16 without illustrations).
Generally speaking, the percentage of competition result books gradually increased during these eras due
to further evolution and growth of &yoka poetry groups and their competitive activities. The decrease of
kyoka anthologies after the Kyowa era is congruent with Kobayashi’s theory that regulations banning
display of wealth lead to a shift to series of surimono.)’¢ In the following sections, representative examples
of kyoka anthologies, &yoka competition result books and &yika information books will be given and

discussed.

3.3.2 Examples of kyoka anthologies: selections of the best of kyoka

Azumaburi kyoka Bunko, selected by Yadoya no Meshimori

A good example of a Tenmei period commercially published &ydka anthology is Azumaburi kyoka
bunko B ZEWAERKSCIH (Arohive of kyoka from the east’), for which the selection of the poetry was done by
Yadoya no Meshimori. This commercial £ydka anthology was first published in the Spring of Tenmei 6
(1786), by Tsutaya Juzaburo. It contains 50 full-body portraits of mostly contemporary &ydka poets, in
color, each accompanied by one of their verses. The portraits depict the poets in a classical style known as
kasen'e FRALAR, 'drawings of immortal poets'. Kasen'e, the traditional - imaginary - depiction of poets has a
long history, but in this case, the traditional style is mocked by the inclusion of out-of-place attributes and
odd poses.!”” The illustrations were drawn by Kitao Masanobu (Santo Kyoden). The preface by Meshimori
alludes to the fact that Ota Nanpo provided the calligraphy.!” Nanpo, under his &yoka pen name Yomo no
Akara, is portrayed in the honorary last position (Fig. 3). The book is issued in the large dhon format, and

features extensive color printing.

176 A5 discussed above, in section 1.2.1.

177 More on the significance of these satirizing depictions in Kok (2010).

178 Hamada (1963), p. 473. The entire book is transcribed and annotated here (pp. 471-502). My observations are
based on the copy in the collection of the Edo-Tokyo Museum in Tokyo.
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Fig. 3: Portrait of Ota Nanpo in kasen’e style in Kokon kyoka buknro (1787), followed by the afterword. Coll.
Edo-Tokyo Museum (no inv. no.).

The intention of this book can be surmised from (the setup of) its contents, and also from related
publications of the years before and after. To start with the contents: The title page features a naidai that
adds a kind of subtitle: .Azumaburi kyoka gojiinin isshn H-FEMIEIRF A~ N8, kyoka from the East: Fifty
poets, one poem each. While the main title emphasizes the fact that these are poems from Edo, the subtitle
obviously alludes to the classic waka anthology Hyakunin isshu T8 N—"8 , One Hundred Poets, One Poem Each.
In this case, the total is half the classic number. Then follows a preface by the selector Yadoya no
Meshimori, in which he states that poems like these (&ydka) already featured in the Kokinshi (Kokin
wakashi), just like in his time. He explains that he has gathered the most interesting poems, regardless of
the status of the poet.!” So far, he says, he has come to 50. Indeed, the next 50 pages are reserved for
portraits of 50 poets, each featuring with one poem. The parodying mode of depiction is in accordance

with the nature of the poetry. Then follows a simple colophon that lists the illustrator, the block-cutter,

179 He uses the metaphor of people in a brothel, a situation where class becomes irrelevant.
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the date of publication and the publisher and his address. Also, an announcement is made for a second
volume, again containing 50 poets, to be issued soon, in color.!8Y

This brings us to the planning by the publisher, and the point of related publications before and
after. Ota Nanpo had previously privately published an anthology of 36 poets with one poem each,
entitled Kyoka sanjiirokuninsen JEAR =75 N##.181 The number of 36 is a reference, of course, to the '36
immortal poets', sanjiirokkasen =+ 7SHAIL. The book, printed in black ink only, features simple
illustrations that were drawn by one Tankyi #+ 1. It is unclear who this is, but a handwritten inscription
in the copy held in the National Institute of Japanese Literature states that the illustrations are by
renowned painter Sakai Héitsu {148 — (1761-1829). This seems plausible - despite the name Tankya
not being known as one of Hoitsu's aliases - given the style and the fact that Hoéitsu features prominently
on the first illustrated page, under his ydka name Shiriyake no Sarundo JLBEIE A (‘The monkey man
with the burnt bottom’).182 The book contains a colophon that mentions Hajintei (one of the names Ota
Nanpo used) as the owner of the copyright. The colophon gives no date, but the book is usually
considered to be dating to 1783.183 The colophon further states that the first volume is delivered and that
the second volume (again of 36 poets apparently) is to be issued. Volume three and four are also already
listed, though without further designation. None of these volumes two through four are known to have
actually been published. The book is very similar to Azumaburi kyoka bunko in setup, despite the simpler
execution. It seems likely that Tsutaya Juzaburo noticed this private publication and saw potential for a
commercial version. Despite the fact that the selection of poetry for Azumaburi kyoka bunko was done by
Yadoya no Meshimori, it is clear that Ota Nanpo was also very much involved in this publication. Kyika
sanjirokuninsen, as 1 see it, can be considered a precursor to Azumaburi kyoka bunko. This would also explain
why the volumes two, three and four of &yoka sanjirokuninsen were never issued.

Considering the announcement in Azgumaburi kyoka bunko - the book of 50 poets - it seems that
the Tsutaya had always planned to have Meshimori gather 100 poems by the same number of &yika poets.
Perhaps the decision to first publish only half was a strategy to gauge the marketability. If so, the success
must have been overwhelming, for a second volume of another 50 was abandoned, being replaced by an

anthology that featured 100 poets and their poems in one volume. This was issued under the title Kokon

kyoka buknro 154 FERRER (A bag of kyoka, old and new) the next year. Many poets who featured in

180 SRRk o N — & il JT4: literally '[blocks] to be cut soon'.

181 Also in 6hon format. For explanatory notes and some reproductions of pages from this book, see National
Institute of Japanese Literature (2009), p. 54 and p. 92 (based on the copy held in the institute itself under inv.
no. 7°2-528); Ota Kinen Bijutsukan (2008), p. 20 and p.120; Shinjuku rekishi hakubutsukan (2011), p. 28 and p.
100 (the latter two both based on the copy held in the library of Otsuma Women’s University, Tokyo, under inv.
no. 911-19 Sa 642).

182 In fact, he also features in the first illustration in Azumaburi kyéka bunko, though with a different poem.

183 Hajintei, according to Hamada, was the name of an extension to his house, that Ota Nanpo had built around
1785 or 1786. For this reason, Hamada estimates the publication to be of around 1786. (Hamada (1963), p. 293.)
Based on a faint remainder of ink in the colophon of the copy held in the National Institute of Japanese
Literature, reading Tenmei 5, it is now thought to date from 1785. See National Institute of Japanese Literature
(2009), p. 92.

84



Azumabnri kyoka bunko were also present among the 100 poets in Kokon kyika bukuro. Apart from
additional contemporary poets, a good number of 'poets of old' were added.!84
This is corroborated by a handwritten inscription in a copy of Kokon kyoka bukuro kept in the

Edo-Tokyo Museum, written by Ota Nanpo (at that time signing Shokusanjin) in 1815.185

Fig. 4. Inscription by Ota Nanpo/Yomo no Akara (signed ‘Shokusanjin’) on inside back cover of Kokon
kyoka Bukuro (1787). Coll. Edo-Tokyo Museum (no inv. no.).

The inscription is dated to the 5% month of the 12t year of the Bunka era (1815), almost thirty
years after the initial publication of Kokon gyoka bukuro. Nanpo reminisces about the time this book was
published: ‘First, there was the book Gojinin isshu, then Hyakunin isshn was published, both by Koshodo
[Tsutaya Juzaburo]’. Gojanin isshu is of course Azumaburi kyoka bunko discussed above. Nanpo goes on to

mention “Sanjrirokunin kyokasen”, referring no doubt to Kyoka sanjirokuninsen, joking that he does not

184 Among them are Gydgetsubd and some of the prominent Kamigata kyoka poets.

185 A discovery that Kobayashi Fumiko and I made during research at the Edo-Tokyo Museum. She corrected my
transcription and translation of the inscription, for which I take the opportunity to express my gratitude. It was
also she who discovered Nanpo’s allusion to Bai Juyi’s poem.
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remember who published the book. Nanpo finishes his inscription with a reference to a poem by the
Chinese poet Bai Juyi [1JE5) (772-846, in Japan known as Hakurakuten [12%£°K), who laments that over
the years everything around him has changed, while he remained the same.

Where the simple anthology of 36 poets gathered by Ota Nanpo appears to be an in-crowd
project over it, both luxurious anthologies commercially published by Tsutaya were clearly aimed at a well-
to-do readership of &yoka enthusiasts who were not necessarily members of the circles of Yadoya no

Meshimori, Ota Nanpo or other pioneering Tenmei £ydka poets in the book.

Poetry albums commissioned by the Asakusagawa poetry group

Commercial anthologies such as the two mentioned above are typical for the early stages of the
rising popularity of &yoka in Edo. Later anthologies are more often based on the poetry composed by
members of poetry groups, who had their verses published in deluxe anthologies, more often than not
illustrated in full color. Examples of these later, privately commissioned anthologies are a setries of annual
publications by the Asakusagawa, already mentioned in section 4.1. The initiative of these publications
may have been taken by private poetry groups, the production of these books was often done by
commercial publishing houses - as explained for the case of Ebon sumidagawa ryigan ichiran.

Kyika anthologies appear with decreasing frequency after the circa 1804. According to Kobayashi,
this is in part due to regulations specifically forbidding color-printed books, issued in the fifth month of
1804.186 The decrease in &yoka anthologies coincides with an increase in with an increase in surimono issued
in series, as Kobayashi stipulates. The shift is indeed obvious, and the era of deluxe anthologies, published
both commercially and privately, is by and large over at the beginning of the Bunka era. This does not
mean the complete end of colot-illustrated &ydka books in general, for later years would witness an

increase of rather luxurious, privately issued competition result books.

Anthologies of poetry by a single poet

Anthologies consisting of &yoka poems by one poet only are exceedingly rare. The above
paragraphs have focused on anthologies selected by one £yoka master, though containing poems by
various poets. The word anthology also implies, however, the possibility for a publication filled with
poems by a single poet. The nature of the genre of &yika, a poetry form that was enjoyed at gatherings
where exchange of poetry was key to overall achievement, more or less excludes the demand for
anthologies containing the poetry of a single poet. The examples known are usually relatively simple,
unillustrated books gathering the best poems of a single renowned A&yoka master. In most cases, these

single-poet anthologies were published at a late stage in the career of such a &yoka master. A notable
example is Shokusanjin jibitsu hyakushn kyoka & LN B 5 5 G AEHK(One hundred kyoka poems by Shokusanjin,

in his own handwriting). The title leaves little to the imagination. It is a collection of one hundred poems by

188 K obayashi, F. (2005), p. 173 (citing Yuasa, Yoshiko (1995)).
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Shokusanjin, as Ota Nanpo called himself towards the end of his career. He gathered the “most
important” poems himself and the anthology was issued privately.'$” It was published in 181888 in printed
form, though it is unclear who was responsible for the production.'® This book has survived in various
editions, and also in hand-copied versions, of various years, attesting to its popularity. Single-poet

anthologies like these are, however, not a common type of &yika book.

3.3.3 Examples of kyoka competition result books

Kyoka sanjiirokkasen, selected by Rokujuen and Sairaikyo, illustrated by Gakutei

The book Kydka sanjirokkasen YLK =1 7SHA&E (“Thirty-six immortal kyoka poers’) is a good
example of a privately commissioned, illustrated competition result book. It contains the results of a
kyoka competition held at a restaurant in Edo in 1822. This publication is representative of many result
books, featuring a fair portion of illustrated pages for the poems that received the highest scores, followed
by a section without illustrations reserved for poems that were awarded a lower score. This setup is fairly
common, and occurs in sumizuri and also in color-illustrated form, the latter especially in the late Bunsei
and eatly Tenpo eras. The concept of the 36 immortal poets, as discussed above, is very commonly
adopted in Ayoka, as a counterpart to the original 36 masters in waka.!”® Here, the portraits of 38 &yika
poets are presented: the 36 most successful competitors, seated, one on each page, followed by selectors
Rokujuen and Sairaikyo Mibutsu PAAKEAAL (n.d.) together on a single page illustration. These last two
received their place based on their role as judges, and are listed without points next to their poems. The
poems are sorted according to 36 common seasonal topics from nature that were taken as subject, such as
mist, kasumi 8%, flowers, hana 1€, willow, yanagi B, et cetera, ordered from spring through winter, followed
by topics related to love, 40/ . The poets who scored the highest points per topic are portrayed in the
illustrated pages.

The setup of this publication is as follows. It is a single volume book of 36 sheets in the hanshibon

format (in this case 22,2 x 15,8 centimeters). The covers appear to have been added later by an owner of

187 Shinjuku rekishi hakubutsukan (2011), p. 31.Shokusanjin uses the word zuing fifi4, associated with esoteric
transmission in classical poetry, in a short postface. The copy (partly) reproduced and referred to in this
catalogue is held in the Tokyo Metropolitan Library (Tokyo Toritsu Toshokan HAU# 7 [X 2. T used the
digitally available copy held in the National Institute of Japanese Literature under inv. no. 7-2-37 for reference.
188 The colophon mentions the “tiger year of Bunka”, or Bunka 15, which is now considered Bunsei 1.
Apparently, the colophon was written before the new era was proclaimed.

18 The Catalogue of early Japanese books and Catalogue of early Japanese books in microfilm or digital at
NIJL (accessible through the website of the National Institute of Japanese Literature) mentions Yoshida Shobd
#H M EE and Seiundd Eibun 7 2 %553 as publishers, but these appear to have operated in later eras.

190 Apart from Kyéka sanjiirokuninsen of the Tenmei era, another example is Kyoka sanjirokkasen (indeed, the
exact same title) issued in 1794. For this book, the poems were selected by Sandara Hoshi —FE#EERD
(Senshiian T-FkJ&, actual name Akamatsu Masatsune JRFAIE1H, 1731-1814); the illustrations were done by
Katsushika Hokusai. Besides the 36 single portraits of the poets, two more illustrations placed on (three) pages
near the beginning of the book feature seven more poet portraits. A copy can for instance be found in the
National Diet Library collection, accession no. ¥-22.
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this copy, and will not be discussed. The first sheet is not numbered and the recto side functions as an
(inside) title page. This page gives the selectors: “Rokujuen sensei 7N R J54E” and “Sairaikyo no ushi 74
A JE R N191, the full title, and the ‘gatherers’ of the poetry, marked with the character shi ot atsumern #§.
These gatherers are Goséken Oriyasu EEEFTZE (n.d.), Morinoya Nakanuki (or Nakatsura) 43 & fifi
E (n.d.), Gyokkasha Uramasa E645 15 1E (n.d.), and Hogotai Atonari S)KHEHEBRER (alternatively

Hogutai or Hogutai; n.d.).!2 The verso of this first sheet is left blank. The second sheet (likewise not
numbered) features the two-page preface by Rokujuen in which he playfully lists matters that have to do
with the number 36; 36 Buddhist priests of the Tendai sect, a carp with 306 scales, the distance between

Edo and Nikkoé (first Tokugawa shogun Ieyasu’s mausoleum) measuring 36 miles(r7 H)193, the 36 immortal
poets as established by Shia dainagon V15 KANE (Major Counselor of the Fourth Avenue’, i.e. Fujiwara

Kinto FRIFAMT:, 966-1041), and finally the fact that 36 &ydka poets are gathered in this volume. Sheets
one recto through nineteen verso feature elegant and for the most part fairly serious-looking seated
portraits of high-scoring poets (fourteen points or over, but usually around nineteen or twenty - out of
the possible 30; fifteen per judge), and their poems, with a separate bar of poems by others placed above
the illustrations. Sheets nineteen verso through 23 recto feature three landscapes and one lady in an
interior (mihiraki 5.5 X , i.e. double-page illustrations), each signed Gakutei (listed in the colophon as
“Gakutei Sadaoka”), in sumi only, and each accompanied by three poems. Sheets 23 verso through 33
verso feature poems only (between eleven and 21 points, though mostly in the thirteen to sixteen range),
some eleven to twelve poems per page. The bar of poems only above the illustrations and the pages
without illustration should be regarded as one section, listing all poems per subject, except the top-scoring
poem that is printed next to the respective poet’s portrait. The last sheet (not numbered) gives the
colophon.

The colophon gives some factual information that helps clarify the circumstances of this

publication. First, it gives the date and location of the &aikan B, literally ‘opening of the volume’,

19 Sairaikyo was a judge in the Gogawa and later headed the HyGtanren SI#55#, Gourd Circle (see KJJ 219).
The reading ushi (instead of faijin) was a common honorific term in kokugaku circles, but also sometimes used
in kyoka circles, to be translated as ‘master’, much like sensei. In/on some kyoka materials, the characters K A
are indeed found to be accompanied by glosses that give the pronunciation as ushi (see for instance an
informational leaflet in Hosa bunko collection, Nagoya, inv. no. /ll17424-26). Given the fact that Rokujuen was
himself a kokugaku scholar, I assume that the reading ushi is apt here.

192 Uramasa is mentioned in KJJ, p. 22; Atonari on page 7. The name Hogotai Atonari could be translated as
“That what remains when used paper has piled up’. Kddansha’s Nihon jinmei daijiten H R N4 KEEHL
[Biographical dictionary of Japan] gives the reading of the name as Hogozumi (as provided by
www.kotobank.jp; accessed April 28, 2014). Poems by Nakanuki and Atonari appear together on a surimono
designed by Gakutei. This surimono is part of a luxurious set of five print that depict the ‘Five Tiger Generals of
the Suikoden’ (Goko shogun T8 - here, the character for five is written with the Gogawa logo, a character
five, go T, stylized to resemble an hourglass). According to Mirviss and Carpenter (1995), p. 80-8, the set was
issued c. 1828. Mirviss and Carpenter give the poet’s names as Hankotai Atonari and Morinoya Nakanuki.

198 The ri corresponds to c. 3,9 kilometers, which makes 36 ri about 140 kilometers. This is indeed more or less
the distance between Edo and Nikko.
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meaning the day that the gathered poems were publicly read out and judged: 25 day of the twelfth
month, fifth year of Bunsei (1822), at (the restaurant) Shigarakiré {5 %5H. The restaurant is said to have
been located in the Yoshiwara entertainment quarter, which is plausible, yet could not be confirmed.!%*
The colophon further lists the calligrapher: Hokueishi Sutena AL4& 1 #5# (Otherwise known as Shiseidd
I % Sutena or Morikawa 5f)1| Sutena, d. 1868 acc. to KJJ, p. 105) 195; the illustrator: Gakutei Sadaoka
i 27 [if]; the block-cutter: Gyokkosha Uramasa F 94 5 1E; and the owner of the blocks: Hogotai
shujin SCHCHETE A

Based on the information given on title page and colophon, and furthermore from the occurrence
of certain poets and their positions within the book, the following can be established with regard to the
conception of the publication and participating competitors. The book contains the results of a
competition held just once, at a particular venue in Edo, and open to members from various &yoka poetry
groups. Prominent members or leaders of other poetry groups, though often liaised to the Gogawa,
participated. For instance: Dondontei Wataru, leader of the Taikogawa; Senryutei Karamaru TR == R AL,
foremost &yika judge in Sendai!®; Fukunoya Uchinari, leader of the Shipporen, Kogetsudo Ichizumi #: H
2 fi{E, member of the Asakusagawa; Rytiotei Hananari HIE% 55 {64,197 et cetera. Another remarkable
competitor is the seven year old Mannensha Kamenari J7 4E-38 8% from Matsuida #23:H (sheet five
recto), son of Shofasha Saten FA B ASHE, a (later?) judge of the Shakuyakuteishacha!®® (depicted on
sheet fourteen verso). The competition is little bit of a family affair apparently, since Gosoken’s mother
Shimako $&JBf - (her portrait features on sheet fifteen recto) also competed. Many of the poems were
sent in from cities throughout the Kant6 and Kansai regions, such as Osaka, Ueda M, Wakayama ¥V 7
(L1, Miyazaki = Iff, Takasaki =15 5, Shirakawa [1)1], Tinuma - & X~ Nikko H Jf;, Sendai il 5, Sakai
77 &, Himeji & A 7, et cetera. It is very unlikely that all these poets from outside Edo could be

present at the actual meeting, In any case, all competitors had to submit their poems in writing. Living
further away from Edo meant a necessity to mail their poems earlier than those living in Edo would have
to do, and opportunities for attending actual meetings were fewer. Since the poems were submitted to the
judge(s) anonymously, there was - in principle - no advantage or disadvantage for those living further away,

at least not in terms of competition.

104 As found in a description on an auction site where a copy of this book was being offered for sale:
http://aucview.aucfan.com/yahoo/b117870464/. (last access April 18, 2014)

1% The character used is actually written with dai K underneath, instead of the four dots representing the tail of
the fish (+).

19 Senryiitei’s increasing prominence on the kydka scene from the Bunka to the Kaei era is discussed in
Takahashi (2010).

197 Mori Narimoto FEF 77T (1794-1836), who became twelfth daimyo of Choshii /1 domain, present-day
Yamaguchi prefecture, in 1824. He also commissioned many surimono, particularly related to kabuki theatre.
Also, Rytiotei Edo no 7I.77 ® Hananari. See Tsuda (2008), pp. 62-71.

198 K17, p. 86.
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Since kyoka sanjiirokkasen was published privately, funds and means for the publication were
generated (largely) by the participants. The fee that was charged for entering in the competition was
usually stated on the competition announcement.'”” The combined fees were necessary to cover the
various costs that would have presented themselves: renting the venue, compensation for the judges,
design and production of the result book, et cetera. The poets listed on the title page had a further
facilitating role in the production of the book. They provided assistance, in gathering the poems,
preparation of the proofs and even manufacture of the printing blocks. Their contribution with regard to
the production was very well appreciated, as evidenced by the fact that not only are they acknowledged in
the colophon, the last sixteen spaces in the book are all reserved for their poems. These last sixteen poems
are preceded by a circle mark, indicating the special status of these poets within this result book. Some
information about these poets can be gathered from Kyoka suikoden JERR KGR (‘Kyoka Heroes of the Water
Margir’), another kyoka publication linked to the Gogawa: Gyokkosha Uramasa was a pupil of Rokujuen
and a professional block-cutter, as is mentioned in the short biography accompanying his portrait.?® In
the same book, Hogotai Atonari is also depicted (sheet 40 verso). He is portrayed sitting in a countryside
residence, a river landscape in the background. He sports two swords and a haori with large Gogawa crests.
His biography mentions him being a pupil of Rokujuen and man of great erudition. Hogotai appears to
be a man of wealth, too; perhaps a samurai of high rank. The fact that he is the keeper of the blocks of
kyoka sanjiirokkasen suggests that he invested (considerably) more funds in the publication than other
participants.

The book kyoka sanjirokkasen thus provides a representative example of a competition result book,
intended for publication of scores achieved by competing poets, while presenting these poets in portrait
form along with the winning poems. It is the result of quite an undertaking, since the publication features
only poems that scored eleven points or over. These number around 450. Since the whole range of 1 to
15 points was used by both judges, this may mean that poems receiving between eleven and 30 points
represent only two-thirds of the total of submitted poems. The poems that scored ten or less did not
make it to the final publication, yet had been gathered, read out loud and judged just like the other poems.
The book thus represents an even greater body of poems than is actually published. The number of poets
involved in the competition as a whole, the organization and the finances, give an insight into the scale of

the &yoka world at this stage, a matter that will be further elaborated on in chapter five.

Shoshikai gazoshi, selected by Garyoen Umemaro
Shashikai gazshi 4 VS EHREE (‘Collection of illustrations of the gathering of the elders’) is a collection
of kyoka submitted and judged at monthly gatherings of the second month through the ninth month of

Bunsei 8, 1825. The poems are judged almost exclusively by Garyoen Umemaro FAFE[FHEE (sometimes

199 For a detailed description of such an announcement, see section 4.2.
290 pyblished by the Gogawa in 1822. Uramasa is portrayed in artisan’s outfit on sheet 31 verso.
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also read Garyien, 1793-1859, KJJ. p. 26), leader of the Hanazonoren {E[&E# (‘Flower Garden’ group).
The term book is perhaps not entirely appropriate for this fascicle?!, as it appears to be incomplete. The
front cover is present, yet seems to have been applied later. It does not carry a daisen. A preface is lacking,
as is a title page. The fascicle, of hanshibon format, consists of 88 ¢hd filled with some eleven or twelve
vertically printed &yoka per page. The bashira features the logo of the Hanazonoren (a side view of a plum
blossom styled from three hiragana characters no 00202) and a numbering that starts at one and runs to 87,
the last cho lacking numbering, There are no illustrations. There is no separate page with a fixed-format
colophon, but the last page does give the title (and the fact that the volume ends here), a date: ‘Cut in
Bunsei 8, year of the cock, season winter’ (SCBU\ P Z=4ZI|[K), and the owner of the blocks - being the
Hanazonoren.

The overall setup of this fascicle, divided in months, with the poems per month subdivided by
theme, and the poems per theme subdivided according to awarded points, reveals this publication as based
on fsukinamishi. The publication can in fact be regarded as a collection of #sukinamishi, as it assembles the
results of the second through the ninth month.?03 The fascicle is, however, not a convolute consisting of
separate fsukinamishi bound together (which is also commonly encountered). The poems were likely
gathered over the months, yet prepared for publication all at once. This is evinced by the fact that the
numbering is continuous and new sections per month do not start on new pages.

Every section for a month follows the same pattern. A section starts with the number of the
month, followed by the word kendai FE&, ‘subject(s)’. Underneath that is the name of the selector: in this
case “Garyoen sen BAFEFEHE”. Then follow the poems, divided per subject. The subject is written in the
upper part of the page. Underneath the poems is the go of the composet, sometimes preceded by his or
her place of residence. The poems are listed according to points awarded, starting with very few of high
merit - the maximum is fifteen, although thirteen or twelve is often the highest score per subject -
followed by relatively large quantities of poems that scored ten points, then eight. Poems that scored
lower than eight are not listed. To take the section for the ninth month as an example, the total number of
poems, 223, divided over seventeen subjects, fills nineteen pages. I estimate the total number of poets to
be below one hundred, since many poets appear twice or more under the various subjects. Out of 223
listings, 77 are noted with a place of residence outside Edo. Examples are Sendai (fili % '), Nikko (H Jt),
Mito (X I), Suzumenomiya (%€ / X ¥) and linuma (£ & X =). The last three poems under the last
subject are by Garyoen himself, and are marked with a little circle, placed before the first of the three. The
last five poems listed for this month are in the #za section, which was judged by one Seiryakan 75 .

The subject chosen for these poems composed at the scene was Matsuchiyama bosetsn 15 FLILIE 5

01 The copy used is the only one known to me, held in the National Institute of Japanese Literature, inv. no. 72-
130.

202 Cf. Carpenter (Ed.) (2008), p. 214.

203 The first month will have been skipped due to New Year’s kyoka meetings. Why the ninth month is already
the last to appear in this volume is unclear to me.
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(‘Evening snow at Matsuchiyama’ - the temple complex in Asakusa). The highest score of fifteen points
was achieved by Sairaikyo Mibutsu. The last poem of the #ga section, too, is by Umemaro, and is again
marked with a circle instead of points, since he was - of course - bors concours.

It is not entirely clear why the title Shashikai gazoshii was chosen. The word shdshikai (sometimes
pronounced shishie), designates a gathering of ‘elders’, who celebrate their old age (and apparently
appending wisdom).2** The subjects treated in the monthly competitions held by the Hanazonoren,

however, have little to do with this theme. To take the gathering for the ninth month as an example once
again, the subjects treated here are mostly related to the season. For instance, finyu dibutsn 2B (‘winter

animals’), fiyu shokubutsn ZHEH) (‘winter plants’), and kggarashi KHE (‘autumn/winter wind’).
Furthermore, the word gazoshi fuels the expectation of illustrations, but these are absent in this volume. It
is interesting to note, however, that Garyoen’s Hanazono poetry circle commissioned a series of surimono
with the series’ title Shashikai bantsuzuki (A series of elders of poetry’) for the year 1821 or 1822.205 These
were designed by Totoya Hokkei, and revolve mainly around famous waka poets of old such as Fujiwara
Shunzei, Fujiwara Teika, Ono no Tofa /NEFIE A (894-967) and the renga 3K (linked verse) poet
Botanka/Botange Shohaku #EPHE H #1 (1443-1527) (a notable exception is Tomoe Gozen ELHIFT (n.d.,
late Heian period), who is known better for her military feats). The subject, or at least the title, must have
remained popular with the group, yet the link to the poetry in the book that was printed three or four
years later is not evident.

In conclusion, the fascicle that goes by the title Shdshikai gazosh# provides insights to the workings
of a kyoka group and its competitions. Like Kyoka sanjrirokkasen, it gives an idea of the number of
contestants that participated (each month, in this case), how many of them resided outside Edo, and what
kind of subjects were treated in the poetry - for the middle of the Bunsei era at least. Furthermore,

Shoshikai gazoshi also shows that illustrations are by no means omnipresent in £yska books.

3.3.4 Examples of kyoka information books

Hama no kisago, edited by Moto no Mokuami
The book Kyika hama no kisago JEHRIE D & & Z, edited by Moto no Mokuami JEAKE (1724-
1811), serves as an early example of a kyika information book. It was first published in the spring of the

third year of Tenmei (1783), quite early on in the development of Edo £&yoka, by Tsutaya Juzaburé in Edo,

204 According to Alfred Haft’s research, the term shashi stems from the Chinese term shangchi and is “thought to
have originated with the Confucian Classic of Rites (Liji, J. Reiki [#LF]), but the Chinese poet Bai Juyi (J.
Hakurakuten) seems to have first applied it to a cultural gathering in 845 CE, with Japanese aristocrats adopting
the idea by 877 CE. (Carpenter (Ed., 2008), pp. 214-215.)

205 No later than 1822, since three prints from the series are in the collection that Blomhoff brought back from
Edo in the summer of 1822: see Kok (2003). Illustrations to be found also in Rappard-Boon and Bruschke-
Johnson (2000), p. 165 and Carpenter (Ed., 2008), pp. 214-215.
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together with three other book shops from Edo, Osaka and Kyoto.2¢ It can be typified as an information
book in the sense that it serves as a guide to &yoka of classic quality, and works as a manual on how to
successfully compose &yoka oneself. In Edogyokabonsenshi kankokai (2007), Kyoka hama no kisago is listed

as a book in the category of kyikaron JEFKif, or &yoka theory books, that is sometimes used in Japanese

terminology.2” One could also say that it has properties that place it in the category of ruidaishi FARESE,
books listing superior poems by theme and subject. The term ruidaishi is used in Japanese terminology
with regard to poetry in general, not specifically £yoka. Since I focus on the overarching purpose of
informing the (amateur) £yoka poet, and since many of these books contain various types of information,
I use the term Ayika information book without further subdivision.

The title Kyoka hama no kisago translates as “Kyoka Shells on the Beach”; £isago is a sea snail, Lat.

Uniboninm mondlifernm, a seasonal poetic word for Spring. The title obviously refers to the guide to waka

composition that was published under the title Hama no masago V8D 'E & Z (‘Sand on the beach’). This

popular guide to waka was edited by traditional poetry master Ariga Chéhaku A8 &AA (1661-1737), who
was known for his practical poetry guides. Though consisting of seven volumes bound in seven fascicles,
it was widely used, especially by beginners, since its first publication in Genroku 10 (1697). Hama no masago
was reissued many times, and was no doubt known to every &yoka poet. The ‘kyoka version’ kyoka hama no
kisago clearly sold well too, for it was reprinted in Kansei 12 (1800), Bunka 6 (1809, two variations known),
and again much later, in Meiji 14 (1882). 208

Kyoka hama no kisago provided very practical tools for enthusiasts to study and compose &yoka. The
small book (a 4ohon /NS measuring only c. thirteen to fourteen centimeters in height, depending on the
edition) contains the following elements: a preface by Yomo no Akara (Ota Nanpo),2? in which he uses
the phrase bama no masago, a poetic phrase in itself, but undoubtedly referring to the mwaka guide mentioned

above. Then a table of contents (mokuroku H$%) that list the eighteen sections in which the main content

of the book is divided. Before section one begins, however, an elaborate legend (hanrei JLIF) of eleven
pages gives diverse advice on how to use the book, how to go about composing &yoka, followed by
examples of some &yidka classics, with short, theorizing explanations. At the end of the hanrez, there is a

short list of words to avoid, and suggested reading, among which the “old” anthologies by Gyofa, Mitoku

and Ikeda Masanori (#fl FH IEZX, also read Ikeda Seishiki, n.d., a pupil of Matsunaga Teitoku {1571-1653}).

206 Information from the database of the National Institute of Japanese Literature. The copy held in Otsuma
Women’s University, Tokyo, published in or after Kansei 3 (1791), is annotated and transcribed in
Edokydkabonsenshii kankokai (2007), p. 4-27. I use the copy held in Waseda University Library, a reissue of
Kansei 12 (1800) according to the table of contents and the colophon, as a reference (inv. no. ~~09 01413;
http://www.wul.waseda.ac.jp/kotenseki/html/he09/he09 01413/index.html)

27 K obayashi, F. (2009), p. 159, uses the term ‘kyoka ‘how-to’ book’, or “kydka etiquette book’, ST H 1L #
kyoka sahosho.

208 Database of the National Institute of Japanese Literature, and Edokyokabonsenshii kankokai (2007), p. 4. The
reissues were published by Tsutaya’s firm, in collaboration with various other publishers from Edo, Osaka and
Nagoya.

291t is perhaps for this reason that he is often mistaken for the author of the book.
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The hanrei is followed by eighteen sections on various poetic themes, starting with “the four
seasons” (shiki VUZE). Then follow various poetic themes such as, “love” (koi Z%Y), several religious subjects,
“travel” (tabi Jik, specifically the Tokaido HYFIE). This first section gives only example poems (hikinta 5|
1), whereas the next twelve sections also give a list of useful words and phrases from example poems
(hikinta kotobayose 51 FF 5 % L ). These are sometimes listed according to length (two, three or five
syllables), or listed according to first syllable, in the order of the 7roba. Section fourteen gives an overview
of words and phrases that connect well to frequently used subject words, such as mountain, sea, bamboo,
shells, bridge, wind, rain, ink stone, et cetera. Section fifteen?! gives some very practical hints: a table of
the preferred forms of ana to be used, and an illustration showing the way to fold and inscribe a sheet of

paper when submitting a poem (fig. 5). Section sixteen gives hints on the correct typography and

orthography of kana, such as their relative size in combined syllables. Section seventeen explains the
correct usage of particles (feziwoha, here shortened to feniha T %E). Section eighteen lists the one

hundred themes and subjects that appear in the book Horikawa hyakushudai kyokashin )| &5 3 & BESE K

£E of 1671, by Ikeda Masanori, that was recommended in the hanrei. In the afterword, Moto no Mokuami
explains how he “picked up words that are equal in number to grains of sand on the beach [bama no
masago], and gave this book the title Hama no kisago” - again referring to the waka handbook that served as
an example. He goes on to state that this book should serve as a handbook for beginners who want to
compose “zarenta”. The 1800 reissue contains advertisements that list a supplement (“H§#f zdh0”) to
Hama no kisago, also selected by “the old man” Moto no Mokuami. This chihon-sized volume is mentioned

as containing poems that did not make it to the first edition.

210 The numbers of sections fifteen through eighteen are missing or incorrect in the main body of the book. The
contents do, however, correspond with the table of contents.
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Fig. 5. How to propetly submit a &yoka poem, including instructions for folding the paper. From Hama no
kisago (sheet 45 verso), copy held in Waseda University Library, inv. no. Bunko 18 01027, last sheet recto.

Judging from the existence of vatious reprint editions, commercial publisher Tsutaya had cleatly
made a good decision to publish this book. There was a market for this type of practical guide. One might
say that this book could work as a counterpart to the deluxe anthologies that Tsutaya also published. On
the one hand, &yoka enthusiasts could admire the poems of renowned poets, while on the other hand one
could teach oneself how to aspire to the same level by studying the £yoka guide. In an advert found in
another of Kisshi’s information books, &yoka shoshinsho SEFKK TS (‘Commentaries for beginners in kyoka),
published, also by Tsutaya, in 1790, Hama no fisago is commended as ‘A book for beginners [in &yoka| to
depend on’ (shoshin no tayori to naru hon nari )LD T XV & 72 A 7% 1)) 211 The Kansei 12 reissue of
Hama no kisago seems to also have been marketed by Tsutaya already during the planning stages, for it

appears in a well-known illustration that depicts his shop, found in Azuma asobi that came out the year

before (tig 5).

21 Waseda University Library collection, inv. no. Bunko 18 01027, last sheet recto.
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Fig. 6. Illustration in Azwuma asobi (1799), illustrated by Katsushika Hokusai. Depicted is the book shop
Koshodo (Tsutaya Juzaburo). On the right are announcements for books on sale. To the far right is Hama

no kisago, listed as “kyoka yomikata shosatsu 38 K D372 /M, meaning ‘how to compose &yika, kobon,
one volume’. Copy held in Waseda University Library, inv. no. 7-05_03829.

In conclusion, &yika hama no kisago gives us an insight into the practice of &yika composition from
the early Tenmei period onwards. It provides practical advice on how to go about composing &yoka, how
to write the propetly, and how to submit them to a judge or teacher. The selection of example poems also
gives an insight into the &yoka poets that inspired author/editor Moto no Mokuami: mostly (Kamigata)
kyoka poets from the eatly to mid Edo period. The small format of the book clearly indicates that the
book was intended for practical use. Furthermore, the fact that such a guide appeared in print indicates
that, by the early Tenmei period, £&yska composition left the small circles of pioneers who exchanged their
knowledge among themselves, and &yoka composition was becoming something that enough people

aspired to, to justify a printed guide to appear.

Kyokakei, edited by Shikitei Sanba
There is probably no book that gives more practical information on the world of &ydka than

Kyokakei YLK (Kyoka lineage), edited by Shikitei Sanba. Tt was published and re-published by the firm of
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(the late) Tsutaya Juzaburo, in collaboration with other publishers.?!2 It is comprised of two volumes,
shoben R (chithon, one fascicle, published in 1803) and &dhen % (two fascicles, published in 1800).
Kyokakei gives very practical information on the leaders and judges of the main &ydka poetry groups.
Several pieces of information are given per judge: the digs 75 (studio name); a short bibliography; his
address (by approximation); ten of his best poems (with subject); one page filled with an overview of seals
and signatures, marking habits, and former pen names; followed by a page filled with ten poems that this
particular judge values most. This pattern is much the same for all of the three fascicles. In some cases,
the page with best valued poems is omitted. Divided over the three fascicles, data is provided for a total of
55 poets (shohen: 26 poets, kohen 1: fourteen poets, £dében 11: fifteen poets). Thus, an aspiring poet had
access to inside information to the style and taste of many judges, and could adapt his or her own style to
better suit a particular judge, whether at a contest or when requesting membership of a group where this
particular judge was part of. In Edogyokabonsenshi kankokai (2007), Kyokarkei is listed as a book in the
category of meikan 44 ¥, or ‘mirror [overview] of names’ that is sometimes used in Japanese terminology.
Just like in the case of Hama no kisago, one could also say that it has properties that place it in the category
of ruidaishi $EEEE, books listing superior poems by theme and subject. Again, for reasons of clarity, I
use the word &yoka information book without further subdivision.

Shikitei Sanba was a famous Edoite in his time. Not only because he wrote many popular
books,?!? he also owned a drugstore in the Honcho district of Edo, where he sold mainly a home-made
lotion called Edo no mizu (‘Edo water’).214 Sanba is hardly if ever found in &yoka competition result books,
but apparently he has a good overview of the &yika world and the foremost players in it and he feels
confident enough to edit a book on &ydka poets and their practices in judging poetry. Judging from the
wealth of information, it seems that Sanba met with, or at least corresponded with, all the poets who
featured in his Kyokakei issues. Otherwise, one would say, he wouldn’t have been able to gather their
personal handwriting as well as signatures, logos and favorite poems.

Kyokakei was an apparent success. In the following years, the book was not only reissued, follow-
up publications also came to the market. In 1816, Haikaikake: YEiE ki (‘Haikaika lineage’) was published,
largely set up along the lines of Kyokake:?'> This book was also edited by Shikitei Sanba. The publisher

212 The first edition is unknown to me. Later editions are published by Tsutaya and several publishers from the
major cities. I therefore assume that the first edition was also published by Tsutaya, perhaps together with other
publishers. The copies known today are of the chithon format - most about 19 centimeters in height - but it is not
clear whether the unknown first edition was also of the chithon format. For reference, I use the copies presented
in Edokydkabonsenshi kankdkai (2007), p. 115-184 (held in the National Diet Library), the copies held in the
Waseda University Library (http://www.wul.waseda.ac.jp/kotenseki/html/he09/he09 02839 0001/index.html,
inv. no. 09 02839 0001 and http://www.wul.waseda.ac.jp/kotenseki/html/he09/he09 02839 0002/index.html,
inv. no. *~09 02839 0002).

23 _eutner, Robert W. (1985).

2% Edo no mizu supposedly made oshiroi 3L 5\, whitening powder for the face, stick better to the skin. The
very shop sign of this drugstore that Sanba ran from 1812 has survived; see Ishikawa and Ishiyama (2006), p. 71.
215 Presented in Edokyokabonsenshii kankokai (2007), p. 259-326. The term haikaika, otherwise pronounced
haikai (no) uta, was used as an alternative for the term kyoka, referring to section nineteen of Kokin wakashii,
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was Yorozuya Tajiemon (Rankodo) & B KK A (75 5E) (n.d.), who published more of Sanba’s
works, in collaboration with Nishinomiya Yahee P8 #8S&f (n.d.). He had also collaborated on the
publication of Kyskakei, and acted as owner of the copyright, since he was keeper of the blocks. In the
advertisements in volume two,21¢ an announcement is made for volumes three and four of Hazkaikakei to
be issued. These are, however, not known to exist. Furthermore, a complete “re-selected” edition of
Kyokakez, in five fascicles, is also announced. Kydkakei in its original setup, with volume one in one fascicle
and volume two in two fascicles, is also still available through Yorozuya, according to the advertisements.
Sanba’s book was clearly a steady seller, though it apparently needed updates to keep up with the
developments in the world of kyika.

The formula used by Sanba was successful, and was copied in later years. In 1837, Shin kyokake:
BIEIRSE (‘New kyka lineage’) was published.2!” This book was not edited by Shikitei Sanba, but by
Shakuyakutei Nagane. Furthermore, it appears to have been published privately. At least, no colophon is
known to exist, and clues as to who may have published this book are absent. Shin kyikakei consists of
two volumes, bound in a total of four fascicles. Nagane, one the foremost judges around this time, gives
credits to “Shikitei’s Kyokakes” in the preface. For good reason, because the book completely follows the
setup that Sanba devised.

The difference between &yika hama no kisago and Kyokakei and its derivatives is the obvious
emphasis on the persons on the &yoka scene, rather than the poetry itself. To use a popular phrase: “It is
not about what you know - it is about who you know.” Kydkake: provided practical information on how to
be successful in the world of &yoka, more than how to be successful at &gyoka composition as such. This, in
essence, typifies the changes that the genre of &yika went through over the years. Despite the differences
in information given, both &yoka hama no kisago and Kyokakei serve as examples of &yoka information

books as a separate type of &yika book, that met the demand for useful information among amateur poets.

3.3.5 Conclusion on functions and categories

Despite the various differences in appearance between &ydka books from different decades, strong
similarities in specific reappearing elements of content matter have lead me to distinguish three categories
in kyoka books; The ‘kyoka anthology’, the ‘competition result book” and the ‘&ydka information book’.
This division is based on the functions of the various &yoka books. The three categories are illustrated
with the use of examples from different moments in the evolution of Edo &yika. These examples show
both constants and variations that occur over time. The variations reflect the overall evolution of the
kyoka world. Thus, the distinction of categories allows for a clearer definition of general £&yoka practice

and the &yoka audience in earlier and later stages of its development. Furthermore, the proposed division

where the term was applied to “‘unconventional verses’. The term haikaika was favored by Yomo Utagaki
Magao; as explained by McKee (2006), p. 20.

218 Eound in the copy presented in Edokyokabonsenshi kankokai (2007), held in the National Institute of
Japanese Literature.

27 presented in Edokyokabonsenshii kankokai (2007), p. 185-257.
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in categories allows for a clearer understanding of the functions of &yika books presented in other

publications.

3.4 Conclusions kyokabon

Kyokabon are the outcome of a development towards recording poems of a certain quality. Despite the fact
that the genre of kyika stems from a less than serious approach to poetry, the fact that kyika were
recorded attests to the fact that the quality of certain Ayika poems was recognized and appreciated. For
kyoka poets of any era, recording poetry was a natural thing to do. The poets were after all generally well-
educated and well-read. The step to publication is not very large, especially when it concerns manuscripts.
When printed publications became available to ever larger strata of the population, &ydka written by poets
from Edo soon emerged in various forms of print. Woodblock prints carrying &yoka poetry - i.e.
Kyokasurimono - were as a rule exclusively privately commissioned. Books, on the other hand, were also
marketed commercially. Kyika as a genre was well-represented in the publication landscape. Prints and
books carrying &yoka may account for only a small portion of the total production of printed materials,
the average quality is high.

The investigation of &ydka books greatly contributes to our understanding of the actions of &yika
poets and poetry groups, and thereby discloses a social aspect that is hardly apprehensible from surinono
alone. The various elements, such as prefaces, illustrations, poetry sections and colophons contain
information on intentions on the part of &ydka masters and their followers. Kyoka books range from
relatively simple, unassuming publications to lusciously color-illustrated deluxe publications, depending on
their functions and intended readership. A defining characteristic of the genre is the relatively large
percentage of privately commissioned publications, especially from the late stages of &ydka popularity.
These private publications were made possible by the well-organized £yoka poetry groups, and the relative
wealth of members of these groups - or at least the wealth generated by the group as an entity.

The investigation of &ydka books also contributes to our understanding of the evolution of &ydka
as a genre. The identification of three distinctive categories within &yoka books helps make the changes in
the world of &ydka visible. Shifts in publication numbers for &ydka books of the respective categories
reflect shifts in &yoka practice and audience. For example, the partial shift from commercial publications to
non-commercial publications can be regarded as a result of the increasing popularization of £yoka. The
kyoka world is as it were a lot more open to amateurs who wish to participate in this literary activity. The
relation between the poet and the audience changes, also because information on how to compose better
kyika, and information on how to behave in &yika circles is disseminated through &yskabon. The rising
numbers of publications and the rising numbers of poets listed in competition result books are testament
to the increasing number of &yoka enthusiasts. The poetic themes and illustrations shed light on the
cultural interests of &yoka poets. This aspect will be further elaborated on in chapter six, but it suffices to
state here that changes in the nature of &ydka as a poetic genre are also reflected in the illustrations in

kyika books.
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3.5 Conclusions to introduction of research material surimono and kyoka books

The premise of this thesis is that in order to understand swrimono as the outcomes of a large-scale network
activity on the one hand, and a specific cultural current on the other, it is necessary to investigate not only
the surimono themselves, but also &ydka books, for the latter provide additional data that cannot be
obtained from surimono alone. In the previous and the current chapter, therefore, the main research
materials treated in this dissertation, surimono and kyokabon, have been introduced. The outline,
categorizations and examples given for both are intended as general explanation, yet also cater to the
specific use of these research materials with regard to the questions posed in this thesis. As I have stated
above, surimono have received considerable scholarly attention outside Japan, yet for the case of &yoka
books, a more elaborate treatment - especially concerning content rather than form - was lacking. The
introduction of surimono and kyika books will serve as a foundation for my argumentation in the following
chapters, and will be frequently referred back to.

In order to study how the &yoka poetry networks functioned, subject of the next chapter, surimono
and &yoka books cannot be regarded in isolation. It is clear from surimono, in particular from large surinmono
carrying many poets’ names and s#rimono issued in series carrying poetry circle logos, that there is a system
of group affiliations. The data that can be extracted from surimono alone, does not paint the whole picture.
Kyoka books, presented and explained in chapter four, are the key to understanding the way in which &yika
groups functioned. Kyoka books are complex material too, and have therefore received a dedicated
dissection and categorization. The data, both textual and visual, extracted from A&yoka books provides the
means to uncover the networks of £yoka poets and their activities. The functions of books in the
respective categories I have proposed correspond to demands from the larger £yoka society that, again, are
not fully clear from studying surimono alone. Kyoka books are the foremost research material for the
investigation of kyika networks. When researched in connection to surimono seties, it becomes possible to
understand the various poetry network projects, the stratification between poets, and how surinono should
be regarded within the total output of &yoka networks.

Form and content of surimono and kyoka books provide different information on the way in which
kyoka poets handled classical themes and voiced their cultural nostalgia; the subject of chapter five. The
intricate text-image relations in surimono serve as examples of how classical content was (re-)interpreted,
whereas &yoka books rather give information of the form that poets adopted for their organizations and
practices. Surimono, specifically series of surimono that take literary classics as a theme, provide us with
visual and textual data on the reception and reconsideration of literary history, be it Japanese or Chinese.
Kyoka books, on the other hand, allow for a study of the custom of emulating classical poetry gatherings.
This is not to say that the form of surimono is of no importance to this study - on the contrary: the
material qualities, shape, iconography, et cetera. are in turn related to the theme of reception of the
classics. The same is true for the content of &ydka books: the titles, themes chosen, the subjects of
illustrations, et cetera. reflect the thematic interests of &yoka poets. Both content and form of surimono as
well as &yoka books will therefore be used for further investigation of how 4&ydka as a popular poetic genre

reflects the literary and cultural interests of those involved.
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Chapter 4: Expanding circles: kyoka networks

4.1 Introduction

A new literary vogue in Edo in small circles

The wortld of &yoka is one of social connections. The sudden success of &yoka in Edo can be attributed to
the fact that the genre provided an opportunity for cultivated people to connect and collectively enjoy a
mix of literature, clever wordings, competition, cultural tradition, and social interaction. These were the
ingredients in the early days of Edo &yoka and, despite a shifting emphasis, these ingredients were still in
the mix near the end of the genre’s popularity. A small circle of pioneering poets soon attracted an
increasing following. Poetry masters later branched off and formed new circles, though always maintaining
connections to other circles of the same era. Rarely does one find &yoka-related materials that do not
display some kind of proof of an underlying network. Those networks are apparent in su#rimono and
kyokabon that feature poets belonging to different circles. Surimono albums, for instance, document

personal connections between poets.2!8

Competition poetry: the essence of kyoka practice

The cultural tradition of convening for the composition, judgment and enjoyment of poetry was
strongly present in Aydka gatherings. Kyoka may have started out as a new literary vogue, yet in terms of
execution - both in its poetic form and in its formulaic style of gathering - gyoka soon conformed to
standards set in previous centuries. There is an obvious preoccupation with scores, especially in 1820s thru
1840s. Competition announcement flyers of those decades tell us that high scores resulted in many
benefits: prizes were awarded, chances of being published increased, books were handed out free of
charge to those who made the cut, and one could climb in the ranks. At gatherings, competing poets saw
eye-to-eye; who are the opponents? How strong is the competition and what are the rankings? Gatherings
were also events that attested to the scope of the network. Despite the genre of £yoka hinging on strong
competition among poets, in essence all participants - often from all over the nation - contributed to the

same cultural movement.

Scale of the kyoka world

What had started as an unorganized group of jaunty poets evolved into a nationwide society

218 Other primary material that comes to mind is paintings on silk incorporating kydka poems, written by major
poets in their own handwriting. A number of these are known, for instance painted by surimono designers such
as Kubo Shunman, Ryiirylikyo Shinsai, or Katsushika Hokusai. Even when these are inscribed by various kyoka
masters, such as the example in the National Museum of Ethnology, Leiden, The Netherlands (inv. no. 6044-1),
it is not known whether these poets were all present on one occasion and inscribed the painting then and there.
Another possibility is that a painting circulated among these kyoka masters for a while before returning to the
artist. Also, the function of these paintings is not exactly known. A possibility is that such paintings served as
prizes to be won in a kyoka competition. Thus, such paintings seem to document personal connections, but for
lack of certainty with regard to their conception, will not be considered here.
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over the period of a mere decade. By the turn of the eighteenth century, the gentre operated at an
impressive scale. This expansion is reflected in the prints and books that were published. Owing to
present-day online databases, it is possible to provide some actual numbers, both absolute and relative, to
substantiate this statement. Once the growth of the £ydka world is visualized, it is possible to make a
comparison to the publishing activities in other poetry genres. Moreover, establishing a growth line helps
to understand the relative weight of &yoka publications of a particular year. For instance, one surimono of
the Kansei era featuring a list of fifteen poets can be understood to represent - percentage-wise - a
relatively larger portion of the &yoka world than a complete series of surimono of the Bunsei era that
features 50 poets, since the overall £yoka world had become so much larger by that time. Understanding

the evolving scale of &yoka puts the material output in perspective.

Connections between people, on various levels

Kyika allowed participants to shape social bonds outside the family, professional or geographical
vicinity. The often repeated statement that the genre created an environment in which social standing was
of no consequence needs to be critically reviewed. Indeed, &yoka materials contain proof of the fact that
different social groups interacted through the activities generated by £yoka circles and networks. The same
materials, however, can and should be presented as proof of the assumption that boundaries of class and
status were not entirely eclipsed. This investigation first requires an outline of how class, status and social
identity were defined during the late Edo period. This approach results in an enhanced understanding of

what it was that connected &ydka poets, and what continued to separate them.

(Personal) Social connections

Kyoka books and seties of surimono offer information on the general circumstances of connections
between poets in circles and networks. One could say that each poet was part of a circle, thereby part of a
network of interconnected circles, and eventually part of the entire &ydka society - by which I mean the
combined total of all people actively involved in &yika. Being listed on a banzuke confirmed a poet’s
ranking within a circle, featuring in a &ydka book that circulated in the network confirmed a poet’s position
in that network. Being presented in a more general information book - perhaps commercially published
even - can be seen as confirmation of a poet’s importance in the entire &yika society.

There is less material available to provide an insight into the personal connections of a single poet.
Granted, privately issued single surimono, of the kind we mostly encounter before 1800, do give some idea
of direct personal connections between fellow poets who appear together on these prints. More complete
data on personal connections is found in su#rimono albums, of which a small number survive intact.
Through the prints collected in such albums, and the connections they represent, it is possible to plot the
position of a poet within his or her circle, in networks and in the larger £yoka society. Other than most
printed &yika materials - numerous though they may be - albums offer case-by-case information from the

petspective of a single poet.
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In this chapter, the network structure behind the &yoka genre will be discussed, supported by
representative examples of the variety of kyika materials specified above. It is through the investigation
of a combination of primary materials that the workings of the &ydka competition become evident. The
system of &yoka masters, their circles, and networks of circles as such does not seem to go through major
changes, although the level of organization certainly rises. The evolution of &yoka society in terms of scale
provides the necessary perspective on the relative impact of the genre at advancing stages of its
development. It is in the light of these circumstances that the social and personal connections can be

investigated, all with the ultimate aim of understanding how these networks functioned.

4.2 Competition: The essence of kyoka practice

4.2.1 Historic background of poetry competition

A constant factor in the history of Japanese poetry is its competitive element. When &yoka
became popular, it had been common for many centuries to gather for a poetry match and recite poems.
The center of these activities was the imperial court. Traditionally, waka poems were often judged by
poetry masters who presided over the gatherings, judges providing a motivation for their rulings. The
traditionally rather fixed nature of poetic conventions provided the possibility of judging the (technical)
quality of poems somewhat regardless of personal taste.

Kyoka poets continued, or perhaps I should say mimicked this tradition to a great extent. Kydka
matches, &yoka awase JERR A, were similar in form to traditional #7a awase. The organization of kyoka awase
becomes more institutionalized some decades into its renewed popularity in Edo, in congruence with the
growth in participation numbers. It is noteworthy that the genre that first seemed bent on throwing
traditional rules with regard to poetry out the window later appears to conform to the very traditions
shaped over centuries. I use the word ‘appears’, since a comparison of the objectives of a classical #a
awase with those of a late-Edo &yoka awase reveals many differences. In aspects of form, surely, the latter
resembles the former. While both could be said to represent a form of collective literary appreciation,
both also differ considerably in terms of practicalities, poetic content, and sentiments that are aimed for.

A major difference between classical gatherings and &yoka competitions is the strong emphasis on
individual scores in the latter.2! The competitive element is specifically present in &yoka materials of the
1820s and 1830s. The system for keeping scores ensured that the qualities of participating poets could be
calculated with mathematical precision. This not only applies to single occasion competitions. Points
received by poets competing during an entire year of monthly &yoka competitions would be meticulously

recorded. This meant individual poet’s qualities could be measured, and poets could be ranked accordingly

219 A5 T have mentioned before, this tendency is also seen in haikai circles. A further comparison of emphasis on
individual scoring between kyoka and haikai is, however, beyond the scope of this thesis - and beside the point
here.
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(treatment of the related primary materials follows in the sections below). For the participating poets this
meant being able to monitor personal progress. In spite of the mechanism geared towards objective ruling,
taste matters of course, also in &yoka. Judges will not have been able to judge the poems submitted to

them completely objectively. Within the genre of &yoka, different schools and currents existed - hence the
listing of individual &ydka judges’ favorite poems in Kyokakei (see section 3.3.4) - and surprising variations
in scores can be seen in the number of points awarded to one and the same poem by two separate judges
who judged at the same poetry match. Competition result books as presented in the previous chapter

make this abundantly clear.

4.2.2 Competition announcements: much to be won

For kyika enthusiasts, competition events offered many enticements. Leading up to competition
day, there was the apprehension of submitting poems and hoping scores would be favorable. The day
itself saw the excitement of donning an appropriate outfit, engaging in a sort of cultural role-playing even,
savoring cultural roots and interacting with kindred spirits. The main climax was no doubt the moment
when one’s poem was read out loud before the judge(s) - if it was good enough to deserve mention at all -
and hearing the subsequent comments on its quality as &yoka. High scores meant being awarded a spot in
the intended publication - the better the scores, the better the position. Scores could also be of influence
on the general ranking for that poetry season. Receiving high scores at such events also translated to an
approval of sorts, a confirmation received from figures with a distinct aura of cultural and social standing,

the poetry masters. Furthermore, prizes, for instance a deluxe wrapping cloth (furoshiki JE\135) or writing

box (suzuribako WL5H), were to be won for those who scored above a certain fixed number of points.??
The spoils, therefore, were both tangible and intangible.

An entry fee was charged for most competition events. With the advancing level of organization,
financial systems surrounding the competition became ever more fixed as well. Ota Nanpo, in one of his
essays, mentions the poetry master Hamabe no Kurohito &% (i) B A (1720-1790, KJJ. p. 67) as the
first to charge a fee to competing poets, in order to be able to cover publication costs.??! Kurohito called
this fee “irebana NAE, literally ‘attaching a flower * (as one would to a gift). The word irebana became the
standard term for the fees charged for competition entry and can be found on many competition
announcements up until the Tenpo era. These announcements, most surviving examples dating from the
Bunsei and early Tenp6 eras, provide useful data on the practicalities of the &yoka competition. Poets

commonly paid a fixed price to enjoy the matters mentioned above. Competitions were held at the

220 Maruyama (1978), p. 71.

221 As explained in Ota’s zuihitsu (essays) Yakkodako (SXFf%5 2, or UM, the title commonly translated as
‘Footman Kite’) of 1818. See Suga (1936/1), p. 266; Hamada (1963), p. 269-272. According to KJJ, the name
Hamabe no Kurohito is a nickname give to him because he always wore black clothes and dyed his teeth black
as well. People used to call him ‘black all the way to the teeth’ (ha made kurohito £ TE N). From there, it is
a small step to Hamabe no Kurohito, ‘the blackened man from the coast’, an allusion to the classical poet
Yamabe no Akahito [LIF#7R A or 113 (i%)7R A (d. 736?) literally ‘the red man from the mountain side’).
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residences of major poets of, in the case of larger events, at venues such as restaurants. In the latter case,

the venue also had to be paid for. The irebana, therefore, came to cover more than just publication costs.??

In order to substantiate the points raised in the previous paragraphs, let us take a look at the
material specifications and contents of competition announcements. First off, an important study of both
competition announcements and ranking tables that were produced based on the competition scores, is an
article by Maruyama Kazuhiko ALIL—Z (1978). Maruyama uses the word leaflet, chirashi ©H & L, to refer
to these announcements. This word appears also in a contemporaneous preface written by Shikitei Sanba,
and seems to have been the word used at the time.??*> Kydka awase announcements, just like ranking tables,
were of a relatively fragile nature and had only the short-term purpose of notification and the slightly
longer-term purpose of recording rankings respectively, which is why not many of these leaflets survive.
Maruyama was able to study as many as 43 announcements and eleven ranking tables from between c.
1820 and 1855 (most from the late Bunsei era); I have been able to investigate just six announcements, yet
33 ranking tables, all from between c. 1832 and 1861 (the announcements mostly from the early Tenpo era,
the ranking tables mostly from around the Kaei era).

Kyoka awase announcements were printed on one sheet of paper, printed in black ink and from
one block only. They commonly measure c. 32 x c. 23 centimetres, or twice that size, c. 46 x c. 32
centimetres. These leaflets, flyers if you will, carried all the necessary information for poets to see whether
they wished to compete and if so, where and when they should submit their poems, where to gather, what
it would cost, and what kind of scores were required to get published. Commonly, somewhere in the top
middle we find a promotional blurb by the main judge, in which choice for the theme is explained, or
where a certain type of poem is advocated for that meeting. In the bottom half of the announcement we
often find a list of collaborating clubs with their place of origin. The competition announcements that
survive are mainly from the Bunsei era and onward, when the meetings are more institutionalized.
Announcements were distributed for both monthly #ukinami competition meetings and single occasion

events.

222 As explained by Ishikawa (2011), p. 337-363. It must be noted that some competitions, for instance in honor

of a deceased poetry master, required no entry fee. In that case, the number of poems to be submitted is usually
limited to three per poet. See also Maruyama (1978), p. 70.

22 In the preface to the book Kydka yomibito nayose saiken ki that came out in 1818. See transcription in
Kobayashi, F. (2002), p. 229. More on this kyoka book in section 4.3. Other words used for announcements
include 1% daisuri (‘printing of the subject(s)’), and ¥4 hojo (‘advertisement”).
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Fig. 7. Kyoka competition announcement for a single event competition organized by Kaien Umeaki. Coll.
Otsuma Women’s University (no inv. no.).

The £yoka competition announcement above (fig. 7) serves as an example of an invitation to
compete, as well as an informational sheet that provides information to poets on the specifics of the
contest.22* On the right hand side is the title given to this contest: JE @K +FFH IS — & KARENT. Kyoka
Jippyo edyishii ikkai ozumodate, which translates to ‘Collection of &yoka heroes, judged by ten [judges], one
time only grand sumo match’. The word suzo, sometimes read sumai is used since eatly on in the
populatity of £yoka in Edo, to signify matches. As is common on these announcements, the word for ‘one
time’, /&kai, means it concerns a single occasion competition event. The title Kyoka jippyo eiysishi also
served as the title for the ensuing competition result book as well as the accompanying ranking table,
which are both known to survive in the Hosa Bunko 3% /¢ 3L collection in Nagoya.2? The databases of
the National Institute of Japanese Literature provide some information: the book was edited by Kaien
Umeaki f& B (1792-1858, also known as Tatsunomon HE#IH Umeaki, KJJ. p. 24) ‘around the
Tenpo era’. Most likely Tenpo 3 (1832), since the ranking table was dated to that year, according to the
database. In essence these three documents make up a complete set of printed materials related to a

singular competition event: the announcement, the ranking table with a listing of the results, and the

224 Otsuma Women’s University collection, no inventory number.
225 | have been not been able to study the actual result book nor the ranking table myself, but I rely on the
information kindly transmitted to me by Dr. Makino Satoshi, who viewed photocopies supplied by Hosa bunko.

106



published competition result book.

The announcement reveals more information on the organization of the meeting. To the left of
the title, we find the listing of themes, judges and editors, which takes up about two thirds of the
announcement sutface. The contestants are divided into two sides, the ‘team of the left’ and the ‘team of
the right’, which is commonly, though not always the case. The subjects for the left are ‘spring’, ‘summer’,
and ‘love’. Those for the right are ‘autumn’, ‘winter’, ‘miscellaneous’. To the left of each list of judges is
the remark that there are 500 prizes to be handed out to those who score ten points or over (with one of
the judges). Each side is judged by five judges, ten in total - hence the title. None of these judges are
particularly well-known, at least not anywhere near the eight ‘proofreaders’, £dgyi 5, who are listed
below. Apparently, these proofreaders oversee the final publication and rank above all others. The list,
from right to left, consists of Shakuyakutei (Nagane), Hoshitei 5 1fi 5= (Masunari J{%, n.d., KJJ. p. 208),
Umel[no]ya /& (Tsuruko or Kakushi 57+, 1800-1864 KJJ. p. 138), Bunbunsha 3L % 4% (Kanikomaru %
T3, 1780-1837, KJI. p. 51), Garyoen FAFER (Umemaro), Sensoan ¥ B & (111, Harumura F4, 1799-
1867, KJJ. p. 175), Hanasakian /EDEHE (Yonemori, 1781-1848, KJJ. p. 243), Chigusaan T-FEJ& (1,
Moromochi s £, 1791-1858, KJJ. p. 103). Each of these is known from multiple £yoka books, surimono
and other related materials. The involvement of these &yoka heavyweights no doubt attracted many
(paying) competitors.

The remaining one third of the sheet is reserved for practicalities. The short text mentions that
one needs to score a total of at least 28 points, with at least two scotes of ten or higher, for a poem to be
published. Those who do will be presented with the ‘printed” result book, which comes ‘in an envelope’.
The banzuke and prizes for those who scored ten points or over from each of the judges will be handed
out ‘on the day itself’. Poems to be handed in by 25t of the second month at the latest, ‘opening of the
volume’, kaikan BA7, i.e. reading aloud of the submitted poems (that received high scores), on the day
that the actual meeting takes place, which is set on the 20t of the third month. This time in between
deadline and the day of the contest is necessary for gathering all the submissions, producing an
anonymized copy?%, scoring by the (large number of) judges, and preparing and printing the ranking
table.22” The actual result book includes a %z section, which indicates that final editing and printing were
done after the competition event. Even if this had not been clear, it would have been highly unlikely -
given the short time span - that the publication had gone through all the stages of editing, drafting of

illustrations, copying all poems and illustrations into the fixed layout, cutting of the blocks, printing, and

228 Seisho 5 or seishokan 11 &% (literally ‘clean book’/ “cleanly written volume”). It is this ‘volume’ that is
‘opened’ on the gathering day. Illustrations of kyoka gatherings often depict the presiding kyoka master reading
from this volume (such as in Kyoka nihon fudoki, where Gakutei is seen seated behind a low able on which the
manuscript is placed. See Kok (2010), p. 69). In this case, the seisho is stated to be the responsibility of
Kaizankyo Hideaki #L1/&55H] (n.d.). (Based on the characters in this poet’s name, likely a pupil of Umeaki’s.)
227 The time between deadline and gathering day varies, likely depending on the scale of the event. See
Maruyama (1978).
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binding, This means that the final publication was likely distributed through the same system of gathering
poems, in reverse direction. Poems could be submitted in five locations. One of these was the residence
of Shinkado K%, being the Aydka name of surimono designer Gakutei Sadaoka, in Osaka. Poems could
also be handed in in Nagoya, Sendai and two locations in Edo. One of these was operated by Shun’yutei
Umehide HEHEH (n.d., KJJ. p. 24), son of the main organizer, Umeaki, who is listed all the way in
the bottom left. The place of gathering for the &yika contest announced on the flyer under scrutiny here
is the establishment Kawachiya in Yanagibashi, a district known for its restaurants.

The cost for entering in this large-scale competition: two silver monme 4 for four poems.228 Given
the complicated currency system and fluctuating exchange rates of the Edo petiod, it is difficult to make
an estimate as to the value of two monme at the time. A contemporary source does give some idea of what
could be purchased for that sum: a small saw cost 2 monme 5 bu (effectively 2,5 monme); a small Bizen ware
(Bizenyaki i HITSE) sake jar ran 2 monme 8 bu, two “tobacco containers” for two monme.??? Whether paying
two monme for entering a gyoka contest was expensive depends entirely on the outcome. For those who
scored well, received congratulatory gifts and the honor of seeing their poems published on the ranking
table and in the result book, it was likely a good deal. Somewhat akin to a lottery, those who scored too
low to receive any rewards, must afterwards have thought they could have bought a nice little sa£e jar for
the same money. And yet, the fact that so many of these contests were held throughout the year must be
regarded as proof of the fact that enthusiastic poets gladly paid the required sum to enjoy the excitement,
the cultural interaction, and the proximity to fame at these events. In fact, some poets may have increased
their chances by submitting a larger number of poems. Another announcement, for a contest held in the
fourth month of 1832 and judged by Shakuyakutei Nagane, not only mentions a fee of 3 monme per three
poems (twice the price of the previous example), it also suggests the offers of submitting fifteen poems
for 1 nanrys FASE (nishugin —A:4R), which corresponds to some 7,5 monme - about half the price per
submitted poem.?? The relatively high fees are explained by the fact that this concerns an illustrated book,

with Yanagawa Shigenobu responsible for the “detailed designs in color”. Based on numbers found by

228 Submitting a parody on an existing poem, kaeuta %53k, was priced at three silver bu 43; three tenths of a
monme.

229 A5 quoted in Vaporis (1997), table 4. This source dates to 1833 and pertains to Edo prices, which should make
it at least reasonably accurate. Table 3 in the same article dates two 1828-1829 and lists among other things a
leaf-shaped ink stone for 2 monme.

%0 Announcement in the Otsuma Women’s University collection, no inventory number. Title: JE#E 55 5 &
Kyoka shibai hyakushu (‘One hundred poems of the kyoka theatre’). The announcement states that 100 poems by
Shakuyakutei will be added to the competition result book. A copy of the book survives in the Hosa collection,
Nagoya, inventory number J&20-12. Not all competitions were aimed at producing a result book; some resulted
in the commissioning of a wooden votive tablet, hogaku Z=%H, inscribed with the winning poems, to be donated
to shrines in the hopes of securing enduring recognition. See Maruyama (1978), p. 64. Examples of stone steles,
sekihi 114, engraved with kyoka are also to be found at temples. Makino Satoshi kindly pointed out one
example to me at Sensdji temple 7% H5F, Tokyo. Such steles were likely also the result of similarly organized
poetry events. These materials are, however, beyond the scope of this thesis.
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Maruyama for two contests, it appears that poets on average submitted around seven poems.?!

The above may serve to illustrate two points. First of all, the &yoka society of the Bunsei and
Tenpo eras was very much focused on competition. This focus is rooted in a traditional approach to
poetry and not unique to &yoka. Second, poets were willing to invest considerable entry fees to be part of
the competition. Engaging in a popular literary pastime, the recognition, the possibility of being published,
the prizes to be won, and the proximity to fame were all powerful incentives that contributed to the
justification of the financial investment. The competitive element is what attracted poets and their
combined financial means in turn propelled the &yika competition and its system of leaders and followers,

events and publications.

4.2.3 Gathering: visibility of the network

Gathering days were the basis of poetry appreciation, in &ydka as much as many if not most other
Japanese poetry traditions. Such events provided occasions for composition and instant delivery to fellow
poets and audience, immediate appraisal and inspiration back and forth. The word awase itself captures
much of this concept. Itis derived from the verb ax A 9, ‘to meet’. Its causative form, awasern, can
literally be translated as ‘to make meet’. The basic meanings of awasers, thus, are ‘to match’, ‘to compare’;
uta awase therefore can be read as ‘matching poems against each other’. I have pointed out the social
implications of this approach to poetry and literary appreciation before. The aspect that I will treat here is
the fact that (kydka) awase on the one hand shaped networks of poets, and on the other hand made the

network visible to individual members of the network.

The evolution of kyika poetry and poetry groups leads me to distinguish three stages in the
development of gatherings, in terms of network reach and density. These stages also represent a gradual
chronological development towards more formally organized structures of a larger scale. The £yoka
meetings of the eatly phase of popularity in Edo - in the 1770s - constitute a first level; that of a closely
knit network of poets who were either directly acquainted with each other, or through a common
acquaintance.??? These were meetings of a cultural avant-garde, of people who formed their private
networks of (amateur) poets. Gatherings like theirs were directed inward rather than outward; public
appeal was not the aim. Especially since the city of Edo was divided into wards that in principle housed
persons of the same birth status or profession even, these early &yoka networks will have been limited in
terms of geographical spread. Participation through written contributions may have been possible, but is
not likely to have been common. Gatherings will have been relatively undefined in setup and were likely

planned shortly beforehand in comparison to the later events.

2! Maruyama (1978), p. 72. (5.116 Poems by 681 poets and 5.242 poems by 859 poets respectively.)
232 As described by Iwasaki (1984), pp. 172-190.
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Gatherings organized by (leaders of) &yoka groups for their direct members represent the second
stage. The well-documented &yika party organized by Ota Nanpo on the occasion of his mothet’s 60t
birthday in 1783 marks a turning point away from small-scale in-crowd get-togethers. Nanpo sent out an
invitation (only) to his group members, yet so many &yéka enthusiasts responded to the invitation that a
restaurant had to be hired to accommodate all.?3> The party is described by Iwasaki and links to a remark
she makes some 20 pages earlier: “While the &yoka and gesaku writers of the An’ei era moved in a small
band of like-minded men, Tenmei writers carried their activities in large, semipublic parties and penetrated
the worlds of the theater and the pleasure quarters, and even reached the backstage of politics.”.23

It is around this same time, during the 1780s and 1790s, that groups started meeting on a regular
basis. Nanpo’s group gathered on the nineteenth of each month, according to Iwasaki.?35 Such monthly
tsukinami gatherings organized by &yoka circles were to become a standard for decades to come. In terms
of network reach and structure, there are several differences with those of friends and direct
acquaintances. As group leaders attracted more followers, the relation between poetry masters and regular
members changed. It is difficult to say with certainty how new members went about procuring
membership of a certain group. We can conjecture, though, that central figures in &ydka society may have
held a specific appeal to an individual amateur poet, for instance because of stylistic approach, attractive
publications to his name, class background of the poetry master and most members, or even just
geographical proximity. Perhaps a request to become part of the group was sent in, accompanied by some
sample poems. Even without knowing the exact circumstances, it is still discernable from printed output
of separate groups over the years that membership was not something to be changed on a whim; poets
commonly stayed in one circle for a longer period of time. Connections between the poets in these citcles
headed by one poetry master were likely quite close. Meeting every month for several years and appearing
in the same publications undoubtedly forges bonds. Gatherings of these circles therefore differ from
those attended by first and second-degree acquaintances. Nonetheless, poets attending gathering likely
knew the (poetry) names of all the participating poets.

The large-scale &yoka awase, specifically the single occasion gatherings of the Bunka, Bunsei and
Tenpd eras constitute a third stage. There was a higher level of participation from poets outside Edo.
They could usually not attend the actual gathering and basically participated at a distance by mail.?% As is
evident from &yoka awase announcements, the large-scale competition events were co-organized by several
poetry circles and sub-groups. The net was cast widely when it came to inviting participants, resulting in

contributions by &yika-lovers from all over the country. The ratio of competitors to attendants was likely

233 Twasaki (1984), pp. 204-205.

23 Twasaki (1984), p. 173.

2% Twasaki (1984), p. 178. Likely not every month of the year: The number of monthly kyoka meetings in a year
is usually ten, particularly when the various groups gain momentum. The first monthly meeting of the year was

held in the second month and the last meeting of the year was held in the eleventh month. A special New Year’s
meeting was held the first month, that not formed part of the regular monthly meetings.

2% Unless they happened to be in Edo, for instance for business. In that case, the fact that they resided in Edo at
that time is marked by the term ‘zai Edo 7E {1.J7". See Takahashi (2007), pp. 93-100.
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the most skewed in these third-stage contests. Furthermore, the day of gathering was surely the most
public in character. The venue was open to poets from various circles and it seems even poets not
associated with any specific circle could partake. The likelihood of poets knowing each other, either
personally or by their &yoka persona, was lowest in these meetings.

The participants in such heavily populated events cannot be said to form part of a fixed network.
Participation was simply too fluid from one occasion to the next. Rather, these events should be regarded
as instances of connections befween networks that belonged to the same &yoka world. On some
announcements, a common connection to the poetry circles that claimed connection to either of the two
main currents can be discerned - one being the Yomogawa, the large poetry group headed by Yomo no
Utagaki Magao; the other the Gogawa, headed by Rokujuen.??” In the Tenp6 era, after both these
tigureheads had died, the many large nation-wide competitions seem to have been less bent on one or the
other school. For poets attending the day of the gathering, part of the participants will have been known
to them through their personal poetry circle connections, yet many other poets will have been from
outside their circle of acquainted poets. Yet another cluster of poets will not have been visible at all, due
to their absence. To the individual participant, it will have been clear that the literary pastime they were
engaged in drew followers from far and wide. All these fellow participants were in search of the perfect
kyoka, which may have contributed to a sense of strong connectedness on the part of each contestant,

hindered only, perhaps, by the individual focus on personal scores.

4.2.4 Ranking tables: to be judged on one’s merits

Besides the cultural and social aspects of &yoka gatherings, there was the decidedly practical aspect
of ranking the poets by the quality of their poems. In general, the ‘pioneers’ seem to have been less
fixated on a predetermined scoring system. Composition of &yika poetry was, practically speaking, the
main objective of the day. In later decades, most of the composition was over and done with weeks before
the day of the gathering, A major practical function of the day itself was hearing the scores and receiving
the associated spoils. Apparently, only very confident poets would engage in composition at the scene, #za.
And even for the 734 segment, subjects were often pre-announced on the &yoka awase announcements,
which gave poets ample time to prepare phrases beforehand. Although prizes were made available for

poets competing in ‘impromptu’ composition ‘at the scene’, the number of poems in the #za segment in

237 The proposed rivalry between these two kyoka masters is often exaggerated. They actually collaborated on
many books throughout the period of popularity of kyoka, until their respective deaths in 1829 and 1830. They
did have quarrels, though, as evidenced by the fact that they publicly reconciled at a kaomise (litt. ‘face-
showing’; a yearly preview performance introducing the star actors scheduled for the new theater season) at the
Nakamura theater in the 11"™ month of 1817. This event was recorded in various sources, among which the
‘kabuki chronology’ Kabuki nenpyo #3#E{7F-3% (Ihara et al. (1956-1963), vol. 6). Through mediation of Ota
Nanpo, they ended their dispute (which had apparently lasted three years) over a portrayal. The rivaling kyoka
masters recited poems on the topic of reconciliation and drank sake from the same cup. The fact that this
reconciliation was a public affair attests to the popularity of these men. Kasuya (1986), pp. 243-244, states that
the event was recorded in many more sources than the three he quotes, which also confirms the impact of this
event in literati circles.
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the back of competition result books is usually meager at best.

As is often stated on announcement leaflets, a ranking table is to be distributed on the day of the
gathering to those who scored a sufficient number of points. Whether or not the positions of poets were
completely dependent on their qualities as poets, ot also influenced by their connections to the judges, ot
perhaps related to their financial support of the circle, is very difficult to determine.?’ Important is the
fact that the position of poets within their circles is revealed in the ranking tables. This provides valuable
information about the success of individual poets who are encountered in other materials such as surimono.
The possibility of climbing ever higher in the rankings and seeing one’s poem published in the (colorfully)
illustrated pages, reserved for only the best poems, must have been a great incentive for poets to work

hard on the quality of their poetry and consequently make it to the illustrated pages.

The ranking tables mimicked those of suzo wrestlers, which is why they are often dubbed ‘parody
ranking tables’, mitate banzuke .3 CTHAT. The basic format as applied to the sumo world was actually
parodied in many more worlds and applied to courtesans, actors, historical heroes, restaurants, spas (oxsen
IR IR), etcetera. Kyoka poets themselves commonly used the word &dotsurokn H Z,8% (Record of the
superiority and inferiority’). I will continue to use the word banzuke, since this is the word that is in
common use now in (scholarly) literature and databases. Banzuke issued by £ydka circles have survived in
small numbers and the majority dates from the Bunsei and Tenpoé eras, although younger examples are
also known. The earliest example listed by Maruyama dates to the second year of the Bunsei era, 1819.2%

The standard format of a banzuke is as follows. Similar to sumoé ‘stables’, the contestants are
divided into two ‘teams’, called East and West, or occasionally Left and Right (traditionally common in
poetry). In the middle of the sheet, between the columns for East and West, is a vertical bar that states the
title, names of the judges, organizer, topics, and other such practical information. The names of those
who are ranked are listed vertically in rows, left and right of the center bar. The listed names are separated
by horizontal lines, font size decreasing per row further down. The two top scorers are listed first, all the

way to the left in their respective section, as ozeks KE, corresponding with the highest rank in sumo.240

Then follow sekiwake B and komusubi /)54, one each, followed by the maegashira Aif9H, the rank

bestowed upon the remainder of the poets. The maegashira are also sorted according to score, which is

explicitly noted in some ranking tables.

2% In the (paraphrased) words of Takahashi Akinori (in private conversation, 2013): “if the scoring procedure in
one circle is perceived as unfair by participating poets, they will soon move towards other circles to compete’.
2% Maruyama (1978), p. 66.

240 The rank of yokozuna ###, currently the highest rank in suma, is said to have been introduced during the
Edo period. See Lee A. Thompson (1998) in Vlastos (Ed.). Yokozuna is actually a rank within that of ozeki,
which is perhaps why the rank of yokozuna does not feature in this banzuke. I have never encountered any
banzuke of the Edo period featuring the rank of yokozuna; the highest position - if divided according to sumd
ranks - is generally marked ozeki. The rank yokozuna does appear in banzuke from the Taishd period and
onwards, see Segi, Shin’ichi (2000), for instance p. 109.
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Fig. 8. Banzuke for a competition titled Kydka kanadehon chiishingnra S R4 F
AISBELIER (A Kyoka Treasury of 1.0yal Retainers). This document is date Tenpd
11, 1840. The then common word for ranking table, &dotsurokn, is seen straight
above the word saishu {3, organizer, in the lower section of the center bar.
Coll. Tokyo Metropolitan Library, inv. no. /J17424-22-2.

The tendency towards hierarchical arrangement of poets is encountered throughout the genre of
kyoka. The ‘parody’ in form of ranking tables was a serious matter for &ydka poets in terms of content.

Sorting based on such hierarchies is not only seen in banguke, but also on the book pages were the poems
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are listed, on announcements and on surimono. Positions of poets are almost always determined based on
rankings in relation to other poets. The hierarchy sorting is from right to left, highest points on the right.
However, the position far left is an honorary position and reserved for judges and selectors on surimono,
and in the case of A&yoka result books sometimes also for organizers. The persons placed in the honorary
positions are often marked with a small circle printed next to their name or their poem. Although judges
and selectors were hors concours and stood above the competition, even they are generally also sorted

according to a hierarchy based on their merits. This is reflected in the titles used to designate them. A
judge at a contest was called a hanja |77, kyoka masters were often called sensei or #shi KN, and the

major figures who headed large circles are designated with the term sasha 7% /-, master/teacher, a term

also common in for instance tea ceremony hierarchies.?!

Although rooted in a historic tradition, the &yika genre carried the system of scoring points and
ranking poets according to their scores to a new level, with a standard that came to be employed nation-
wide. Opportunities for engaging in &yoka competitions were manifold. The fees for competing were
relatively high, but then again, there were luxurious prizes to be won. Furthermore, care was taken by
organizers to publish the results in attractive books. The elaborate scoring system allowed poets to
monitor their progress with considerable precision and aspire to join the ranks of &ydka celebrities. The
competitive element attracted enthusiasts from all over the nation who engaged in a cultural pursuit that
was both traditional and fashionable. Gatherings provided occasions where these amateur poets would
meet members of the network of enthusiasts, who were at the same time their rivals in the competition.
And, perhaps more importantly, the masters and leaders of the poetry circles could be met and seen in
action at these events. As evidenced by the surviving printed materials discussed above, the entire system
of kyoka poetry circles, leaders and followers, competitions, fees and rewards was a successful formula,

refined over several decades and reaching its heyday - in terms of volume - in the Bunsei and Tenp6 eras.

4.3 Scale: Expanding circles

Kyoka books and surimono must be understood as products of the individuals or circles that published
them. Furthermore, these publications should be related to the respective sizes of the circles at different
points in time. Investigating just a limited number of surimono or kyoka books can result in a patchy
understanding of the networks of people who commissioned them. More books and surinono were issued
in the Bunsei era than the Tenmei era. It is important, however, to investigate reliable data on publication
numbers of both books and surimone and compare these to &yoka circle membership wherever possible.

This way, publications can be put into perspective as commissions by poetry circles of varying size and

241 poets who had the title of sasho are usually mentioned in KJJ to have received this title from soke 5257,
‘grand masters’, in Kyoto. What the claim to authority of these Kyoto-based grand masters is, is unclear to me,
and may benefit from further research.
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level of organization.

4.3.1 Kyoka expansion timeline

The expanding scale of the &yika society can be illustrated by a number of landmark points per
era. The landmarks I selected are based in part on materials that provide calculable numbers and in part
on publications or events that I consider game-changing. This simple timeline will serve as an
argumentation in itself for the rate of expansion - and decline - of the &ydka society.

In the of 6% year the Meiwa era, 1769, the first &yoka meeting in Edo was held at the house of
Karagoromo Kisshu. The poetry composed at this meeting is recorded in the manuscript Medwa jigoban
kyoka awase RN+ FHZASEIRE (Kyoka match of fifteen in the Meiwa era), dated to the first month of the
next year.?*2 In the An’ei era, the number of £&yoka meetings continued to grow.

The Tenmei era saw the first commercial publication of major &yoka anthologies.?*> Furthermore,
information books such as Kyoka hama no kisago (which was published commercially) started to appear. As
I have argued before, these publications mark a major step from limited groups of enthusiasts, to a much
wider audience. From this point onwards, interested readers and amateur poets could get their hands on
the poetry produced by the foremost figures in &yoka, without being a direct member of their circle.

During the Kansei and Kyowa eras, issuing deluxe New Year’s &yoka albums had become a yearly
occurrence for &yoka circles such as the Asakusagawa.?** Many were privately commissioned, and not
published with the intention of making profit by selling these to the general public.?*> The quality of these
albums was very high; the now mature £yoka society clearly generated sufficient funds for such
extravagance. It is noteworthy that in these albums, we already find some contributions by poets from the
provinces.2* This indicates that circles such as the Asakusagawa already had a reach that extended beyond
their district, or even the entire city of Edo. The percentage of poets from (far) outside Edo is, however,
low in comparison to the ratios seen in competition result books from the late Bunka and the Bunsei eras,
when many poets from various other cities and villages throughout Japan contributed and £yoka clubs

operated on a national level.

22 See Suga (1936/1), pp. 281-281; Kobayashi, F. (2009), p. 379; Iwasaki (1984), p. 61. The manuscript has
variant titles; the title mentioned being the most commonly used.

243 See previous chapter.

2 Kyéka albums of this era are treated in depth by Forrer (1982).

2% K obayashi, F. (2005) uses the term ‘shunkyd # 8 poetry anthologies’ to designate these New Year’s kyoka
albums. Some of these albums were produced by commercial enterprises of publishers such as Tsutaya Jiizaburd.
These include colophons and were apparently marketed to the general public as well. Kobayashi, F. (2005), p.
171, however, suggests that these albums were “clearly [...] produced without a profit motive”, even when they
include a publisher’s name. This point is inherently difficult to prove. Tsutaya was known for his
entrepreneurship, and cooperating on an elaborate publication without any profits (to him) seems
uncharacteristic. From the point of view of the poetry circle, however, making profit was indeed likely not
intended.

248 For instance in Yanagi no ito D% (‘Strands of the Willow”), issued in Kansei 9, 1797. Some poets are
indicated to be from places, for instance, as remote as Numata in present-day Gunma Prefecture.
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Meanwhile, the publication of &ydka surimono evolved from single sheet into serial publications.?*?
The Bunka era witnessed the emergence of titled surimono seties, which gradually came to be issued
yearly.2#8 Surimono series grow in size, the paper format essentially gets standardized, and more and more
poetry groups give their commissions to dedicated surimono designets.

The Bunsei era marks the heyday in the printed output resulting from organized &yoka group
activity; major surimono series in the shikishiban format were issued and a multitude of competition result
books were published - far more than commercially published £&yoka books in these years. The
competition result book Kyoka yomibito nayose saiken ki JERR X I N44 Al 5LEC (Directory of the names of
kyoka poets’) issued in the first year of Bunsei, 1818, features an overview of scoring marks that are made
to resemble the marks used in the ‘saiken’ directories of courtesans and prostitutes of the Yoshiwara. The
overview also lists the days of the month that ten £yoka circle leaders held their respective monthly
gatherings. Among them are Yadoya no Meshimori, Garyoen Umemaro, Shakuyakutei Nagane, Shofudai
Teitei (n.d. 72 B 215 %) and Dondontei Wataru. These ten figures that are listed by no means represent
the full extent of gatherings that were held during these years as several major leaders are not included in
the overview, apparently because they did not participate on this particular occasion. For instance, Yomo
Utagaki Magao, Sensoan Ichindo and Bunbunsha Kanikomaru are not listed. Furthermore, competitions
were also held in the Kansai region and elsewhere throughout Japan and major figures such as Senryutei
Karamaro (Sendai) and Tsurunoya Osamaru (Osaka) are not listed. Nonetheless, the overview given in
Kyoka yomibito nayose saiken £i illustrates the fact that a considerable number of circles were active during
the Bunsei era. Kyoka books of these years in most cases relate to the activities of one or more of these
circles. Even commercial publications published during the same period should be considered against the
background of the large-scale &ydka society of the time, and can seldom be viewed as entirely

‘independent’ from the competition.

Despite the obvious decline in the output of surimono seties and (deluxe) competition result books,
the competition still attracted many poets in the Tenpo era. A banzuke dating from Tenpd 12, 1841,
unusually states the number of poets and poems that competed on that occasion: 451 poets submitting a
total of “more than” 11.700 poems.?® It is clear from the many ranking tables surviving from the Tenpo
era that the competition was still going strong, In fact, banguke from as late as the Bunkyi U/ (1861-
1863) era survive. The publication numbers of surinono and kyéka books, however, sharply plummet from
the mid-Tenpo era onwards. This is cleatly visible in the graph presented in the next paragraph for the

case of kyika books and in appendix 111, which shows the output of surimonoe seties per era.

247 Forrer (2013), pp. 13-14, gives a convenient overview of “The development of egoyomi, surimono and related

issues”.

28 As T have mentioned before, Kobayashi, F. (2005) investigates the reasons for this development, and ascribes
it in part to government regulations with regard to color-printed books.

249 Kept in the Hosa Bunko collection, Nagoya, inv. no. KA7424-042. This number of poems per poets calculates
to almost 26 per poet on average. This seems unusually high, which may be why it is marked so specifically.
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4.3.2 Kyoka and haikaibook publication numbers

Despite frequently declared qualifications such as ‘yoka craze’, the number of book publications
in the genre should not be overestimated. The deluxe materials qualities of the &ydka prints and books
that lead to the high survival rate in collections in our time may give the false impression that the
publication output of the genre was relatively high. Contrary to that expectation, a calculation of the
percentage of &yoka related publications per period reveals that, despite an obvious peak between the
Tenmei en Tenpo eras, &yika books never exceeded 3,26 percent of the total output of titles.?>0
Comparison to the graph for the publication of books in the genre of haikai, with a percentage constantly
hovering between c. 6 and 15 from the middle of the Edo period onwards, illustrates the fact that &yoka
were never as widely consumed - at least in book form - as haikai. The graph combining the percentages
of haikai, waka, and kyika books reveals that &yoka books only (just) surpassed the publication numbers of
waka books between the Tenmei and Tenpo eras. The graphs shown here, the contents of the books, the
dissemination of surimono and the networks of kyika circles treated in the subsequent chapters point out

that the elitist pastime of a handful of Tenmei era literati would indeed gain a nationwide following,

though never shed that elitist aura.

Percentage of kyokapublications within total output of published books

;
|

Eiroku: 1558

Genki: 1570-

Tensho: 1576-

N Y b g g BN B D s b3 & T o4 DB - D - &g g2 3 b S g b o
O O« N o g DDV VW N~ C v = M o ¢ T U O ~ Q ©Q = ™M c—ﬁ - A
1 ' VL YW W YO W W W W WY W W WU NSNS MSNMNSSSASANSNSSSS S S 000 oo 0w o o
— - — — - - - — - — — — — s - — — - e - - — - —_ — - - - — -t — —
- Y - - -~ - - - -+ - - bl -~ = - X o) - = = c = " = B = - % = ‘ O e = -
8 £ £ o '8 o = = 3 B ¢ 5% B g = 35S 8 % = 4 ) < 3 ;

3 & € 2:-g -8 O a6 & P O L = R B E F Qe e L e g % 3 = ¥ o x B X
0. 8B £ £ 0 g - s O £-C =% .0 > O O o ¢ x 'g = c E g © g e £ i o
E 9 v - by L BREY. B~ ) "B . S e YT T o < C 5 > 5 W -
E 2 VU ¥ »n ¥ g - ; = T P ¥ w ¥ W o ¥ 3 2 ox x B g F -

& o w o

Fig. 9. Percentage of £ydka publications within total output of published books

250 Based on data taken from the Union Catalog of Early Japanese Books (Nikhon koten sogé mokuroku B 77 B

?i‘é(/\

E#8 4 H &%), hosted by the National Institute of Japanese Literature (NIJL), on March 31, 2011

(http://basel .nijl.ac.jp/~tkoten/about.html). The percentage is calculated by comparing the number of titles in the
genre of kyoka to the total number of titles issued in each period. The percentage could only be calculated for
each period as a whole, not per year. Furthermore, the calculated percentage has no bearing on the print run of

each title. I estimate, however, that print runs of kyoka books - especially the relatively expensive color-
illustrated publications - never exceeded those of popular novels or haikai books. To give an idea of the absolute

numbers: the total number of kyoka books found to be published during the Bunsei era is 294, about 25 per year.
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Fig. 11. Percentages of haikai books, waka books, and kyoka books within total output of published books

4.3.3 Surimono series publication numbers in relation to number of active poets

Surimono numbers give a false impression of the activities of &yoka poets and their networks. In
fact, one could jump to a number of incorrect conclusions when considering the body of surimono issued
over the years. One could be led to think that &yska poets were all very rich and published only full-color

marvels of Japanese printmaking. It may appear that &yika as a genre became popular and organized only
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at the beginning of the Bunka era, when more and more surimono series were commissioned by poetry
groups. It would seem that most of these groups consisted of some twenty or thirty poets, based on
numbers derived from surimono series numbering six or ten prints, for instance.

I have introduced ample materials in the previous chapters to illustrate the fact that the &yika
genre yielded many more publications, and that not all of these are ‘deluxe’. The data on kyika book
publication and the materials related to poetry matches revealed how the genre’s popularity and degree of
organization rose, well before the appearance of larger-scale surimono projects. And while it is true that the
peak in surimono series publication largely followed that of &ydka (competition result) books, the early years
of the Tenpo era witness a sudden decline in surimono series’ publication numbers sharper than that of
kyika books. The drop in surimono series” numbers is so sharp that if one considers these prints only, it
may appear that the &ydka fashion was over in an instant - in exactly 1833, judging from appendix I11.
Again, the continued appearance of kyika books and ranking tables proves that popularity of the genre
dropped, though not as sharply as surimono publication numbers.?5!

The matter of poetry group size in relation to surimono seties presents a complex case to prove.
Certainly, the evidence that the poets featured in surimono seties represent only a portion of the poetry
group that commissioned the series is overwhelming. Books and ranking tables give more, and more
reliable data on participation numbers. The difficulty lies in matching these materials to specific surimono

series. One case in which a match could be made is in the activities of the Katsushikaren in 1821. In that
year, the circle led by Bunbunsha issued its largest surimono series, Katsushika nijishisho %5 i — VI
(“Twenty-Four generals for the Katsushifarer’), llustrated by Gakutei.?>? In the same year, the circle issued the
competition result book Kydka chiyagydjishit SEAATHEE (A kyoka anthology of events of the day and of

the nigh?), also illustrated by Gakutei, who actually also participated in this contest as a poet.?>3 The two

21 Reasons for the decline in popularity of the genre are often attributed to the deaths of main leaders Magao and
Rokujuen in 1829 and 1830 respectively. The sudden decline in surimono series may also have been caused in
part by an economic downturn after the Bunsei era. Both these matters would benefit from further investigation.
Since the correlation between poetry group membership numbers and surimono series’ publications is the main
issue here, particulars with regard to said decline will not be discussed further.

21 have discussed the entire series in Carpenter (Ed., 2008), pp. 108-121.

253 The data I gathered are based on two copies; one in the Hirosaki City Public Library, acc. no. 272-296-3, and
one in the National Library of Korea, acc. no. #75-53-10. The former is original, yet incomplete and bound
together with a separate volume issued by the Hanazonoren. The latter is the commercial edition published by
Kadomaruya Jinsuke 4 L= #:8) and Kawamura Giemon )| #4579, both located in Edo. This edition
features an added preface by the “Master of publishing house Kobundo EEEHF LD H S L7, the firm name of
fellow publisher Iseya Chiiemon 14z A5, who promotes the book as a fine selection by Bunbunsha
(although the original selection was done by Bunbunsha and Bunreisha SCH#4r together!), from poems on
subjects related to the ‘fixed events’ during the day and night, with illustrations by Gakutei. The selection was
made, he writes, from poetry submitted by poets from Edo and also by poets ‘of name’ from (far) outside Edo.
The volume is further stated to provide good examples for those starting to learn how to compose kyoka. The
preface is dated Spring of the year of the Horse, which corresponds to 1822, one year after the initial release (it
should be noted that the date of 1821 as listed in the database of the National Institute of Japanese Literature
could not be verified in the first edition. The contents of the volume do, however, support this designation.). The
awarded points are omitted in the commercial edition. An illustration of a fulling block and a mortar for treating
cloth under a full moon, by Gakutei, is added, featuring a poem by Bunbunsha on this theme (Tamagawa/kinuta).
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publications make for a valid comparison of scales.

To start with the simple numbers: the surimono series features 47 poems by 45 different poets,
whereas the result book features 733 poems by 172 different individuals. Considering the fact that
competition result books represent only part of the total number of competing poets, the number of
individuals competing in this event likely exceeded 200. 1f indeed so, the ratio of the number of poets in
the surimono seties for that year to the number of poets active in the regular competition boils down to
around 1 to 4, perhaps even 1 to 5.25 The matter at hand here is that of scale, and the above example
indicates that even a large surimono series such as that of the twenty-four generals for the Katsushikaren
features only a relatively small portion of the poets active in that &yoka group.

The relative incongruence between the size of surimono output and Aydka competition activity can
be further illustrated by an example from the eatly years of the Tenpo era. The Sugawararen, led by
Shakuyakutei Nagane, organized a large one-time competition in the fourth month of 1832. The dated
announcement for this event survives in the Otsuma Women’s University library collection.?> The results
are stated to be published in two volumes, to be illustrated by Yanagawa Shigenobu. The ‘assistants’ to the
organization, Agjo fifi8)], number no less than 36 persons and (sub) circles.?6 Shakuyakutei selected 100
topics on which the competitors should compose their &yika. Cleatly, the Sugawararen still operated on

full steam in 1832. For the New Year of that same year, the group commissioned two sets of surimono: one
consisting of two prints and one consisting of six prints. These are Sugawararen niban & I 7% (‘A set
of two for the Sugawara group’), designed by Kien Keisei 2£EE{2A (n.d.), and Mutamagawa no uchi 75 F)11 D
W (“The six crystal rivers’), designed by Utagawa Sadakage, respectively.” The Sugawararen usually did not

issue surimono seties consisting of more than three designs in any year. In that respect, the total of eight

designs commissioned for 1832 is relatively high for this group. Yet, in absolute number of designs (and

In the commercial edition, a colophon is, naturally, also added. The last page before the colophon is reserved for
advertisements for four books (to be) issued by Kobundo (!), all either illustrated or written (one occasion) by
Gakutei. (One could say that his involvement is apparently of greater consequence to sales than the involvement
of one or the other poetry master.) The two copies combined provide the necessary information with regard to
the initial conception and execution of the publication.

24 Of course, we do not know whether a similar process applied to the selection of poets for the surimono series
- i.e. not all poets who wished to see their name on a surimono for that year made the cut. It appears, however,
that a different selection procedure was in place for surimono series. This question will be further addressed in
section 4.5.

%5 This document has no inventory number, however.

2% The hojo - whether (sub)circles or individuals - likely not only assisted with the preparations of the event, but
also made a further financial contribution on top of the regular participation fees. Individuals who are listed as
hojo usually competed as well, against poets who entered the competition the ‘regular’ way. Such individual
poets who acted as hojo generally appear in the banzuke in the same way as other poets. In case the hojo was
himself a judge, the marks given by fellow judges are listed, and a small circle is usually inserted in the position
where the mark given by the judge in question would otherwise be placed.

7 One of the surimono of Sugawararen niban can be found in Keyes (1985), pl. 210. Kien Keisei is also known
as Aoigaoka %% [if] Keisei, after his teacher Hokkei. (Keisei and Sadakage also collaborated on a kyoka
competition result book issued in 1831 for the Biwaren.) An entire set of six designs of Mutamagawa no uchi is
kept in the National Museum of Ethnology, Leiden, The Netherlands, inventory nos. RV-3713-28~33. Five out
of six designs are kept in the Rijksmuseum, Amsterdam, The Netherlands, and feature in the catalogue by Forrer
(2013), nos. 577-581.
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poets featuring on these surimono), the small total could lead one to believe that the group was not very
sizeable, while the output of books and the number of participating poets certainly contradicts that
notion. Even in 1832, when the entire &yoka society is often stated - in surimono catalogues at least - to have
been in strong decline, participation numbers were much higher than surimono publication numbers

suggest.

In conclusion, the figures presented in the above section substantiate the argument that £ydka
books and surimono series are for the most part to be understood as products of networks of poets.
Furthermore, the implications of certain materials - whether books, prints or otherwise - with regard to
kyika group size and activity should always be weighed against the scale of the &ydka society as a whole in
the year of publication. A book published during the Tenmei era featuring 50 poets may represent a
substantial portion of the &ydka society of that year, whereas a book issued during the Bunsei era
featuring twice the number of poets may in comparison be relatively inconsequential within the entire
kyoka society of that later year. And even then, while the scale on which the genre of &ydka was practiced
may have increased considerably and rapidly from the Tenmei era onwards, &ydka books took up only a
modest share compared to haikai poetry books published during the same years. Lastly, the decline in
publication numbers of surimono series during the Tenpo era prove to be a not so trustworthy reflection of
the &yoka competition activities that were being held. In other words; although the age of surimono may
have come to a sudden end, &yika networks and their members continued their pursuits for some yeats to

follow.

4.4 Status, class, and social identity: redefining boundaries

The sudden rise in popularity of the genre of &ydka is often attributed in part to the fact that class
boundaries were disregarded at the poetry meetings. With regard to the important eatly &yika meeting
organized on the occasion of Ota Nanpo’s mother’s 60t birthday in 1783, Iwasaki Haruko states: “Clearly,
a new world was taking form, free from society’s hierarchies”, and subsequently quotes the prominent
poet Baba Kinrachi F535545F (1750s-1808)2%, who commented: “At this happy party, held in celebration
today, all distinctions of class have been discarded and, dispensing with rigid formality, people are

addressing each other with “ore” and “ware,” the most casual forms of “I”” and “you.”.”?* The situation

28 Also known as Zeniya Kinrachi %2 4:#5. He was a moneylender by trade living near Sukiyabashi and was
renowned as one of the ‘four heavenly kings of kyoka® (JEHK UK E kyoka shitennd) of the Yomogawa. See KJJ
p. 57 and Kobayashi, F. (2009), pp. 309-325. He died at the age of ‘over 50 on the 4™ day of the 12" month of
Bunka 4, i.e. January 1%, 1808.

29 Twasaki (1984), pp. 205-206. Baba’s quote translated by Iwasaki. Baba’s observation is recorded in Kydka
kyobun roraishi JEIE L E 2 (RO Raishi [Ch. Lao Laizi, living in the Kingdom of Chii 4, which existed
from c. 1030 to 223 BC] was a filial son who, at the age of over 70 himself, dressed and acted as a child in order
to make his parents forget their age. Nanpo’s kindness of throwing his mother such a party is apparently likened
to RO Raishi’s exemplary filial piety.). This book, according to Iwasaki, “grew out of the gathering”. It was
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of discarded class boundaries that she detects is not unique to &yoka, for Ikegami Eiko makes a similar
claim with regard to baikai poetry networks: “The haikai universe encouraged the participating poets to
socialize with others by neglecting worldly categorical identities of individuals.”.260

The notion that class boundaries were temporarily suspended during these cultural meetings is
problematic in various respects. First and foremost: although ‘class’ was undeniably very consciously
perceived by Japanese of the Edo period, the definitions and ramifications of class and status are
complicated by a discrepancy between official views of the time and the actual situation in daily life.
Second, there is both tension and overlap between the concepts of class and status. It is no coincidence
that Iwasaki and Tkegami use terms such as “society’s hierarchies” and “worldly categorical identities” to
evade this terminology. I largely follow the definitions that Howland has formulated with regard to the
situation in Edo society: Status refers to the legal category into which one was born, whereas class is a
combination of status and economic position.2¢!

The following section aims to explore the definitions of these concepts in the late Edo period in
the eyes of those who were active in the genre of &yoka - essentially a cultural pursuit. The very fact that
kyoka-related materials make frequently mention of, or illustrate matters with regard to, class and status
indicates that the poets were conscious of these issues. The discussion of these materials will result in the
view that although class and status were by no means a requirement or indeed a constraint for joining the

kyioka competition, the idea that class and status were of no consequence is false.

4.4.1 The configuration of social identity

Traditionally, the Edo-period society was divided into four status groups: the samurai, the farmers,
the artisans, and the merchants. The Japanese term for this status used in the Edo period is mibun & 77 .
The four groups are together known as shinokishs 1 f2 T.P and based on a Confucian concept

implemented loosely by the government.262 These four groups are thus separated by birth status in an

inherently rigid hierarchic system of hereditary social ranks. The primary separation is that between the
. . t': . =D t': _ Hh . .
samurai, shi 1= or bushi .1, and the peasants, 70 J=. The samurai ruled over the peasantry and in turn

the peasantry sustained the livelihood of the samurai rulers, such was the general idea(l). A primary

separating aspect - which was observed fairly strictly - was the monopoly on violence in order to enforce

published by Tsutaya Juizaburd in 1784, the year after the party, in five volumes.

280 Tkegami (2005), p. 171. The entire chapter seven in Ikegami (2005) is devoted to the network qualities of
haikai poetry and the opportunities for cross-class engagement in cultural networks.

281 Howland (2001).

%2 See Fogel (1996), p. 430. By the way, although the division into four classes may seem extensive, it does not
account for several groups in society; the imperial aristocracy, kuge /A%, the class that historically (Heian
period) relied on the samurai to enforce their government regulations, is ignored in this system. The clergy - both
Buddhist and Shintd - a substantial part of the population, is omitted. Third, and perhaps unsurprisingly,
outcastes known as efa T4, ‘untouchables’ or zinin £\ ‘non-humans’, receive no mention. According to
Howland (2001, p. 358), relying on various sources among which a contemporary account by Von Siebold, the
“shoguns’ law described roughly eight legal statuses”. Howland offers an extensive discussion of (debate on)
samurai status and class in the Edo period.
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rule, which translated to being allowed to wear swords or not. This policy was originally implemented by
samurai overlord Toyotomi Hideyoshi %75 & (1537-1598) in 1588. The artisans, &7 1., were regarded
of less value than the food-producing peasants, but were equally ruled over by the samurai. The merchants,
sho P, were seen - in the Confucian view - as parasitic for not producing anything and busying themselves
only with the accumulation of financial wealth.

In the urban society of Edo, the balance between these status groups did not match the ideal. By
the late eighteenth century, several developments that were not accounted for in the concept, had taken
place. In the broadest strokes: The samurai were confronted with a shift in tasks from military to
administrative.203 Although the samurai represented only some six percent of the population, the city of
Edo was populated with a higher percentage due to the city’s central administrative function within the
government of Japan. Peasants, on the other hand, by far the largest group in Japanese society, were
hardly represented in the city. Most of the non-samurai inhabitants of Edo fell in the groups of artisans
and merchants, with a wide variety among them. The term that was used for the general population of the
major cities is chanin BT N, ‘townspeople’. The division between samurai and chonin was strict in the sense
that ¢honin could not aspire to any position in the government administration, let alone political posts. It
must be noted, on the other hand, that samurai were expected not to lower their standards and dabble in
trade of any kind. The permission to wear swords is a bit of a grey area. Only those of samurai stock
were allowed to wear a pair of swords, one long, one shorter, yet some ¢honin were allowed to wear one
short sword.204 To inhabitants of the cities, however, whether a man standing before them belonged to the
samurai class or not will have been instantly clear, not (only) from the absence or presence of sword, but
from the entire appearance, clothing, hairstyle, etc., and also from intangible attributes such as speech. It
must be noted, however, that there were considerable differences in standing between samurai as the
entire samurai class was meticulously ranked based on ties to the shogun’s family, fief size, capability in
official duties, etc., which in turn had an effect on the height of the stipend.

A major factor in the blurring of class perimeters in late Edo society is economic capital. As long
as the peasantry is able to produce sufficient crops to feed the nation, and artisans and merchants are
sufficiently and effectively taxed, the equilibrium is sustained. The early modern economy of the late Edo
period, however, relied on a monetary system that was all but favorable to the samurai, whose stipends
were calculated in rice.?0> Thus, discrepancies arose between impoverished samurai and wealthy merchants.
While the former ranked higher in birth status, the latter may have enjoyed a superior economic status.
The bakufu issued various measures to counteract such situations throughout the Edo period, none

ultimately successful. When measuring class by means of economic power, then, the population was

293 Tkegami (1995) deals with this shift extensively.

204 A set of two swords is commonly known as daish K/)s (‘large and small’), usually consisting of a long
sword, tachi X JJ or an uchigatana ¥]JJ, and a shorter sword, wakizashi [ 7=. Howland (2001) mentions on p.
358 and p. 361 that some townsmen or farmers would “exceed their status” (financially for instance) and marry
into samurai status or receive special permission to bear swords.

%65 See also Nakane (1991), for a succinct overview of “Tokugawa society” and the divisions between classes.
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divided along lines that differed considerably from those drawn in the concept of shinokdsho. This helps to
explain how merchants were able to interact with samurai in &yoka society, in such an egalitarian manner.
Economic capital was not distributed in congruence with the traditional division status groups,
and neither was cultural capital. Certainly, samurai were expected to adhere to a code called bunbu SCIX,
‘arts and weapons’, meaning they were to keep up both their fighting skills and their literary skills. The
latter was nurtured at domain schools, hanks & HX. Enrollment in these domain schools was, as explained
by Dore (1965), granted or required for “sons of all but the lower ranks of samurai retainers”.26¢ Yet,
according to Nakane (1991), since the curriculum was bent on instilling Confucian ethics, “as a status
group the samurai had little scholarly impact upon society”.27 Nakane sees this as a reason for Japan’s

strong popular culture in the Edo period:

[...] because there was no specific social stratum assuming responsibility for the furtherance of
scholarship, the arts, and culture in general, it was left to the common people to provide the
driving force for their development. This is why Japan has such a strong tradition of popular
culture. Ironically, the hereditary separation of samurai and peasants limited the economic power

of the samurai elite while at the same time it unleashed the energies of the common people.268

The theory of a ‘cultural vacuum’ that was then filled by commoners is appealing, It requires,
however, answering the question where and how the common people acquired their knowledge and
cultural tastes. During the second half of the Edo period, such information was less difficult to attain

than might be expected. Commoners had the opportunity to attend #erakoya <5 1-J3, little private schools

aimed foremost at elementary education in yom: kaki soroban 7t 35 % HHE (reading, writing, abacus).
Teachers would come from all social backgrounds and the curriculum could further include moral
education, letter writing, geography, history and skills useful in daily life - sometimes specifically aimed at
girls.2” Those who had learned to read had access to a vast array of educational and informational books,
known collectively as draimono 734, published during the Edo period. Scholarship on (classical)
literature and most every other thinkable cultural pursuit were also available in print. Furthermore,
education was not necessarily limited to the #erakgya, as specialists in various fields - waka for instance -
would teach students for a fee. The availability of such knowledge and the ‘impact of print’ are of course
simultaneously an impetus for, and a result of market demand. Well-developed education and the advent

of print created the circumstance in which cultural knowledge could be transmitted between classes.

%6 Dore (1965), p. 60.

27 Nakane (1991), p. 228.

2%8 Nakane (1991), p. 228.

29 A popularizing illustrated explanatory book (Ichikawa and Ishiyama (2006)) published in correspondence
with an exhibition on the subject of learning in the Edo period held at the Edo-Tokyo Museum in 2006 presents
various primary materials in support of this.
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The way individuals in Edo society, and &yoka poets in particular, viewed themselves and others is
the result of various factors of which those discussed above are of greatest consequence. Certainly, other
factors must have been of influence; geographical location, occupation, talent(s), position within family,
age, social connections, fame, etc., etc. In theory, the primary factor for &yska poets was the degree of
cultural sophistication, followed by talent perhaps. Regardless of class background or occupation, those
who excelled at composing poetry - in a genre that relied heavily on cultural references - could aspire to
the highest ranks within &yoka circles. The following section discusses primary materials that incorporate
references to status, occupation, or cultural knowledge in order to see how social identity was perceived

among kydka poets.

4.4.2 The regard for status in kyoka groups

It becomes apparent from &yoka books throughout its Golden Age that &yoka poets were very
socially conscious. This is clear from several gyokabon that not only list each poet’s pen-name, &yoka circles
of affiliation, but also record their real name, hometown or sometimes full address,2”° and sometimes even
birth status or occupation. Any possibility of anonymity is obviously out of the question this way. The
many portraits of poets found in &yoka books convey important information on the status and social
identity of individual poets, which can be judged from types of clothing, the types of hairdo, and the
presence (or absence) of swords and other paraphernalia. At times, this status and identity are played with
but most portraits appear to depict the poets in congruence with their actual personal situation.

The fact that an indication of status is given is remarkable in two ways. It indicates that status was
a factor in the categorization of poets, despite the notion expressed by authors such as Iwasaki?”! that
such boundaries were of little or no consequence in the &yika wortld. Furthermore, it shows that the &yika
poets themselves, or at least the selectors, were conscious of the mix of people from various stations in
life active in their poetry genre. Readers apparently valued the inclusion of this information, which may
have helped them appreciate both the prestige and variety in their circle or network. The information may
have also helped in the communication between members at gatherings, or in correspondence and

interaction outside the &yoka meetings.

An example of a &ydka information book in which birth status is explicitly mentioned is Kyoka
gaz0 sakusha burni FEIREGAEL ERFE (Lllustrated categorization of kyika poets’), edited by Rokujuen,
illustrated by Hotei Gosei, and published in two dhoz volumes by the firm Bunkodé 3% of Edo in

1811.272 The total number of &yoka poets portrayed is 173. Additionally, many more poets both from

270 Since different status groups were to live in designated parts of the city, especially in the case of Edo, the
address can be a clue with regard to the status of a person.

2" Twasaki (1984). It must be noted that Iwasaki’s thesis concerns the early stages of kyoka popularity.

272 Rokujuen states in his preface that Gyokkosha Uramasa was the driving force behind the editing work of this
book, checking what everyone’s actual name and address was. The copy discussed here is kept in the National
Institute of Japanese Literature, inv. no. 7-2-237.
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earlier times and contemporaneous poets are featured with a poem only, placed in the space above the
portraits. For the poets who feature with both poem and portrait, biographical data is given. This consists
of other pen names, actual names, places of residence, and in many cases an indication of their status.
Since this part of the data is not complete for the entire group of poets, no exact numbers can be
calculated with regard to ratios. However, 38 poets of samurai descent and eighteen merchants could be
identified.?” Fig. 12 shows a samurai in full attire on the right hand side and a merchant on the left. This
image was selected to illustrate that samurai and merchants could feature side by side. Poets are not sorted
according to birth status in this book - nor in any other &yika book that I encountered. In fact, in this
book, there are no specific criteria to be found with regard to the order in which the poets are presented.
The book is an overview of a large number of poets and not the result of a competition, which is why
scores will not have been the principle selection method. Nonetheless, it is possible that the ranking of
these poets within the Gogawa, for instance based on their position in the monthly #sukinam: competitions,
was of influence in the position they got assigned in the book under investigation here. Among the
remainder in the book are eight women, four of whom courtesans, three of the others with a direct family

relation to other male poets. Other indications include seven farmers, a handful of doctors, an occasional
priest, and one actor (portrayed in a female role). Four men are listed as book traders, shoshi 5. One

would think that these fall in the category of merchants, but apparently this trade deserves a specific

mention.

2”3 Either indicated as such, or likely belonging in this status group based on attributes such as a kamishimo
and/or a pair of swords (samurai), or account books and/or abacuses (merchants) - the regular iconographic
clues. This is not indisputable, I admit; one merchant (indicated as such in the biographical text) sports a fine
pair of swords. As I have explained earlier, some merchants were able to acquire rights to bearing swords
through the purchase of family titles from impoverished samurai.
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Fig. 12. The samurai (“buke IR 52”’) Sodehiko il (KJJ, p. 117) from Gifu (right) and the
merchant (“4gjin B \”") Mitsumori Jiti <" (KJJ, p. 223) from Edo on the left (sheet 15V and

16R in Kyoka gazi sakusha burni). coll. National Institute of Japanese Literature, inv. no. 772-
237. The pen name Mitsumori, written with the characters ‘full’ and ‘protect, guard’, is

likely a play of words referring to his occupation, since a wmitsumori HAZH V) is the
business term for ‘quotation’. According to KJJ, Mitsumori was a rice trader.

The status of the individual poets is also recorded in the &yika information book Kyika kijintan 3.
ARAT NGE (Stories of kyoka eccentrics’), written and illustrated by Gakutei, and published by Osakaya
Mokichi K% & (firm name Bunkaido STEEEL) of Edo, in 1824. This book gives a short biography

and an interesting story for various poets.2’# Each story starts with a mention of the poet’s status. The

table of contents lists only the poet’s names and the category in which they fall. The total number of
poets in Kyoka kijintan is 48. Five are listed as buke TR (unusually, one of them female; most women in
appearing in &yika books are from the licensed quarters), just two are listed as noka 52, three are listed
as koka 1.22,275 28 are listed as shoka BSiZ%. The remaining ten fall into other categories. That is to say,
they are marked differently, although some of them should be considered to belong to the same status

group. For instance, a (former) daimyo of a domain in the Chiigoku H'[&] region, Kitsugoen Kagumi 1

2’4 The book consists of three volumes in six fascicles. The preliminary notes in the second volume state that the
poets who had an interesting story to their name were selected, regardless of their fame.
2> Reading could not be confirmed; other possibilities include koke or kuge (not to be confused with ZA57).
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FREIFR A SR ,276 essentially belonging to the buke, is listed as koke 155, to be translated as ‘(feudal)

nobility’. In some cases, the indication of profession seems to have been given prevalence over the
Confucian division in four status groups. We find one fisherman, who would have probably belonged to
the peasantry legally. One courtesan is listed, two doctors and one Shinto priest. One poet has no
designation of status or profession. Three poets are listed as yimin WE LR, or “play folk’, a designation used
for those who can make a living from their activities as popular writers or poets.2’”

It is clear from the previous examples that the traditional Confucian division into four groups was
to some extent adhered to, albeit with the addition of some categories. The reality of Edo society
demanded a little more precision than the standard four status groups. Some added categories represent
merely a further division by occupation - fisherman instead of peasantry; doctor instead of (in most cases
likely) samurai status. In the case of buke or shoka, however, it is just the birth status that is noted, without
further specification - despite the variation in samurai rank or mercantile success. Other categories such as
priest or courtesan can be considered actual additions. These two categories are similar in the fact that one
is not born into it and they therefore do not constitute birth status. A courtesan may have been born into
a peasant family and underwent extensive cultivation at a Yoshiwara brothel. Her social identity would
have been quite poorly reflected in the designation ‘peasantry’ as birth status.

The networks around Rokujuen and Gakutei give the impression of a more or less balanced mix
of social backgrounds, representative of the urban society of the Edo period. Not all circles have such a
varied membership. The Katsushikaren, headed by Bunbunsha who was of samurai birth, is a case in
point. The high concentration of men sporting a fine &amishimo ¥ garment and a fashionably mounted
pair of swords is obvious from this group’s portrait books, even without counting. Not only the samurai,
other members of this group too, mostly merchants and doctors, were clearly well off. Judging from the
luxurious books and surimono issued by this group, the members could amass considerable funds for their
publications.28

The boundary of birth status did not completely dissolve in the &ydka world. Two cases can be
identified in which a (former or future) daimyo, in essence a high-ranking samurai, was portrayed in a
kyoka book. 1 have mentioned Kitsugoen Kagumi in Kyoka kijintan above. Another example is Ryuotei

Edo no Hananari who would become twelfth daimyo of Chéshii &/ domain, present-day Yamaguchi

prefecture, some three years after his appearance in Azwuma fiiryi rokurokkasen jinmeiroku FJEI S % Al

276 Judge for the Gogawa during the Bunsei era, see KJJ p. 41. Exactly which domain he led is unclear. At the
time this kyoka book was issued, he had apparently already retired and lived in Nagoya.

2" The use of the word yimin in Kyoka kijintan is discussed by Ishikawa Jun, in his Edo bungaku shoki (1980,
pp. 7-19) were he explains that yimin are the people of Edo who make their living from playful activities such as
kyoka. The ones listed as yiamin are Rokujuen, Kyokutei Bakin and Jippensha Ikku, each successful writers and
prominent figures in popular literary culture. It deserves mention here that Huizinga (1974, pp. 33-34) presents
the word asobu as an example of the expression of the concept of “play” in the Japanese language. As a matter of
fact, Huizinga’s concept of the playing man, homo Iudens, could very well be translated into Japanese with the
word yimin.

2’8 Bunbunsha’s biography in Kyoka kijintan reports him to be skilled at numbers, which may have helped him
make sound calculations for meetings and publication projects.
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A $#8%.27 Both these men are portrayed in the opening illustration in the respective books. The
biographical data in each book does not specify their ranks, but it is telling that these poets take this
prominent position in the publications. Hananari features in Sansaihana hyakushn =% 16 E & (‘One hundred

poems from a trinity of flowers’) and is listed there as Hananari o] &imi {63%F;, Lord Hananari’.2% Rank, it
seems, was not entirely ignored.

The zentori system with the awarding of points, led to a meritocratic view of poetry. In the &yoka
competition - in theory at least - poets were only judged by the merits of their poems, not by their social
standing. As a matter of fact, when people of samurai status, townsmen of all kinds, and peasants joined
to compete, it was possible that, based on the quality, poems by citizens of lower status were printed in
the highly awarded sections of the book, and even on the illustrated pages. This meritocratic ideal is
fascinating from a sociological point of view, yet is also contradicted in primary materials. The boundary
of economic class remained intact even if birth status had been completely ignored. The entry fees,
discussed section 4.2, dictated that those with a limited budget could only submit small numbers of poems,
or perhaps none at all. Submitting larger numbers of poems increased the chances of scoring well in the
overall ranking, Investing money, in short, increased the chances for talent to be recognized.

The overall impression given through the status indications and the various portraits is that of a
network that consists of serious enthusiasts who do not necessarily share birth status, occupation or social
identity, who perhaps fit into the same economic class to a certain extent, but principally shate a cultural
interest. Any network can only survive if there is a common connecting element. In the &ydka society at
large, this connecting element was a cultural understanding, the mutual interest in the content of the genre,
rather than a specific social status. In smaller parts of the network, &yoka circles around one &yika master,
the variety in cultivation and status was smaller accordingly. Yet, while status was not the common

denominator in either case, it was all but ignored.

4.5 Social connections: What you know and who you know

Kyoka poets are simultaneously part of a small-scale circle, medium-sized network, and large-scale society.
They advance in the genre through tutelage from a poetry master, they meet poets from other circles at
gatherings that are open to the full scope of the network, and as purveyors of the &ydka genre, they form
part of an entire society that connected likeminded spirits from all over the country. When the &yika

society was at its peak, it was - in theory - possible for enthusiasts to form part of the society without

2% A5 T have mentioned earlier, in section 3.3.3. See Tsuda (2008), pp. 62-71.

280 Collection NDL, inv. no. #51-2427, last poem om sheet 5 verso. The title alludes to the concept of tenchijin
R H N, Heaven, Earth, and Man, along which the poems are divided. It in turn points to the three judges who
judged each of these sections. The kyoka competition event was held in Kawachiyard 7] N JE#4% (Restaurant
Kawachiya, the name of this restaurant surfaces in other kyoka materials as well) in Yanagibashi, Ryogoku, Edo,
on the 26™ day of the 4™ month of Bunsei 11 (1828). The blocks for this book were in possession of Shun’yiitei
Umehide, a major player in the kyoka world of the Tenpd era. He hosted kyoka competitions with support from
the Higakiren #&3H1# (headed by his father Kaien Umeaki) and financed/owned blocks for other high quality
kyoka books as well.
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being connected to a teacher or network. Through the many £yoka publications aimed at the general
public, amateurs could learn without receiving direct instruction. It will have been more difficult to
actively participate in the events organized by circles and networks, though. It will have been equally or
even more difficult to reach a prominent position within the institutionalized society and be awarded the
coveted exposure in ranking tables and illustrated books, at least compared to those who invested in
regular lessons and competition entry fees.

In the remainder of this chapter, I will focus on the parameters of circles, networks, and the
entire &yoka society. Working from small to large, I will explain and illustrate the outlines of each of these
levels that I discern. The position of poets within each level shall be discussed, mainly for the Bunka and
Bunsei eras. Without having access to exact personal thoughts of any poet on his or her position in the
kyoka society, it is through &yika books, gyoka paintings, surimono and surimono albums that can be explored
how poets were connected to one another. The position of poets within their circle, their network and the
kyika society as a whole can be deduced from appearance in &yoka books. Surimono albums, rare though
they may be now in complete form, offer an insight into the personal connections that single poets

maintained.

4.5.1 Circles, networks, institutionalized kyoka society

The kyoka society in Edo essentially started with a single circle. The induction of &yoka in Edo
surrounding the waka teacher Uchiyama Gatei and the subsequent popularization starting with the likes of
Ota Nanpo and Karagoromo Kisshii have been mentioned in the section 3.1.1; the rate of expansion of
these circles has already been treated in section 4.3. The concept of a poetry circle consisting of a teacher
and pupils existed since long before Edo &yoka. The major difference with waka is perhaps that education
in these older poetic forms could be regarded as part of a cultivated upbringing. Composing &yoka initially
entailed playing around with poetry. The cultural prestige of a &ydka poetry master could therefore not be
compared to the eminence of teachers of classical waka poetry. This would change with the progressing
popularity of the genre of &yoka, to a point where certain &ydka masters were seen as major cultural
figures in the popular arts.

The boundaries of &yoka circles, in terms of size and geographical spread, are inherently limited
in comparison to networks and the entire society. The circle in essence consists of one leader and a group
of followers. The followers may occupy different levels, depending on the entire size and degree of
organization of the circle. In contemporaneous sources, amateur poets who receive tutelage of a &yika
master are described with the phrase “[...] D FINZEES no mon ni asobu”, which literally translates to “play
at [...]’s gate”. Mon, in this case, means ‘private school’ or ‘class’, and the phrase is commonly used for any
relation of a pupil to a master.?8! The original meaning of the word #on does confer the idea that a master

received pupils at his or her residence, and taught them there. In a society that essentially travelled on foot,

%81 The related word monjin [ A\, translates to ‘pupil” or “disciple’.
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this had repercussions for the geographical distance between the master and the pupils - at least those

who wished to receive direct instruction on a regular basis.

The common Japanese term used in contemporaneous sources to designate such a circle is ren 38,
‘party, company, gang’. Another, less common word that is used is shachi ¥1:H1, ‘company, clique, troupe’.
Two notable examples are the Hisakataya shachi /N B2 AT HT and the Shakuyakutei shachi. Another word

commonly encountered is gawa {1, literally ‘side’. This word is mostly used for the major organizations
headed by Magao and Rokujuen.?8? The reason for the use of the word gawa with its meaning of ‘side’
probably lies in the antagonistic relation between these two &yoka greats. Magao and Rokujuen attracted
such a large and nationwide following that these should be designated as network rather than circle. This
is not to say that the word gawa should be translated as ‘network’. The use of this word is inconsistent in
primary sources, one example being the relatively small circle around Dondontei Wataru that is pertinently
dubbed Taikogawa. Furthermore, it is questionable to what extent the poets of the time were preoccupied
with (sociologically) framing the various interrelations. One term that surfaces in for instance competition
announcements could be regarded as equivalent to ‘network’ as I use it here; soren #218, or ‘cluster of
circles’.283 This term is used as a sort of umbrella term for e that interconnect and cooperate, for
instance in organizing an event. The bottom line, however, is that the use of the various words is not
consistent and care must be taken to consider the circumstances of the use of these terms in

contemporary sources when translating them.

Circles around a kydka master were by no means isolated entities. Many &yoka events were open to
participants from the various circles. Furthermore, circles connected to circles in other cities. In some
cases, these should be considered branches of the main trunk that was located in Edo. It is these types of
connections that constitute networks of &yoka circles.

The connections being forged are a by-product, argues Takahashi, of the circumstances of the
Edo period, when bakufit government required a constant circulation of personnel.%* The majority of
communication between poets separated by lengthy journeys, however, will not have been face-to-face.
The advanced infrastructure and level of organization of monetary and postal systems of the mid to late
Edo period paved the way for connections between people that would have never had any means of
communicating perhaps only as little as a century before. Moriya Katsuhisa sketches the development of

communication channels during the Edo period:

282 A notable example is Shinkyokakei HIEHfil (‘New Kyoka Lineage”), edited by Shakuyakutei, where the
designation gawa is used for most circles. This publication comprises two volumes in four fascicles, chithon
format, and dates to 1837.

283 Usually written with the older version of the character, #. I thank Dr. Makino Satoshi for his confirmation of
my findings, through email, April 2015.

284 Takahashi (2007) labels these people - or should we say this people - as tenkinzoku #5517, ‘the work transfer
tribe’.
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As cities came into existence all over eatly modern Japan, an inter-urban communication network
became firmly established. Much of the information in the system was political, but the main
body of data was economic. Once a town reached a certain level of maturity, however, cultural

information also proliferated.28

Kyoka poets made good use of these possibilities. Since some of them were active in the government and
many were active in trade, they were familiar with or had access to these ways of information exchange on
a professional basis, even before they would use these networks for the dissemination of cultural
information.

The clearest evidence of this is found in announcements for competitions and similar &yska
events. The reliability of the postal system ensured that participation of poets from outside Edo could be
invited for &yoka competitions. After the gathering, ranking tables and result books would be dispatched
to poets in other cities, likely through one central figure in each separate city who had also taken
responsibility for gathering the poems before they were submitted to the judges. Before such a
competition and all the assisting partakers could be announced, many preparations would have needed to

be discussed through extensive written communication.

285 Moriya (1991), p. 114. This chapter by Moriya (in Nakane and Oishi (Eds, 1991) also covers transformation
and postal routes, and delivery of mail within cities.
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Fig. 13. Announcement for &ydka awase in commemoration of Fugurumaan, 1832, coll. Otsuma Women’s
University library (no inv. no.).

Fig. 13 presents an announcement that illustrates the points made above. It was organized in
commemoration of Fugurumaan Fumikazu SCHLEE SCH, who died on the 6 day of the 5% month of
Tenpo 3 (1832), aged 66 by Japanese count.?8¢ This event was held in the 8t month of the same year;
although that part of the date is not specified, it can be just made out from the introductory text in
Shakuyakutei’s distinctive hand.?8” Poets are invited to submit four poems, two for each subject: ‘moon’
(judged by Shakuyakutei) and ‘geese’ (judged by Sensoan [the third]).?%® Those who end up in the top three
rows of the large ranking table will be given a prize. There is no fee, costs are borne by the supporting

poets and ren. Those are grouped into ren and soren, which are in turn sorted by city. First listed are the

Suigyo saren /K FAREIEL, various judges and circles grouped under the Suigyoren.?® Ten judges (marked

280 See KIJ, p. 193. Reading uncertain; could alternatively be Bunshaan Bun’in.

%87 This announcement is kept in the collection of Otsuma Women’s University, Tokyo. No inventory number
assigned. The text is of course printed, as is the entire announcement, yet in shape the characters are copied after
Shakuyakutei’s individual, typical, and rather difficult to decipher handwriting. He writes that Fugurumaan
passed away “in the middle of this fifth month”, “It5 A 727Z kono satsuki nakaba”.

288 Shakuyakutei is marked here as sosho, Sensoan - the third (Harumura #+¥), a kokugaku scholar - is marked
as ushi.

289 According to Ishikawa (2011), p. 377, the Suigyoren is a combination of the former Gogawa headed by
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with a circle) and poets from Edo are followed by three from Sendai, one from Nagoya, one from Aso Jif
£, one from Nishio P4 &, one from Tsu &, three from Mikawa, Shimésa province =i T#&, one from
Hatchome /\'T H and one from Kawamata JI[{%. Then follow seven members of the Sugawararen, all
from Edo.2% Next, nineteen poets and judges of the Asakusagawa, listed as Senmon séren &,
‘The entire circle of pupils of Senséan’. These too are all from Edo. The fourth section is reserved for the
Chigusa soren THEFEGE, headed by Chigusaan Moromochi TFEFERERF (1791-1858). Three of them
come from Edo, three others from “Fchi’ (indicating either Echizen #XH( or Echigo #%f% province),
Hojubana F AL, and Aso. The remainder, about two-fifths, is filled with the names of poets who
belong to the Fugurumashachi. They come from Dewa 1] province (the Obanaren JE{EIH, ten poets),
Tida i FHl in Musashi ik province (the Fagetsuren JEH 38, six poets), and 30 from Edo. It is

specifically indicated that certain members of the Fugurumashachu bore the cost of printing, and
miscellaneous costs. The list, which in its entirety takes up half of the announcements’ surface area, ends
with the names of three proofreaders, one calligrapher, and three organizers, last of which the Fuguruma
soren.

The fact that such a large number of participants could be mobilized in such a relatively short
time span is indicative of an efficiently functioning network. In distance, the network spreads out over 800
kilometers: 400 kilometers to the northeast and equally far to the southwest. The number of days between
Fugurumaan’s death and the closing date for submitting the poems is 78. Within that limited timeframe,
the news of his death had been spread, at least some 60 people had agreed to support a commemorative
event, a venue and poem collecting locations had been fixed, and an announcement had been drafted,
printed and distributed. All these tasks had to be completed well before the closing date - I estimate at
least a month and a half - in order to allow poets from far away rez the time to receive the announcement,
compose and submit their contributions in time. In an era essentially without wheeled transport or
telecommunication, this was no mean feat. It is, however not unique to this event. Announcements for
similar or even larger events, commemorative and regular competition, are found in the Otsuma Women’s
University library collection. The scale, geographical spread, and level of organization as witnessed in
these announcements is testament to the well-defined and reliable network structure of the gyoka genre

during the late Bunsei and the Tenpé eras.

Rokujuen, and the Sugawararen headed by Shakuyakutei. Nonetheless, the circles under the Sugawararen are
listed separately in this example. According to the entry for Hoshitei Masunari Shin kyokakei of 1837, the
Suigyoren included also Hoshitei Masunari (originally Senshiigawa), Shiseido Sutena (originally Taikogawa),
Hakumdsha Manmori (originally Katsushikaren), and Hasakian Yonemori (originally Hanazonoren); I thank
Makino Satoshi for pointing this out to me. The word suigyo derives from the expression “suigyo no majiwari 7K
FDAZIHV”, which translates to “close as water and fishes”.

2% The Sugawararen is not listed as soren, but as goren {38, an honorific used likely because of Shakuyakutei’s
involvement as the principal judge.
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In simple terms, &ydka society is the entirety of all the circles and networks together. Other terms
used in English literature are for instance ‘kyoka world’, and ‘gyoka movement’. ‘Kyoka world’ is fairly
neutral, and I employ the term sporadically throughout this thesis. The term ‘kyika movement’ has a
political connotation that I deem too strong to make the term useful in my discussion of the social
structures of &yoka poets. Furthermore, the word movement may inadvertently suggest a group with a
central governing body, which was not in place. Not all circles were interconnected and some networks
took care not to intersect. However, all active &yoka poets, both amateur and professional, and regardless
of their affiliations, belong to this - what I call - (institutionalized) &ydka society. The general public, which
may come into contact with &yoka through the inclusion of poems in commercial prints, for instance, does

not form part of &ydka society in my definition.

4.5.2 Featuring in kyokabon as confirmation of position in kyoka circle or network

Taking into consideration the competitive nature, scale of the &yika society, social and economic
prerequisites, and cultural elevation discussed above, it is obvious that featuring in a &yoka book is the
result of investing time, talent, and funds. When a poem submitted for a contest was listed in a result
book, this meant that the quality of at least that poem was good enough to make the cut. That no doubt
instilled pride on the part of the poet in question. If more of the poems submitted by one poet ended up
in the resulting publication, this poet was obviously consistently scoring well. Those who scored high
enough to occupy the first row of banzuke, could make it to the illustrated pages - whether they were for
instance attractive landscapes, or portraits of the poets themselves. Appearing in an illustrated section was
an even greater the confirmation of success within one’s circle and/or network, if not within the entire
society. Receiving high points from a universally acknowledged £yoka master is an enviable endorsement.
An example of a banzuke presented below, however, indicates that scores alone did not guarantee a place
in the illustrated pages. On the other hand, despite the apparently inevitable effect of financial superiority,
a career in gyoka could neither be bought with money alone. Success, in &ydka too, was ultimately the result
of continued effort.

The fact that appearing in the illustrated pages of a competition result book represents a
confirmation of a poet’s position within a network is illustrated by a ranking table of Higakiren, (fig. 14).
This banzuke ranks some 200 poets, of whom 17 are marked with a red, hand-stamped seal reading ‘{4
gaz0’, ‘Mustration’. 29! There are two points that need to be addressed concerning this primary material.

First, this banguke dates to 1854,292 which is quite some time after the years that my research focuses on.

231 Collection National Institute of Japanese Literature, inv. no. =-2-99. The word gazé in itself does not clarify
whether or not a portrait or another type of illustration is meant. However, the usage of this word in kyoka book
titles usually pertains to portrait books. Illustrations of, for instance, landscapes are usually dubbed e #2/[H,
picture(s). In fact, the illustrations in this book are indeed portraits of the poets.

%2 The ren published the book A5 JE{A /K FF I §4E Honcho fiizoku suiko gazoshit, ‘Collection of Fashionable
Images of the Water Margin of Our Nation’, selected by Tatsunomon (Kaien) Umeaki, illustrated by Utagawa
Yoshitora #1175 % (n.d., active late Edo to early Meiji period). It was issued in two volumes (and in two
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Second, not all poets in the top row are selected for the illustrations. This appears to confirm that
selection for the prestigious places in the resulting book was not based on scores alone. It may also have
something to do with the fact that this is just one month’s worth of results, whereas the final publication
is based on the combined results of that &yoka season. Whichever may be the case, the graphic effect of
this sheet and its manual additions is that - knowing that a portion of the competitors not even made it to

the banzuke - the pyramid on which the poets in the illustrated pages stand becomes visible.

fascicles) in 1854, most probably based on the series of zsukinami of which this banzuke represents one month.
Likely, the publication dates from late in the year after the competition (CiNii gives the tenth month, although it
is not specified where this information comes from. The data in CiNii does specify “Kaei 77, a year that did
eventually came to be indicated as Ansei 1. This seems to support to the trustworthiness of this date, as poets
may have still been using the nengo Kaei before it was changed to Ansei during the year.
[http://ci.nii.ac.jp/ncid/BA80624805 , accessed 17 December 2014]). This leads me to also date the banzuke to
1854. The book is discussed in Takahashi (2010 [1]), where it is also listed as dating from Kaei 7/1854) and
Takahashi (2010 [2]), pp. 23. Takahashi (2010 [2]), however, gives 1856 as the year of publication, as does the
database of the Kand bunko %% 3L & collection that holds a (perhaps later) copy.
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Fig. 14. Banzufke for the fifth installment of the monthly #ukinami competition of the
Higakiren with the title Honoha suikogazishi 2R KIFFBUREE, ‘Collection of Images of the
Water Margin of Our Nation’, hosted by Shun’yutei Umehide, and with assistance of the
Suigyoren. 45,2 x 32,7 cm, c. 1854, coll. National Institute of Japanese Literature, inv. no.
=L.2-99.

4.5.3 Featuring in surimono as confirmation of position in kyoka circle or network

For a poet to feature on a surimono will have signified considerable prestige; perhaps even more so
than featuring in the illustrated section of a &yoka book. The circumstances of the publication of that
particular surimono, however, come into play when assessing the importance and degree of confirmation

that I discuss here. The large, full sheet surimono bearing the name of many poets, such as often issued
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during the Kansei and Kyowa eras, were often commissions of the major circles in Edo. The selection
procedure for the poets on these prints is not known, but in most cases the listing reflects both
membership of the commissioning circle and connections to (leaders of) other circles in Edo.?%?

In the case of shikishiban surinono of the Bunka and Bunsei eras, however, we have to consider the
division between series commissioned by &yika circles, and single surimono commissioned ostensibly
independently of the system of circles and networks. Certain instances are known of poets who clearly
financed surimono individually, such as Arakitei Shikyo Fi AR5 5% (n.d.), who commissioned many single
surimono that depict turtles and/or tortoises, with just one poem by himself on them.?* Another example
is Ryuotei Edo no Hananari, whom I have mentioned in section 4.4, who features individually on several
actor surimono.

As for surimono seties issued by poetry groups, certain patterns can be discerned that indicate that
the usual ranking system found in books of the same era was not applied to the prints. Forrer provides
examples of pairs of poets who feature together on one print in a series, several years in a row.?*> That is
indeed too much of a coincidence considering the numbers involved in the regular competitions. When
we take another look at the Twenty-Four generals for the Katsushikaren and the result book Kydka chiyagysjishi
issued by the Katsushikaren in 1821, we find that of the 45 who poets featured on the surimono, 23 do not
appear in the result book. Certainly, poets will not always have been able to compete in every event. The
ratio, however, certainly appears larger than expected for two projects conducted so shortly after one
another. Considering the fact that moving up in the ranks required constant involvement in the
competition, the appearance of poets in surimono without any presence in a result book of the same year is
striking, Appearing on a print in a surimono series, therefore, confirmed not so much poetic prowess, but
rather the quality of one’s connections and likely the appreciation for one’s financial support of the circle.
This is not to say that talentless poets could buy their way into a surimono seties. Surimono circulated among
a privileged portion of &ydka society and held great appeal to any poet who came in contact with them.
Including a poor poem on an otherwise luxurious printed artwork would reflect rather negatively on the
circle in question. Those in control of the commission will have certainly been cautious of such an

unwanted situation.

4.5.4 Proof of connections in kyoka society: surimono albums

Surimono albums offer a view into the way &ydka poets were connected within &ydka society. Since
albums were carefully filled with surimono obtained through exchange, they constitute ego-documents that
record the various connections of a single poet. From the perspective of the poet in question, one’s

(growing) surimono album was even better proof of his or her position (rather than rank) within the society

233 Kobayashi, F. (2008) provides an overview of 83 such surimono with extensive additional data on poetry
circles and poets on the prints.

2% For a short discussion of this poet’s commissions and some examples of surimono bearing his poem, see for
instance Forrer (2013), pp. 17, 182-183, and 234.

2% Forrer (2013), pp. 17-25.

138



than &yoka books were. Each surimono in an album represents an encounter, with a revered poet, with a
fellow enthusiast, with a cultivated peer, etc. To &yoka researchers of today, such albums are invaluable
primary material for investigating social interaction between &yoka poets.

Unfortunately, many albums have been disassembled in order to sell the prints separately. Often,
traces of glue and thin and tiny scraps of paper are found around the edges of the reverse side of surimono,
indicating that they were once mounted on a paper backing, most likely of such an album.?¢ A small
number of contemporaneous surimono albums have survived intact. Most notable among these are a set of
three kept in the Bibliothéque nationale, Paris, known as the Duret albums, which were assembled by the
Edo poet Nagashima Masahide £ 575, also known as Kameyama & [11.27 Second, a surimono album
formerly in the collection of novelist and folklorist Fujisawa Morihiko R/ Z (1885-1967) and legated
to Kamogawa City, Chiba Prefecture, belonged to one Saya no Uraeri ¥ E L (1780-1841, often using

the pen name Imontei AGfEF), also from Edo.?% A third example is the (former) set of two albums

assembled by the poet Iga no Kurimi EHEZE =, from Osaka. One album of this set (dismounted) is kept
in the Rhode Island School of Design and the other in the Chiba City Museum of Art.?”® These three
albums show strong similarities in configuration, relative obscurity of the assemblers, and presence of
prefaces by prominent &yoka masters of the day inscribed - by request - into these albums. The extensive
previous investigations of these albums provide the opportunity to plot how their original
owners/assemblers wetre connected to poets of their era, and what their position was within their
respective circles, networks and within &ydka society.

The albums assembled by Kameyama, Uraeri and Kurimi each contain similar proof of the
position of these poets in &yoka society. They managed to acquire around twenty surizono pet year on
average.’0 Assuming, as does Keyes, that one could only receive a surimono in return for giving one, this
means that the album owners, over the years, ordered around (or perhaps, at least) as many prints as the
number they acquired. Each album does indeed contain surimono that feature a poem by the respective
album owners, though not the same number as the number of years that were spent collecting the surinzono
in the albums. The surimono they received were issued by individual poets and by poetry circles of
considerable variety. Although each album displays a certain tendency towards one or other circle that they
were directly affiliated to, they by no means show any sign of exclusivity. The albums of Kameyama and
Uraeri consist mostly of surimono produced in Edo, although an occasional print from outside the capital

appears. Kameyama certainly had connections to poets outside Edo, proven by the fact that a poet from

2% As noted by Kondd (1984 [1]), p. 28 and Mirviss and Carpenter (1995), p. 22.

7 The Duret albums, which also contain some twenty manuscript item such as fanzaku, were extensively
investigated by Kondd Eiko (1984 [1][2][3]) and received further treatment by Asano (1989).

2% Reproduced in full and introduced by Nagata, S. and Kato (1998).

299 The Kurimi albums were discussed by Roger Keyes (2004).

300 K ameyama gathered a total of 439 between 1790 and 1812 - an average of 19 per year. Uraeri gathered a total
of 242 between 1803 and 1812 - an average of 24 per year. Kurimi gathered a total of 166 between 1820 and
1828 - an average of 18 per year. It must be noted, however, that Kurimi acquired most of the 79 prints of his
first album in one year, 1821, in Edo.
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Osaka wrote a preface to the first of his three albums.’! Kurimi, who apparently travelled to Edo in 1821
and perhaps maintained contacts afterwards, gathered prints mostly from Osaka and Edo. In other words,
all three poets exchanged surimono with poets from the entire £yoka society. All albums feature both
individually commissioned su#rimono and prints from surimono series, yet none of the albums contains a
series in its entirety. This is further proof of the variety in direct personal connections between poets,
regardless of their affiliations. Thus, surimono albums illustrate the position of an individual poet within
various &yika networks, as opposed to the &yika books and surimono that demonstrate the workings of a

circle or network situated above a community of poets.

4.6 Conclusions chapter four

One of the main attractions of the genre of &yoka was the opportunity to connect with other people, on a
social and cultural level. And while participants interacted socially at gatherings, they were also connected
through written correspondence and printed works. The basis of the genre was a cultural endeavor, but it
was the competitive element that propelled the movement as a whole. The appending rewards - climbing
in the ranks, prestige, and also tangible prizes - were ample motivation for poets from throughout the
country to spend their money on tuition and participation fees. The increasingly organized structure of
networks and their competitions resulted in an enviable output of deluxe publications. By appealing to a
cultural elite - or better yet, elitist bourgeoisie - enough economically powerful amateurs could be
mobilized. Combined with apparently sound accounting, &ydka circles and networks gained considerable
financial momentum, so that entire restaurants could be hired, lavishly illustrated books and prints could
be commissioned, and a portion of the &yika masters could make a living from their activities in the genre.
These are the fruits of a joyful social interaction that was institutionalized as the scale increased, in
essence the result of a common goal harbored by entire networks of enthusiasts.

The institutionalized system of competitions and publications grew exponentially until the Bunka
and Bunsei eras, when more £yoka books than waka books were issued. Although the printed output of
the genre of haikai was always larger, the genre of kyika reached an impressive scale. Taking the number
of active &yoka poets into consideration reveals that every &yoka book ot surimono represents a much
greater number of participating poets than the number of poets actually printed in or on them. Especially
behind £yoka competition result books are veritable ‘pyramids’ of competitors, of which only the top
section can enjoy the pride of featuring in the book at all, let alone in the illustrated pages, when these
were included. Swurimono series too, reached their peak publication numbers in the Bunsei era. Contrary to
what the sharp decline in surimono publication in the early years of the Tenpo era suggest, my investigation
of Ayoka books and ranking tables has shown that the activities of &yoka society did not all end as quickly.

Building on the successful formula initially discovered around the start of the Tenmei era, &yoka

leaders helped create a world with its own set of standards and rankings. Many have argued that this world

301 Kondo (1984 [2]), p. 4-5.
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was less bent on traditional divisions of society by birth status; the poetry was judged based on literary
merit, which resulted in a higher or lower rank within the circle or network. However, the hierarchies of
the real world were never entirely out of view. The pen names &ydka poets used were by no means in place
to secure any kind of anonymity. On the contrary, many £yoka books such as the ones I presented in this
chapter make implicit or explicit mention of birth status of individual poets; some provide a family name
and other biographical information, and even give a home address. These showed that, during the Bunka
and Bunsei eras, birth status was certainly a factor in membership of one or other &yoka circle.

The structure of what I refer to as &yoka society also underwent considerable changes between
the Tenmei era and the Bunsei era. Yet, the fundamental building block of that &yoka society was and
continued to be the £&yoka circle, led by a poetry master. What had started with one circle, revolving mainly
around Ota Nanpo, developed into more circles, since individual members attracted their own followers.
These circles interconnected and essentially started forming the first networks of &ydka circles. Kyika
society as a whole grew into a nationwide structure of poetry masters, their circles, and networks of
circles that were connected through for instance a lineage of style that they had in common. The large
scale of the entire &yoka society, the publication of various teach-yourself &yoka guides, and the ostensibly
more fluid membership of the Bunsei and Tenpo6 eras created the opportunity for individual &yoka poets
to enter competitions regardless of the affiliations to the hosting circle or network. The fully-developed
kyika society, thus, came to consist of not only poets encapsulated in circles and networks, but of less
officially connected poets as well. The poets featuring in &yoka books and in surimono series, however,
usually have a clear affiliation to a well-established &ydka circle. Despite the large scale of the entire &yoka
society, most poets secured tutelage from a &yoka master, perpetuating the historically constant

arrangement of poetry master and pupil.
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Chapter 5: Visualizing the classics: Intellectual networks and cultural nostalgia

5.1 Introduction

This chapter investigates how &yoka poets acquired their knowledge of classical literature, discusses the
way in which poets and illustrators visualized literature in their projects, and reflects on what their
motivations were for referring to specific elements in cultural history. Shunman’s kokngakn connections
have been elucidated by Tanaka, and &okugakn influences in two surimono series that Shunman designed in
the first half of the 1810s have been researched by Carpenter.302 My investigation continues on their
approach by tracing how other major &yoka poets and surimono designers were connected to intellectual
networks of their time; in particular to scholars of the classical texts that inspired literary surinono seties.
Moreover, textual information in the surimono is matched to contemporaneous scholarship. Did knowledge
of classical literature enter &yoka society via printed exegetical texts in commercial editions, or are ties to
scholars generally so close that surimono creators had access to such knowledge already before the general
public did? How did &ydka poets relate to the ideological underpinnings of the kokugakn movement? And
is there any relation between birth class and the influx of cultural knowledge detectable in &yoka society?
Answering these questions will clarify where surimono creators gained their understanding of the classical
texts they visualized, and what role each of these creators played.

Related to the overall characteristics of visualization of the classics and the provenance of
knowledge, is the obvious tendency towards cultural nostalgia. Kyska poets not only referred to the
cultural past in their poetry; they also enacted it through competitions in a classical style and some poets
were even known to sport classical dress. They not only visualized the classics, they lived it - albeit in the
confines of &yoka gatherings. This is what McKee calls the “classical revival”; &ydka poets’ attempts to
become the “contemporary manifestation” of an idealized cultural past.3?> The cultural nostalgia that is
evident from the &yoka materials from the 1780s through 1830s coincides with nativist tendencies in Edo
thinking as expressed in the focus in contemporaneous scholarship on the reconstruction of purely
Japanese history and arts. The people who engaged in &yoka, who present themselves as culturally savvy,

appear to form an active part of this wave.

Kokugaku: scholarly and ideological movement

The term Aokugaku (‘national learning’) applies to a tradition of philological scholarship aimed at
achieving a better understanding of classical texts in Japanese, as well as the ideological movement that it
evolved into. Many of the eighteenth century scholars now associated with (the onset of) this tradition

actually commonly used the term wagakn (‘Japanese learning’), as opposed to £angakn (‘Chinese

%02 Tanaka (1993 [1][2][3]); Carpenter (2004). These two series, Torikaebaya monogatari and Kamakurashi,
were commissioned by poets affiliated to the Hakuraku circle.
303 McKee (2008 [1]), p. 430.
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learning’).3* Kokugakn scholars favored the philological method of dshagaku #FE:, “ctitical philology’,
meticulously tracing the etymologies and meanings of words and expressions encountered in classical
texts.?%> Their production of commentaries on classical texts has had three major (interacting) outcomes;
wider access to scholarship, the formation of a canon of Japanese literature, and the development of a
nativist discourse.

First, kokugaku scholars succeeded in breaking through the elite monopoly on the study of texts
originally produced largely at and for the imperial court. Earlier commentaries on classical texts were
written by aristocrats who were rather secretive about the sources of their knowledge.3' The divide
between ‘Old commentaries’ from the imperial court tradition on the one hand and the New
commentaries’ by &okugakn scholars on the other has been discussed by Thomas J. Harper, who has
carefully investigated and discussed the developments in Genji monogatari commentaries during the
eighteenth century.3” Respective social backgrounds of the ‘Old’ and the ‘New’ scholars played a
significant role in approach, asserts Harper.308 Naturally, the effect of zealous academics who opposed to
the secretive stance of earlier scholars was that newly uncovered knowledge of classical texts was
disseminated to a much wider audience than before. Kokugaks scholars taught students and also published
their new commentaries, which in turn led to an emancipation of knowledge of classical literature.

Second, the choice for certain texts as object of study in turn contributed to the formation of the
canon of Japanese literature as it was perceived by the non-aristocratic population. When non-aristocratic
kokugaku scholars devoted their time to texts that had not reached the general population at an eatlier
stage, this created the possibility relatively unknown texts became part of the body of literature with
which the majority of the literate Japanese were acquainted. This meant that judgement of what
constituted Japanese literature shifted from the elite - limited in number - to a large part of the entire
population. Provided that the elite were preoccupied with any judgement of the Japanese canon in the
first place. For, as Harper states: “As far as the nobility were concerned, the notion of what we now call
Japanese Literature did not exist. The literature of Japan was not a national heritage. It was the family
property of the nobles whose ancestors had written it - or at best the cultural heritage of the aristocratic
class.”?309

Third, kokugakn scholars were certainly preoccupied with that notion of Japanese literature; the
kokugakn movement not only studied the contents of classical Japanese texts - they also sought to isolate

the essence of the ‘Japanese spirit’ as captured in these texts. This is particulatly true for medical doctor

%04 Burns (2003), p. 2; Nosco (1990), p. 94.

305 Winkel (2004), explains that koshogaku %7 (which she translates as “evidential research”) was a “new
development in Confucianism”, in China that is, which “emerged as a reaction against the established
speculative and normative Neo-Confucian world-view” (p. 3.).

%% Harper (2000), pp. 113-116; Marra and Motoori (2007), pp. 4-5.

%7 Harper (2000), pp. 106-123.

%98 Harper (2000), p. 121, traces the denomination of ‘Old’ and ‘New’ to the poet and literary scholar Hagiwara
Hiromichi #JiUA 18 (1813/5-1863).

%9 Harper (2000), pp. 119.
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and prominent &okugakusha of the late eighteenth century Motoori Norinaga A& & & (1730-1801), who
is known for the way he combined literary scholarship and nativist ideology. But also before him, starting
with the Shingon Buddhist monk and literary scholar Keicha 27 (1640-1701), regarded as the first of
the New commentators’ 310 various scholars took part in what Susan Burns calls “a series of attacks on
the transculturalism and transhistoricism that had been the intellectual norm.”3!! In the words of Peter
Nosco: “One of the most conspicuous features of nativist thought in eighteenth-century Japan was its
vilification of Buddhism and Confucianism as “foreign” creeds alleged to have had a deleterious impact
upon the national character and polity.”’32 In order to counteract the influence of “China” on Japanese
language and culture, focus was placed on ‘ancient’ texts that were thought to contain an uncontaminated

version of Japanese culture.

Cultural nostalgia in kokugaku

The combination of scholarship on Japanese classical texts and nativist ideologies reflects a distinct
longing for a bygone era of Japanese culture. My use of the term nostalgia acknowledges the discussion
of that term by Nosco - in relation to Japanese nativist discourse - who describes it in part as an emotion:
“When one is dissatisfied with one’s immediate situation, it can be a comforting exercise to imagine and
construct a more pleasing idealized environment.” 313 This succinct statement actually encompasses an
idea of what constitutes nostalgia, why one would harbor such feelings, and how to cope with them. The
question that remains is who these sufferers from such nostalgia were. The kokugakn movement itself was
not main stream during the eighteenth century, explains Harper.3* If only a handful of eatly &okugakusha
and the limited number of their followers could be said to foster this nostalgia for ancient Japan, the
movement would have not been of great impact. By the eatly nineteenth century, however, the work of
Norinaga and fellow scholars received further recognition and numbers of scholars and students had
increased. Increased publication of gokugaku scholarship points to a broader readership as well. This
should not be a surprise, given the fact that the £okugakn commentaries were in part aimed at making

classical texts available, as well as readable, to a wider audience.

The position of kyoka networks:

Connections to scholarship

This chapter looks at where the gyoka society of the late eighteenth, early nineteenth century was
positioned in this context of &okugakn scholarship, canon formation, nativist ideology, and cultural
nostalgia. I will touch on the main conclusions here in advance, before moving on to the contents of the

investigations that led me to these. The interest in £oksugaku scholarship and the proximity to kokugaku

310 The aforementioned Hagiwara Hiromichi was the first to do so. See Harper (2000), pp. 107-8.
311 Burns (2003), p. 52.

312 Nosco (1990), p. 41.

13 Nosco (1990), p. 4.

¥ Harper (2000), pp. 116-7.
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scholars on the part of certain &ydka poets has been amply demonstrated in previous studies as mentioned
above. Below, I will present further connections to £okugaku scholarship that became clear from my
investigations of the Tosa nikki and Tsurezuregusa surimono seties. It deserves to be stressed once again here
that my research reveals that the many connections to Aokzugaku scholarship were by no means exclusive.
The many instances where knowledge of Chinese literary classics and historical figures appears in surimono,
reveals that Chinese culture was all but ignored.?'> Many &yoka poetry groups commissioned (series of)
surimono on Chinese subjects, even if major figures in that group were themselves &okugakn scholars, such
as in the case of the Asakusagawa.’1® Another example is prominent surimono designer and poet Gakutei,
who participated in the translation of a Chinese novel. This does not make him a &angakn scholar per se,

yet it demonstrates that active engagement with Chinese literature was also present in &yika networks.

Surimono production as contribution to canon formation

Surimono inspired by works of classical literature outside the canon that was usually treated in
commercially published prints occupy a unique position in the reception history of those texts. Many of
the literary surimono series were inspired by texts dating from the Heian period, whether well-known or
obscure. In the case of the Tk of Genji, which from olden times had known a tradition of alternating text

and illustrations in the format of picture hand scrolls, ewakinzono FRBW), or the Tales of Ise, which

appeared in an illustrated woodblock printed sagabon WEIE A1 edition first in 1608, the iconography for
the illustration of the principal incidents had been well-established.?'8 However, for Tosa nikki ot
Torikaebaya monogatari, for example, no illustrated publications can be identified prior to their illustration on
surimono by Kubo Shunman in the 1810s.3"” Consequently, these surimono feature both novel literary
allusions and illustrations outside the realm of existing pictorial traditions. First, an overview of literary
surimono seties will be given, with comments on approach to both illustration and poetry, and their place in
the reception history of the respective works of classical literature. Then follow the principal case studies
in this chapter; the investigation of the visualization of Tosa nikki and Tsurezuregusa in surimono by
Shunman and other designers, analysing what kind of “new iconographies”, as Carpenter calls them, were
being established.?? This approach will help judge whether the poets and designers involved in the various
surimono series should be understood to constitute a cultural avant-garde breaking new ground in the

reception of classical literature, or whether they should be seen as enthusiasts who trailed behind

315 This is actually more often the case in single sheet publications than in surimono series.

318 See biography of Sensdan Ichindo in section 5.2.1, as well as the overview of surimono series in appendix III.
For connections between the Asakusagawa and kokugaku scholarship, specifically for the case of Hokusai, see
Machotka (2009), pp. 178-186.

317 Deluxe productions, printed on tinted paper, usually printed with movable type. Named after the town of Saga
ek near Kyoto, where these books were produced in the early 1600s.

318 See for instance Murase (1983), Mostow and Tyler (2010). Mostow (2014), pp. 240-242, has distinguished
two lineages of iconographies for Ise monogatari; that of the sagabon and that derived from the painting
workshop of Tawaraya Sotatsu &R 527# (n.d., 17" century).

9 The Torikaebaya monogatari surimono series was investigated by Carpenter (2004).

320 Carpenter (2008).
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scholarship of the time, or even followed behind the cross-over from scholarship to popular knowledge.

Choice for new or old scholarship and the positions that surimono series occupy in

contemporary scholarly debate

Around the time the Tosa nikki surimono series was issued, the mid-1810s, there was a sudden
increase in the publication of commentaries and annotated editions. Until the 1810s, the most recent
major commentary to Tosa nikki was a written by the famous poet and scholar on classical Japanese
literature Kitamura Kigin JEFfZEM4 (1624-1705), issued in 1648. In the second half of the 1810s, three
influential commentaries were published: Fujitani Mitsue & £ & 1L (1768-1823) from Kyoto wrote
Tosa nikki tomoshibi A& BEEKT (‘Shedding light on Tosa nikk7) in 1816, which was circulated a year later -

apparently in manuscript only. Kishimoto Yuzuru, from Edo, wrote the Tosa nikki kisho 142 H LB FE
(‘Evidential commentary on Tosa nikk?) that he finished in 1815, and first published in 1819.32! Another year
later, in 1820, Kachit Tosa nikki ¥ 5E XA B &R (“An annotated Tosa nikk?), written by Kato Isotari NN

& (1747/8-1809) from Owari domain (present-day Nagoya), appeared in print. This was a posthumous
publication, apparently at the instigation of Ichioka Takehiko T REJ&E (1781-1827), a fellow pupil under

Motoori Norinaga.3?? The time lapse between the work of ‘Old commentator’ Kigin and these three early
nineteenth century kokugaku scholars is remarkably long. Though other books had been issued in between,
these were - judging from their use as reference work to date, as well as the number of copies surviving -
not of lasting importance.3?? This is corroborated by Kishimoto Yuzuru, who states that although many
annotations had appeared, Kigin was the most widely referred to.32*

A close comparison to the commentaries reveals that the work by Kigin was relied on for spelling
of the introductory paragraphs on the surimono in the Tosa nikki series. For instance, that of the 220d day
of the 12t month corresponds with the spelling in Kigin, which differs from that in Mabuchi/Nabiko,

Isotari and Yuzuru.32>

On the surimono:

kanii shi naka mo ei akite itoayashikn shioumi no hotori nite asareaeru

321 Tosa nikki kosho was published in two volumes. I hereby express my gratitude to Mr. J. Kikuchi at J-texts
(http://www.j-texts.com/pdfcd/0102.html), for providing me with the digital photographs of a (late 19 century)
reprint edition of Tosa nikki kosho, kept in the Fukazawa Akio Collection.

%22 As is stated in the preface (dated 1818) to this work, by Hata Kanae ZE§}l (1761-1831).

323 An overview of available books concerning the Tosa nikki is given in appendix II. Apart from printed editions,
copied editions of sorts (shahon) surviving today are also added to this inventory. This data is all derived from
the online databases of the National Institute of Japanese Literature:

http://www.nijl.ac.jp/contents/d library/index.html.

%24 In his own preface to his Tosa nikki kosha.

325 Kigin’s spelling is congruent with the manuscript copied by Fujiwara Teika. See Hagitani (1974), p. 62. Data
and characters for Mabuchi, Nabiko, and Yuzuru to follow below. Commentary by Mabuchi/Nabiko dates from
1771 (see appendix II). The text by Fujitani Mitsue could not be verified.
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MBLENH20HETTNEHRL LIZHIADIFEDIZTHINDH~D
Kitamura Kigin:

kanmi shi naka mo ei akite itoayashikn shioumi no hotori nite asareaern
MBLENH20HETTNEHRL LIZHIADIFEDIZTHINDH~D
Kamo no Mabuchi/Katori Nabiko:

kami naka shin ei akite, itoayashikn shioumi no hotori nite azareaern
MBIEDPLDR20HET, WEHLLL LIZIADIZEVITTHINH~D
Kishimoto Yuzuru:

kami naka shino ei sugite itoayashikn shioumi no hotori nite azareaers
MBI LD 20T ETNEHLLLL LIZHIADIFEVITTHEINH~Y

Kato Isotari:

kami naka shimo ei sugite itoayashiku shioumi no hotori nite agareaeru

MBIRINPL B 20T ETNEHRLL LIFEDIZE D IZTHI b~

Since Kitamura Kigin wrote the best-known commentaries on Genji monogatari, titled Kogetsushi 1]

RV (‘Moon over the lake commentary’, 1673), his commentary on Tosa nikki was a logical choice for surimono
creators to rely on. The authority of Kigin’s Kogetsusho is acknowledged in several &yoka illustrations; see
for instance tigs 15 and 16.32¢ This is actually not unique to £&yoka; the wooden box holding the 60-volume
work appears in various commercially published ukiyoe as well. Despite the fact that new research on Tosa
nikkiwas being carried out around the time that this text was chosen as subject for the surimono seties, the
creators of that series rather relied on Kigin’s work that had been the standard for 140 years. Of course, it
is possible that this surimono series was issued even before the most recent studies - and alternative

spellings - by Yuzuru and Isotari had become available to the poets and the designer.

326 Yet another example is illustrated in Kok (2010), p. 70.
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Fig. 15. The poet (Senbaien T-#[H]) Karakoto FE%F from Sendai, reading the second volume (out of 60)
of Kogetsush. Featured on ¢ho 3 verso of Kyika eiyii jinbutsushi 38K 558 NWIEE (‘Record of kyoka heroes),
edited by Shiseido Sutena, Kinjuen Futaki and Sairaikyo Mibutsu, illustrated by Keisai Eisen. Private
publication, possibly instigated by meeting organizer (saishu {# 32) and Gogawa judge Shoeishi Futaba 2
21 HE. Not dated, but c. 1820s, coll. National Institute of Japanese Literature, inv. no. 7°2-229.
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Fig. 16. The poet Ikedai Hireo AEMHfEME (K], p. 190), 4 recto in Kydka gazo sakusha burui jo SE K ERAE
FrEHA b (Tlustrated categorization of kyoka poets’, upper volume), edited by Rokujuen, illustrated by Hotei
Gosei, published by Bunk6do 3¢ Y5 in Bunka 8, 1811, coll. National Institute of Japanese Literature, inv.
no. 772-237.

Kyoka poets did not strictly subscribe to nativist ideology

The way in which &yoka poets of both commoner and samurai descent visualized the classics fits
into a pattern of appropriation of the cultural past otherwise guarded by the court nobility such as
discussed above, as well as professional waka poets who were not members of the nobility. Indeed,
surimono creators did not shy away from subjects that could be considered as belonging to more elite, and
historically unapproachable layers of society. The content of such su#rimono in general prove that allusions
were more than superficial, demonstrating a profound knowledge of the classical texts that were eagerly
studied and introduced to a wider audience as part of a shared cultural heritage. To some extent,
appreciation of the classics made its way also to commercial prints and books, crossing over to popular
culture and common knowledge. The sincere and direct interest in the classics as expressed in surimono
displayed a level of involvement that was, however, beyond the scope of commercial publications. As such,
surimono - and, to some extent, &yoka books - represent material manifestations of larger tendencies
towards cultural nostalgia in Edo period intellectual milieus.

In contrast to ideological aspects of kokugaksn, cultural nostalgia in &yika is inclusive, in the sense
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that foreign influences such as Buddhism and Confucianism are not subject to the “vilification” detected
by Nosco.??7 This is also one of McKee’s conclusions: “Kydka surimono thus operate by extending an open-
ended, non-exclusive receptivity to every available aspect of cultural experience, gathering up all manner
of categories, beings and activities into its storehouse of signifiers, for meaningful arrangement in the
text-image complexes of its signifying space.”’328 Indeed, the same Asakusagawa that commissioned
surimono seties on classical Japanese literary themes also issued the series such as Five Tiger Generals, Goko
shogun TLIERFH, essentially a subject of Chinese origin, despite the fact that the Aydka circle leader
himself was actively involved in kokugaku. Surimono series related to Confucianism are scarce, but two
complete series on the Japanese version of the twenty-four paragons of filial piety prove that such foreign
influences were by no means off-limits.

It is questionable, then, whether the treatment of foreign themes and texts in surimono and
kyoka books can be explained as part of a tendency of cultural self-identification - in this case, identifying
the other as a means for identifying the self. The aim to distinguish original Japanese values from foreign -
principally Chinese - influences, which is attributed to much of the ideological aspects of the kokugaku
movement, is often interpreted as a way of isolating a national cultural identity. One could indeed argue
that the contemporaneous current of cultural self-identification through study of classical texts - whether
Japanese or Chinese for that matter - is evident in a good portion of Aydka materials. In general, however,
the nostalgia prevails over the debate. In an article on Chinese influences in books and prints from the
1750s to the 1850s, Ellis Tinios detects: “a vision of a land in which those disenchanted with their own
society imagined men of their sensibilities were valued”.’? Tinios - incorporating a quotation from Marius
B. Jansen - states that “For Japan, China ‘served as classical antiquity, a Renaissance Italy, and an
eighteenth-century France all in one’. China as an abstraction also played an important role within
Japan”.3% Evidence of this can be found in the appearance of comparisons between China and Japan in
kyoka materials, with titles using the term wakan FI, in fact matching the classical “Wa (Yamato) and
Han’33! Kyoka materials and surimono in particular display an awareness of the debates and developing
thoughts on national identity, yet include classical Chinese examples in their nostalgia rather than oppose
to these.

Kyoka materials from Edo refer and allude to kokugaks thought, but do not take a strong ideological

stance. Although the body of surimono series displays a distinct penchant for classical subjects throughout,

%27 Nosco (1990), p. 41.

328 McKee (2008 [1]), p. 515-516.

329 Tinios (1998), p. 25. This quote particularly pertains to painting manuals, but I take the notion to apply to
printed materials relating to China in a broader sense.

%% Tinios (1998), p. 19. Quote from Jansen, Marius B. (1995), Japan and its world: Two centuries of change
(Princeton: Princeton University Press), p. 11.

%31 For instance, a set of two commissioned by the Shiichddoshachii, designed by Gakutei in the 1820s. See
appendix III. Another example - despite not mentioning wakan in the title - is the series Bunbashiyi SRV K
(‘Four friends of the writing table’) designed by Gakutei, in which four Japanese and four Chinese literary and
historical figures are presented.
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surimono series actually directly referring to the ancient texts that were studied by in relation to the

(mythical) creation of Japan are rare.?32 Only two sets come to mind: “T'he rock door of spring, Haru no iwato
F D7, a pentaptych commissioned by the Taikogawa and designed by Gakutei for 1825, and the

series “Three imperial jewels, Sanshu no jingi —FEDFHS, commissioned by the Sugawararen and designed by
Sadakage around 1830.333 McKee states that “Without the textual studies of &okugakn, which transformed
works such as Kojiki (“Record of Ancient Matters,” the primary source of Japanese mythology), Manydshi
(““The Collection of Myriad Leaves,” the first poetry anthology) and many other texts into available
knowledge, the surimono movement could not have taken the form that it did, full of cross-references
between present configuration and the world of the past that such texts represented.”?3* Although I do
agree that the philological endeavors by &okugakn scholars enabled surimono creators to handle such a wide
range of classical literature, I have not found the incorporation of the ancient texts to be strongly

represented in the oeuvre as a whole. Kyoka society in general favored nostalgia over nativism.

Cultural nostalgia in kyoka

Cultural nostalgia presents itself in various forms in &yoka materials. Carpenter discussed such
nostalgia in the su#rimono oeuvre of Shunman, although he refers to it as “antiquarian imagination” (and
also “classical imagination”); McKee favors the term “classicism” in his discussion of surinono in
general.33 I have no objections to their use of these terms in the content of their respective discussions. 1
choose, however, for ‘cultural nostalgia’ for the manifestations I recognize in £yoka publications at large.
In my view, the term antiquarian is not applicable to the bulk of &yskas materials since many publications
take their inspiration from texts considerably ‘younger’ than the works from Japanese antiquity. Many
surimono seties refer to texts and cultural figures from medieval times, or even as ‘recent’ as the Genroku
era (1688-1704). Furthermore, many surimono seties actually depict contemporaneous objects and fashions.
For that reason, the term ‘classicism’ also does not always apply. The term ‘imagination’ corresponds in
part to my use of the word ‘“visualization’ in connection to text and image in surimono. Although
‘imagination’ captures the fictional characteristics of the kind of treatment classical texts and historical
figures were be often subjected to in surimono, 1 prefer the term ‘nostalgia’ for carrying a connotation of
‘longing for’, whether it is for a bygone era, a person or place of cultural merit, or even a local product of

superior quality.

%2 McKee (2008 [1]), p. 471, asserts: “[...] it was far less the ancient past that surimono idealized, rather than
the later age of high court [...]”.

333 See the overview of surimono series in appendix III. Haru no iwato depicts five primary figures featuring in
the mythical creation of Japan. The ‘three jewels’ refers to the imperial regalia - the sword Kusanagi (&%
Kusanagi no tsurugi), the mirror, and the magatama (i &, curved jewel). In this case, these are represented as
mitate: Each print depicts an elegant lady holding for instance make-up mirrors, or a ball (tama). See Forrer
(2013), p. 299.

334 McKee (2006), p. 19.

335 Carpenter (2004); McKee (2008 [1]).
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5.2 Intellectual networks and provenance of cultural and literary knowledge

5.2.1 Links between kyoka poets and scholars of Japanese and Chinese literature

Surimono research of recent decades has uncovered numerous links between surinono creators - both
poets and designers - and &okugakn scholarship. McKee in particular, provides a general characterization
of the relation between surimono and classical literature: “Here, in sharp contrast to commercial #£zyo-e,
which even when reflecting on the past took its primary interest from the twin pillars of urban culture,
kabuki and the pleasure quarters, a straight, kokugaku-style reverence of literature and the classical work
can be seen [in surimono].”, admitting however, that “[...] although the &okugakn-venerated Manyishi was an
important inspiration for many &yoka/ haikaika poets, Magao included, the Kokinshi style of logical
statement and poetic artifice was by far the more dominant model for these poets.”’?¢ Indeed, in spite of
the many surimono series on classical Japanese literature, references to ancient texts are virtually non-
existent.

My focus here is specifically on who brought knowledge of classical literature into &ydka circles,
what this says about the position of scholatly debates of the time as reflected in &ydka surimono, and
whether there is any relation between birth class and (access to) knowledge of classical literature. With
that aim in mind, I have selected a number of prominent figures, whose connections to scholarship on
literature I will investigate. The selection criteria are twofold: first, involvement in surimono series that take
Japanese or Chinese classical literature as subject, as shown in appendix III. Second, involvement in the

surimono seties taken as case studies in section 5.3; the Tosa nikki series and the three seties on Tsurezuregusa
FESRIEL (‘Essays in Idleness’, written by the priest Yoshida Kenko 7 FHHEAT (c.1283-¢.1350)). The networks

of these figures are clearly intertwined and additional figures from Aydka society will appear occasionally in

the description of the selected individuals.

Kubo Shunman (1757-1820)

Kubo Shunman designed and produced the highest number of surimono directly linked to classical
literature. When Shunman worked on the designs for the Tosa nikki surimono series, he was already around
60 years old and could look back on an impressive career as a versatile artist and writer successful in
different genres. The wide array of contacts these activities yielded has been part of the articles by Tanaka
(1993) and Carpenter (2004). Shunman was of relatively simple birth status - essentially coming from the
artisan class - but was well educated in the arts. Focusing on the scholars studying Tosa nikki exactly
around that time, we find that Shunman was connected to at least one of them directly, or via a common
acquaintance. Consequently, he likely had knowledge of, or even access to, ongoing scholarship on this
text.

For instance, one of the major exegetical texts on Tosa nikki was written by Edo scholar Kishimoto

336 McKee (2008 [1]), p. 470.
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Yuzuru A EZ i (1788-1846). His manuscript seems to have been finished by 1815, but was only first
published in 1819. Yuzuru was a youngster in comparison to Shunman, but apparently a talented scholar.
He authored numerous &dshi B 7lE, ‘evidential commentaries’, some only circulating in manuscript, others
also in print. Yuzuru contributed many a preface, for instance to posthumous (annotated) editions of
scholarship by Motoori Norinaga. Given Shunman’s reverence for Norinaga, and a shared field of interest,
Kishimoto Yuzuru must have been an author with whom Shunman was familiar. Furthermore, Yuzuru
wrote prefaces to books illustrated by Kitao Masayoshi and Katsushika Hokusai (1760-1849) too during
the Kyowa and Bunka eras, which shows that he also had links to #£zyoe publishers.

Shunman and Yuzuru may have actually been introduced to each other, for instance through their
mutual acquaintance Kitamura Intei 226 #E (1783-1856, also Kitamura Nobuyo {5 ). According to
Tanaka Tatsuya, Shunman and Intei ‘understood each other very well’.33 Intei was a &dshigakusha who had
contact with Yuzuru professionally.33® As mentioned before, this connection suggests that Shunman was
aware of Yuzuru’s research and had access to it before it was published - i.e. around the same time that the
Tosa nikki series was issued. Furthermore, among Yuzuru’s many books on Japanese classical texts are also
evidential commentaries on Tsurezuregusa, and Torikacbaya monogatari, each in five volumes.?® Shunman
designed two surimono series based on these same texts for different poetry groups in 1811 and ¢.1813. It is
unknown whether the period in which Yuzuru worked on his manuscripts for these texts predates the
surimono seties or not, yet it is notable that three major literary surimono series revolve around the same texts

that Yuzuru researched in his career.4
Yuzuru notes that £okugaku scholar and painter Katori Nabiko # UM Z (1723-1782, sometimes

also transcribed Nahiko), who had been Shunman’s teacher, had also added explanations to an annotated
Tosa nikki text written by Nabiko’s own teacher, the prominent &okugakn scholar and poet Kamo no
Mabuchi B EE i (1697-1769). This survives in a manuscript from Nabiko’s own brush, dated 1771.341
Although the manuscript did not appear in print at the time, it is possible that former pupil Shunman had
access to a copy of this manuscript.

As shown in appendix II, two other exegetical works on Tosa nikki were finished and/or published
around the same time or shortly after Yuzuru’s work. Personal connections between Shunman and the
authors of these other two Tosa nikki books could not be uncovered. In any case, the other authors lived

in Kyoto and Nagoya, which made regular encounters and discussions impossible. Although it is likely that

%37 Tanaka (1993 [3]), p. 4.

338 Ichiko (1993-1999), vol. 2, p. 41.

339 See NIJL databases. Unfortunately, the dates of publication are known for neither Tsurezuregusa koshé 5K
ELZETIE nor Shin Torikaebaya monogatari kosho #7107 ~1XCW)RE RE. Both seem to have circulated in
manuscript form only.

30 Torikaebaya monogatari, Tsurezuregusa, and Tosa nikki.

31 Yuzuru mentions the title Tosa nikki uchigiki 1% A 5247 (‘Tosa nikki from hearsay’), yet the manuscript
is titled Tosa nikki Agatai no setsu i A 5LV ERL( The explanation of Tosa nikki by Agatai’). Agatai was one
of the names of Kamo no Mabuchi. See Ide and Furuta (1955) and (1956).
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earlier (manuscript) versions of the Tosa nikki were available to Shunman and the poets, it is assumed here
that the renewed attention for this classic within the &okugakn movement and by Yuzuru in particular,
played a role in the choice of the Tosa nikki as a theme for the surimono series. In section 5.3.1 of this
chapter, an investigation of the Tosa nikki surimono series will be presented, with remarks on possible traces

tindings by Yuzuru and others, where applicable.

Bunbunsha Kanikomaru (1780-1837)

Bunbunsha Kanikomaru, common name Kubo Yasujuro IIARZE I, was of samurai birth, and
held an official position as yorik: (police official) in the baknfn administration.>*? Despite his official duties,
he apparently managed to spend much time on &ydka activities. Poems by Bunbunsha can be found on
numerous other surimono and in many &yikabon as well. He selected poems for some fifteen Ayika
anthologies, many of which were illustrated by Gakutei. A portrait and a biography of Bunbunsha are
included in Kydka kijintan of 1824, written and illustrated by Gakutei. According to the biography
Bunbunsha regularly studied ‘classics’, &eigakn #%°%, a school of Confucianism aimed at understanding
classic Chinese Confucianist texts. The study of Confucianist texts corresponds with the emphasis in the
usual samurai education curriculum. When Bunbunsha headed the Katsushikaren in the 1820s, this (large)
circle issued surimono seties and &yoka books consistently. These were almost exclusively designed by
Gakutei. Many of the surimono series revolve around selections of historical figures, of literary or military
importance.?® Only one series commissioned by the Katsushikaren explicitly focuses on a classical
literature: Uji shii monogatari, issued in 1826. The overall Katsushikaren ‘oeuvre’ of books and surimono,
however, displays no particular preoccupation with Japanese classical literature. Despite the fact that
Bunbunsha was apparently well schooled in Chinese, the Katsushikaren did not issue surimono series based
on works of Chinese classical literature. Bunbunsha’s involvement as co-commissioner of the Tosa nikki

series predates the commissions made by the Katsushikaren by several years.

Shofiidai Teitei (n.d.)

Shofudai is the elder brother of Bunbunsha’s, also of samurai extraction. A portrait and poem of
his feature in the &yoka anthology Kyoka gokusaishiki hyakunin isshu (‘One bundred poets in multicolor, one kyika
eacl?, date unknown), selected by Bunbunsha and illustrated by Gakutei.?* He is seated in front of a large
and well-filled book cabinet, reading in a book that lies on a red lacquer table. Both the table and the
Chinese sword stand in the background seem to point to a taste for Chinese objects. Shofudai is portrayed

as well-read man, but unfortunately, no titles are inscribed on books or book cases, which would have

32K]JI, p. S1.

%3 For instance the largest series ‘ Twenty-four generals for the Katsushikaren’. See Kok (2008). Another
example of a set of military figures is Buke rokkasen 3% 75, *Six immortal warrior poets’, issued in 1825.
344 A copy of this book is kept in the Art Institute of Chicago, inv. no. 5-1-33. Last illustration, sheet number
unknown. Not all copies of this book contain the kuchie in the front and the portraits of Shofuidai, Bunbunsha
and Sutena in the back.
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made it possible to judge his literary interests. According to KJJ, he was judge for the Kankogawa (the
kyoka circle of Akera Kanko) and Kanké later bestowed his pen name Wainando #£ R %% upon him. He
(co-)compiled a number of &yoka publications under this name, one of which was illustrated by - among
others - Shunman somewhere during the Bunka era.3*> Shofuadai was involved in several surimono
commissions to Shunman - Tosa nikki being one - and the connection between the two seems to have

been lasting,

Hisakataya Misora (n.d.)

Despite appearing on surimono frequently and obviously leading an active &yika group, Hisakataya
Misora A B2EAE B cannot be found in KJJ. Perhaps one of the reasons for this is the fact that
Hisakataya - oddly - was not the selector for any £yoka books, keeping him out of publishing records.
Hisakataya cannot be found in &yoka gazo sakusha burui either. Therefore, little biographical information,
nor information on his social status can be presented here. Besides the Tosae awase and Tosa nikki series,
connections between Hisakataya and Bunbunsha can also be found in other surimono series. They issued a
series on the janishi +-% (Twelve zodiac signs, artist unknown) in 1819 together, yet from 1820 onwards,
they seem to go their separate ways. Hisakataya’s circle issues at least three pentaptychs around the mid
1820s, two of these designed by Gakutei and one by Ryaryukyo Shinsai. Bunbunsha does not appear in
these sets. The pentaptych Hisakataya Nakanochd A 2>7 B OWT (‘Nakanochi street*s for the Hisakataya
poetry circle, designed by Gakutei around 1827). Out of ten poems in this pentaptych, three poems are
written by Hisakataya, and among the rest one each by Hanamitei Tokiwa {£ 7 5= F 8 (n.d.), Amanoya

Wakashiba KD EA & (n.d.), Suihotei Komatsu 32 2= 55/M2 (n.d.), and Sawanoya Katsumi IR D45

. (n.d.).

Hisakataya’s circle is clearly tightly knit, since these four poets are also found in the Tosa nikki series
of some ten years eatlier and in other series issued in between as well. Apart from Tokiwa, these poets
have not been found in connection with Bunbunsha anywhere else, which suggests it was Hisakataya who
introduced them to the earlier Tosa nikki project. Tokiwa seems to be the only one who keeps in touch
with both Hisakataya and Bunbunsha, although he appears far more often on surimono from Hisakataya’s
circle. Hisakataya and his circle of poets can be regarded as wealthy patrons rather than the more
successful poets in a large organization. Many of their surimono series feature the same poets and in some
cases, Hisakataya himself is featured on almost every print in a set. The surimono commissions by the
Hisakatayaren are not marked by a specific kokngakn interest. If anything, focus was placed on the

depiction of fashionable women.

345 Tanaka (1993 [3]), p. 25. This book is called Kyoka hototogisu sanjiirokkasen JERKRE S =+ 7Skl (‘The 36
immortal kyoka singing cuckoos’). NIJL gives 1831 as date for this book, but this seems unlikely given the years
of death of Shunman (1820) and Rokujuen (1830). Perhaps this concerns a later reprint (one copy, kept in TNM).
346 Main street in the Yoshiwara pleasure quarter. Information on this series in Mirviss and Carpenter (1995), pp.

74-75, and Forrer (2013), pp. 236-237. In both catalogs, all five prints are reproduced.
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Sensoan Ichindo (1755-1821)
The head of the Asakusagawa was the successful gyoka poet Sensoan Ichindo, also known as

Tsubotsubo Chinjin. He made his money as a pawnbroker and started his own &ydka group after leaving
the Hakurakugawa {284l poetry group headed by Shunman.3” This new group was initially called
Tsubogawa ] (Jug group’), after his other pen name; the name Asakusagawa based on the fact that the

circle was located in Asakusa. The Sino-Japanese pronunciation of Asakusa is Sensd, as in Sensoji % F.~F,
the main temple in Asakusa. Sensoan functioned as judge at poetry contests and selected the poems for
many Asakusagawa &yika books. Most of these books were privately published for distribution among the
club members. These appear in varying bindings and with varying covers and titles in Japanese
collections.348

According to Shikitei Sanba ZUAs = J§ (1766-1822) in his overview of the ydka world Kyokake: JT.

AKNi (‘Kyoka connections’)’*, Sensoan lived on the corner of Tawaramachidori, in Higashinaka-ché, in the
Asakusa district of Edo. As with every judge in Kyokakez, a brief biography is given for Sens6an, together
with ten poems on various subjects by the master, and twenty &yoka poems by other poets, which he gave
high scores. Convenient for the &ydka-lover of those days, a sample of Sensoan’s handwriting and his
method of rating poems are given too. Apparently, he writes the number of points in red ink on the back
of tanzakn poem slips that are submitted to him, ranging from a minimum of three to a maximum of
thirteen points. Beneath this are samples of his personal stamps, one of which closely resembles the jar-
shaped series cartouche that was used for the Tsurezuregusa series.>>

Sensoan and Shunman had been members of the same Hakuraku poetry group in eatlier times, and
Sensoan could still depend on Shunman to design a surimono seties for him after he established his own

poetry group. Carpenter describes the relationship between Shunman and Senso6an as follows:

Along with Rokujuen, the original Hakuraku Circle included several members who would eventually

establish reputations as scholars of classical literature and National Learning, most notably Sensoan

347 Suga (1936 [1]), pp. 319-20. For some facts, Suga quotes from an unpublished manuscript by Emaya
Gakusuke IV, most likely that which is now kept in the Collection Iwase Bunko, Nishio Municipal Library, Aichi
Prefecture. See also Carpenter (2004).

348 See section 3.3.2 on the Asakusagawa kyokabon publications.

349 Based on the copy kept in the Waseda University library, inv. no. ~09 02839 0001. This copy contains an
addendum to (the) earlier edition(s), which introduces the judges of the Asakusagawa. On the first page of the
colophon, an announcement is squeezed in between two book adverts, stating that the second part of Kyokakei
(in two volumes) will be published next spring without [further] delay. Since the second part of Kyokakei was
issued in 1806, it appears the Waseda copy of the first part was printed in 1805 (the original year of publication
was 1803).

3%0 The jar or jug (tsubo %) as personal logo is no doubt connected to Asakusaan’s pen name Tsubotsubo
Chinjin. The basis for this pen name is, however, unclear. The name Asakusaan - ‘an’ J& basically meaning
hermitage - is clearly derived from the place where he lived. The pseudonym Ichindo seems to mean ‘merchant’,
the implications of which will be dealt with later on in this section.
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Ichibito (also pronounced Asakusa no Ichibito or Sensoan Ichindo, 1755-1820) and Chigusaan
Shimodoke (1761-1811). Eventually these two secede, amicably, from the circle to jointly establish
their own group, the Asakusa-ren, named after the Asakusa neighbourhood in Edo, and later
variously the Asakusa-gawa (Asakusa Group) or Tsubo-gawa (Jug Group). Even when the Asakusa
Circle became one of the most popular poetry clubs in Edo, its leaders maintained personal and
artistic ties with Shunman. His poems are included in anthologies sponsored by members of the
Asakusa Circle, and his designs often accompany poems on surimono commissioned by Asakusa

Circle members.35!

Carpenter notes that Sensdan and Chigusaan TFEE (perhaps - or even likely - pronounced
Senshuan, in the Sino-Japanese pronunciation, as for Sens6an) visited Motoori Norinaga in his hometown
in Ise province, and did in fact “register as official disciples”.3>2 The claim that Sensoan grew to be a
respected scholar of classical literature and National Learning, however, cannot be backed by facts.
Sensoan’s list of publications features almost exclusively &yokabon, and no works on classical literature. It
may well be that he circulated manuscripts of a scholarly nature, but it seems they never made it into
printed books.

Among the surimono commissions of the Asakusagawa are three series that stand out for their
relations to kokugakn and Norinaga’s school in National Learning: Tsurezuregusa, Ise monogatari and Isegoyomsi,
each designed by Shunman. Tsurezuregusa and Ise monogatari are classics in Japanese that received much
scholarly attention, as will be further elaborated on further below. Isegoyomi refers to Ise calendars,
almanacs distributed by the priest of the Ise shrine (Ise jinga FH4E) from the early Edo period.3s Ise
Shrine is dedicated to Amaterasu Omikami K PR RIEIFH, the principal goddess in the origin myths of
Japan and the imperial line in Kgjiki i F70 (‘Record of ancient matters’, 712), the part-mythical, part-
historical record that was extensively studied by Norinaga. Therefore, the Asakusagawa’s choice for Ise
calendars as series’ subject appears to be directly inspired by both the content of gokngaku debate, and
reference to Norinaga’s home province.

It deserves mention, however, that the Asakusagawa commissioned several surimono series on
Chinese subjects. For instance, in the early 1800s, Asakusagawa poets commissioned a series on the

subject of the ‘Eight immortals of the wine cup’, Inchii hassen B H )\ (Ch. Yinghong bascian) from Teisai

351 Article by Carpenter (2004), p. 84. A few remarks to this paragraph: Asakusaan actually died in 1821, see note
8; The exact pronunciation of his name remains inconclusive, since no kana rendering has surfaced in
contemporary sources thus far; There is no evidence to suggest that the Asakusagawa ever was the most popular
kyoka group. They have not issued large numbers of kyoka books, nor any substantial surimono series after the
Isegoyomi series of 1814.

32 Carpenter (2004), p 89-90, based on an article about the records of visitors to Norinaga: Iwakiri, Shin’ichird
80 15— (1987) “Motoori Norinaga no raikdsha kiroku ni miru: Tsutajii, Asakusaan, Shimotoke, Shunman,
Yiishi no doko AJEE £ DFKFHE FLEIZ A DH-- B, FREE, . B, s o®E) i\, in Ukiyo-e Geijutsu
P& Z27R Vol. 89. (Yushi is Ishizaki Yaishi 1R &L (c.1786-1846), painter from Nagasaki.)

%53 See Carpenter (2008), p. 79.
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Hokuba.?** The poems in these prints are written in a mock Chinese style as if they were &ydshi, using
Chinese characters only, though they are to be read as &yoka. To that end, some of the characters actually
need to be read as manyogana (kana as used in Man’yoshi). In 1810, the Asakusagawa commissioned a series
about Chinese sages from Shunman, one year before their major &okugakn-related productions. This series
carries the title Ressen gessen zu IV, “Images of the sages in the consecutive months’, and likely numbers
twelve designs in total (ten known).3>> The illustrations depict the male and female sages sporting a variety
of garments and hairdos in classical Chinese style. Many are depicted with animals, some actually riding
on these (Chinese, mythical) animals. Japanese adaptations of Ressenden sages existed, yet the series by
Shunman focuses on the Chinese version. Furthermore, in 1818, a set of five Chinese ‘tiger generals’ from
Sangokushi =85 (Ch. Sangnozhi, ‘History of the Three Kingdoms, fourteenth century) was commissioned,

further confirming that the Asakusagawa did not focus exclusively on Japanese subjects.

Gakutei Sadaoka (c.1786-c.1855)

Gakutei designed many surimono and seties of surimono in particular during the 1820s. He received
commissions for surimono from all the major poetry circles and designed the illustrations for a large
number of books - not only in the &yika genre. What is less known about Gakutei is that he also
translated the novel X7 You Ji VAERC (Journey to the West, Saiyitki in Japanese pronunciation) from Chinese
into Japanese, specifically volumes 21 through 40 (out of a total of 40). The translated novel was
published between 1806 and 1837, with Gakutei’s translations dating from 1835 and 1837.35% He had
catlier designed a surimono depicting the monkey Son Goki FR&2Z (Ch. Sun Wukong), one of the main
characters in Sazyiki, for the year of the Monkey 1824. This surimono features poems by Bunbunsha and
one Obokuen Yoshiharu B 515 (n.d.), who apparently commissioned the print.357 It is not known
whether Gakutei was directly connected to kangakn scholars, yet it is clear that he had ample knowledge of
Chinese cultural history and was well versed in Chinese literature. Gakutei’s proficiency in Chinese may be
linked to his samurai birth status (his father was of samurai stock, although his mother was “only the
mistress”358), as I have suggested also for the case of Bunbunsha. Gakutei’s oeuvre of illustrations on
surimono and in &yoka books takes inspiration from a great variety of classical subjects, both Chinese and

Japanese. Among the surimono he designed are many that depict figures from Chinese cultural history,»

%4 This subject and the appropriation and transfiguration of Chinese subjects in general in kyoka surimono is

discussed by Thomsen (2008), p. 92-99.
% Nagata, S. and Katd (Eds., 1998), nos. 69-73, 75-77, 79-80.

56 The late 16™ century novel Xi You Ji is regarded as one of the four major novels of the Ming dynasty. Wu
Cheng’en %7K B (c. 1506-c. 1582) is considered to be the author. See Ma and Lau (1978). The first twenty
volumes of the Japanese version were translated by Nishida Korenori 78 FH#£HI] (?-1765) and illustrated by
Ohara Toya KJFEHEF. Volumes 21 through 40 were illustrated by Hokusai and one of his pupils, Taito II. See
for instance Waseda collection inv. no. “~21 02500.

7 A copy is present in the Harvard University Museum collection, inv. no. HUAM207906.
%58 Makino (2008), p. 59. Makino gives much valuable information on Gakutei’s life and work.
%9 Makino (2008), p. 61, hints to Gakutei’s fondness for drawing Chinese figures.
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and Gakutei himself was in large part responsible for contributing to the visual erudition in these prints.

Totoya Hokkei (1780-1850)

Hokkei was the most prolific designer of surimono, working - like Gakutei - for all the major £yika
circles. His oeuvre, both in su#rimono and in &yoka book illustrations, is extensive. Hokkei illustrated neatly a
hundred books. The majority of these in the genre of £ydka, among the remainder mostly books of comic
fiction. Hokkei was asked for the illustration of surimono series on a large variety of themes, Japanese,
Chinese, and even Dutch. His connection to the Gogawa of Rokujuen - he and Hokkei were both of
comparably humble backgrounds - was particularly strong. And while the connection to Rokujuen could
certainly have been a gateway to &okugaku scholarship, the surimono commissions by the Gogawa concern
mostly series on subjects such as ‘tamous products from the provinces’, ‘tamous products from Edo’, as
well as kabuki theatre. Hokkei also took commissions from circles that fell under the Yomogawa: he
designed several series for the Manjiren. Among these are his only surimono series on Japanese classic -
Tsurezuregusa, which had been treated by Shunman and Gakutei earlier - and a rare series on a kokugakn
philological treatise: Kogentei - see below.

There are surimono series by Hokkei that suggest connections to both gangakn and kokngakn
scholarship. For the Hanazonoren, he designed a series inspired on the Chinese early eighth century
collection of biographies of people from history and legend Magys %K (Ch. Menggin), (Youth inguires’) 3%
This is one of only a handful of surimono seties that directly copy the title of a Chinese classic in the series’
title.36! Mogys was studied and reworked into contemporary Japanese versions in the Edo period and the
choice for this text may be related to scholarly interest of the time. Garyoen Umemaro, leader of the
Hanazonoren, edited many &ydka books and is not known for scholatly publications. Since Magys was not
an obscure text, the knowledge and inspiration from this text may have come from any or every member
of the Hanazonoren, yet the intricacies of the designs suggest that Hokkei was also familiar with the
content of the work. The position of the Magys surimono series within its reception history will be further
investigated in section 5.2.2.

A relation to kokugakn scholarship in surimono designed by Hokkei is more cleatly evident than a
relation to &angakn scholarship; for the year 1831, he designed a series of eighteen surimono inspired by the
philological treatise Kogentei &1 5 1, A ladder to the ancient language , written by Katori Nabiko and
published in 1765.32 Shunman had been one of Nabiko’s pupils and the fact that Hokkei took inspiration

%0 Smits (2000), p. 240. Mogyi is said to have been written by Li Kan 253 (n.d.). English title taken from Smits
(who repeats this translation as used by Burton Watson).

%1 Other examples are multiple series inspired by Suikoden (issued around 1830) and one by Sangokushi engi —.
[E & # 3% (Ch. = [8{# 7% Sanguo yanyi), a fourteenth century romanticized adaptation of Sangokushi |87
(Ch. Sanguozhi), ‘History of the Three Kingdoms’, written by Chen Shou [ 7 (233?-297) in the third century.
The latter series, also designed by Hokkei, consists of three prints and was commissioned by the Shippdren
during the 1820s. This set depicts bijin as representations of the three warriors who swore the ‘Oath at the peach
orchard’ - see further discussion in section 5.2.2.

%2 As explained in the essay by Carpenter (2008), pp. 74-75. Translation of title also taken from Carpenter.
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from several literary surimono designs by Shunman suggests that Hokkei at least took an interest to the

former’s scholatly connections.?*3 The Manjiren that commissioned the series was at the time headed by

Shinratei Manzo 1T #5575 i (1758-1831, KJJ 216), a candy seller by profession, and pupil of

N
=

popular fiction author and Aydka master Shinratei Manzo T e 5= 15 A1 (1754-1809, also Manzétei

B 545 or Morishima Charyo £x/& H B, KJJ 216). Manzé 11 also wrote popular fiction - quite 2 number
of kibyoshi and an occasional sharebon - but scholarly publications of his hand are not known. To my
knowledge, the Hoklkei’s Kogentei jithachibantsuzuki 7 S B+ I\ZEHE (A series of eighteen from A ladder to
the ancient language’) is the only example of a surimono (seties) that directly refers to a scholarly work,
rather than a literary or historiographical text.

Hokkei, it seems, was available for any commission, regardless of the theme. Being the principal
surimono designer - in numbers at least - in the 1820s, Hokkei was certainly connected to many prominent
figures. Being able to cater to the tastes of various &ydka circles no doubt meant familiarizing oneself with
the main literary and scholarly texts that the &yoka clientele favored. Whether Hokkei had a specific
scholarly interest remains to be answered, but his versatility in subjects and themes rather suggests a base

knowledge of many classics, rather than a profound knowledge of specific classics.

Kyoka circles and scholarly networks were obviously interconnected. Some ties can be pinpointed,
such as in the case of Shunman and Sensoan for instance, whereas other ties seem to exist, but claims
cannot be substantiated. It is clear from the surimono output of the entire £yoka society of the 1810s and
1820s, however, that these poets wished to stay up to date with current scholarship, if only to improve the
level of erudition in their poetry. Without interest and support from within the respective &yika circles,
the decision to commission a surimono series on classical literary subjects would not have been made so
often. Certain direct and indirect links between surimono designers and poets to scholars of classical
literature have been confirmed, possible links have been suggested, and it is my prediction that more

connections will be uncovered as the study of surimono advances.

Kogentei contains theory on kana orthography; see Seeley (1991), p. 124 and Murphy (2009), p. 68.
%3 The connection between Nabiko and Shunman is explained by Carpenter (2004), pp. 78-79. Hokkei’s
surimono designs based on earlier designs by Shunman are presented in sections 5.2.2 and 5.3.
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5.2.2 Visualizing classical literature in surimono

Treatment of classical literature in word and image during the Edo period

Classical literature formed an integral part of Edo period literature. Many classical texts led
substantial “afterlives” in the words of Clements and Kornicki, and were available in many forms.364
Indeed, especially the great classics such as Genji monogatari, Ise monogatari, and Hyakunin isshu, had been
transmitted, discussed, re-issued, reworked and illustrated for generations. Interest in these classics was
almost constant in Japan’s cultural history, it seems, in whatever form. Genji monogatari arguably reached
every possible audience, through anything from both manuscript and printed editions, scholatly
commentaries, popular adaptations, poetry-selections, illustrated scrolls, #&zyoe, shell-matching games (ka7
awase 55 101, in which Genji scenes painted on the inside of large clam shells had to be paired), motifs
on lacquer ware, etc. etc.3%> The possibilities for becoming so widely read and interpreted are, according to
Joshua Mostow in his treatment of the “modern constructions” of Ise monogatari, due to the “explosion in
printing” during the Edo period.?¢ Demand and supply go hand in hand, of course, and technological
advancements are not only the precondition for wider dissemination, but also the result of the public’s
interests. Linda Chance sums up the (textual) ‘afterlife’ of Tsurezuregusa, consisting of “parodies, imitations,
and variations”, and concludes that “Both commentarial and parodical practice were, therefore, reflective
of the esteem in which the text was held.”3¢7 The vast array of materials linked to various classical texts
clearly demonstrates the continuing demand during the Edo period, and it is only to be expected that

kyoka poets took inspiration from these works for their own poetry.

Pictorial traditions form an integral part of the reception history of literary classics. Genji monogatar:
and Ise monoggatari once again serve as foremost examples. For both classics, a long standing pictorial
tradition was established in Heian period illustrated hand scrolls, with paintings that complimented the
calligraphy of the text. The illustration of specific scenes from the chapters of each work developed into
standardized iconographies that were handed down from generation to generation.?®® Much of such
iconographies remained intact as the classical works crossed over to printed publications, and larger
audiences. Yet, as the text was reproduced, replaced, and adapted, so were the illustrations. Apart from

varying painting styles, the composition of familiar scenes could change, and the standardized

%4 Clements and Kornicki (2009), p. 363. The term reception history, it is argued, does not suffice for the
intricate ways in which classics such as Genji monogatari impacted generations to come.

%% The volume edited by Shirane (2008) offers a variety of essays on the canonization and popularization of
Genji monogatari in word and image.

%8 In Shirane and Suzuki (Eds., 2000), p. 99. Both Genji monogatari and Ise monogatari appeared in a multitude
of printed editions during the Edo period - too numerous to count in al practicality.

%7 In Shirane and Suzuki (Eds., 2000), pp. 127-129. The number of Edo period publications based on or related
to Tsurezuregusa reveals that this text, too, received near constant attention.

%8 For Genji monogatari, this iconography has been investigated and documented for instance by Meech-
Pekarik (1982), and Murase (1983). For the case of Ise monogatari, the evolution of illustrations was discussed
by Nagata, H. (1989), and Mostow (2014) Courtly Visions.
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iconographies could be abandoned altogether in favor of illustrations deemed more suitable for the
artefact or publication of that moment. For instance, Nise murasaki inaka genji {455 HETRIS (A
Frandulent Murasaki’s Bumpkin Genyi), a hugely popular gokan written by Ryutei Tanehiko (1783-1842),
illustrated by Utagawa Kunisada, and published by Tsuruya Kiemon between 1829 and 1842.3%° Like the
text, the illustrations in this work can be considered as reinventions, complimentary to the (reinvented)

text, and suited to the era in which it was published.

The position of surimono design within the reception of classical literature and

associated pictorial traditions

Literary surimono seties in general display an unconventional approach to the reception and
interpretation of classical literature in the Edo period. Specifically certain surinono that deviate from usual
iconography for particular texts should be considered as unique for their position within respective
reception histories. The interplay of text and image is induced in ways unseen in other reworkings of
classical texts, with a considerable degree of freedom and boldness. This trait has at times been noted by
other researchers for all &yoka surimono, yet a description of how specifically surimono setries on classical
texts relate to those original texts is somehow lacking. Generally speaking, surimono series that take a
classical text as subject feature a series’ title that contains the original title of the classical text. In many
cases, individual print titles are given, making explicit to which phrase or section of a text is referred in the
print.30 Apparently, the clues in the poems and illustrations alone were not always deemed to be sufficient
for all intended viewers/readers to immediately deduce which text was taken as inspiration. Literary
surimono teature illustrations ranging from (historic) human figures, to landscapes, to still lifes depicting all
kinds of objects, animals, etcetera. In general, surinono in literary series are marked by a serious, nostalgia,
favoring classic elegance over worldly themes.

In some specific cases, neither a pictorial tradition connected to the text in question existed,
nor were any exegetical texts made available to a larger audience through print. In other words, surimono
creators - both poets and artists - could not rely on eatlier work for their visualization of classical literature.
A case in point is the surimono series inspired on the classical text Tosa nikki. No pictorial tradition was in
place for that text, which is why I selected that series for investigation of its textual and visual content in
relation to the original text. For the Tosa nikki series as well as three series with the title Tsurezuregusa, a
selection of representative prints serves to uncover the interests and objectives of their creators. These
case studies provide handles that help locate surimono of the Bunka and Bunsei eras within the reception
of classical literature during the late Edo period.

Designers who received commissions from &yoka circles took great liberties in their illustrations for

prints that referred to classical works of literature poetry. The freedom in mixing classical and

369 See Emmerich (2008), pp. 211-235. Translation of the novel’s title is also his.
%70 Or, in the case of series that present a selection of classical texts, the titles of the classical texts are given as
print titles.
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contemporary - characteristic of the poetic genre of &yika - is reflected in many accompanying
illustrations.’”! The scope is wide; some surimono emulate classical painting schools, such as an anonymous
series commissioned by Rokujuan Fukumaro EEZEFEIE/E (n.d.) and Shiich6d Monoyana that presents
scenes from Genji monogatari in a style strongly reminiscent of Tosa school paintings of the early sixteenth
century. In this series, sometimes attributed to Hokkei, the compositions are dominated by golden clouds,
typical of the Tosa school. The faces of the depicted nobles are rendered with ‘slit eyes and hooked noses’,
hikime kagihana 5| H #5, typical of the yamatoe KIS style, of which the Tosa school is considered one
current.37

At the other end of the scope we find for example a surimono, designed by Hokkei, depicting a
fashionable (Edo period) young woman playing with a cat. This illustration evokes a scene from chapter
34 of Genji monogatari in which a ‘Chinese cat’, karaneko JE3H, runs out of a room, its leash becoming

entangled in the reed blinds, wzsu fHIfE. The cat’s twinging causes several ladies, and more specifically the

“Third Princess” Onna Sannomiya 2 =& (sometimes read Nyo San no Miya), who was standing in
informal dress, to be exposed to a group of young male courtiers kicking around a &ezari ball outside.’7

Depictions of an elegant lady representing Onna Sannomiya and a cat are numerous in ukiyoe; Hokkei
was preceded by Ishikawa Toyonobu £)I[55{5 (1711-1785), Okumura Masanobu BLATEE (1686-1764),
Isoda Koryusai B A BE 7 (1735-1790), Suzuki Harunobu, and Kitagawa Utamaro, to name some.

Hokkei’s design employs a style of drawing relatively close to the ukiyoe of his contemporaries, as often

encountered in Edo surimono, with an emphasis on naturalistic, elegant lines and detailed expression of the
textures of - in this case - the textiles of the kimono and the table-stove, &otatsu ¥EKE, and the fur of the

cat, skillfully blind-printed. Although the overall style is similar, Hokkei plays with the iconography and

composition of elements. Ukiyoe designs of the scene almost invariably portray the lady with long hair in

71 [ write ‘accompanying illustrations’, since - it must be emphasized once again - in principle poets composed
their poems and then commissioned designers to contribute illustrations to match, not the other way around.

372 Lee Bruschke-Johnson compares one print from this series and another surimono - verifiably by Hokkei - that
takes Genji monogatari as subject to examples of Tosa painting, in Rappard-Boon and Bruschke-Johnson (2000),
pp. 156-157. The attribution of the designs to Hokkei is debatable: both Rappard-Boon and Bruschke-Johnson
(2000) and Forrer (2013, p. 257) list this print from the Rijksmuseum collection (Amsterdam) as anonymous.
Other designs from the series are found for instance in the MFA, Boston, under accession numbers 21.9268 and
11.25447 - listed as “attributed to Hokkei” in their online catalog. The design and ‘brushwork’ in it would not
lead me to attribute these designs to Hokkei. Interestingly, the three designs mentioned here feature the same duo
of poets: Rokujuan Fukumaro and Shiich6dé Monoyana. Forrer (2013), p. 257, points to the fact that these two
poets often appear together on surimono. McKee (2008 [3]) points to the fact that different designs give different
ages for Shiichddo. Indeed, one of the prints in the MFA gives his age as 73; the print kept in the Rijksmuseum
gives Monoyana’s age as 75; yet another in a private collection in Switzerland (again, with Rokujuan Fukumaro)
gives his age as 76 (calculating from the year 1761 often given as Monoyana’s birth year, these designs would
thus have come out in 1833, 1835 and 1836). This leads me to assume that Fukumaro and Monoyana
commissioned this series in yearly installments, rather than as an entire series at once, as was common practice
for kyoka circles.

373 This surimono designed by Hokkei is presented and explained in Carpenter (Ed., 2008), pp. 204-205. See also
Murasaki Shikibu, transl. by Seidensticker (1981), pp. 582-584, for a translation of the scene. The ladies will
likely not have wished for others to see them wearing informal dress, and furthermore, according to
Seidensticker, p. 583, “Well-behaved ladies did not permit themselves to be seen standing”.
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a classical style, standing (solitarily) in an elegant, curved pose, looking down on the leashed cat. Hokkei
portrays the lady - sporting current hairstyle - half seated on her knees, dangling a ball on a string before
the cat. The cat is not leashed, although the string appears to represent a leash, which is also blind-printed.
Furthermore, the Aemari ball that is absent in ukiyoe designs, is evoked by the toy ball.

The two examples of surimono inspired by Genji monogatari thus give an impression of two different
positions in the reception of Genji iconography; one design remains closer to tradition and the other
shows how the popular arts could appropriate a literary classic and freely adapt iconography. The
difference in artistic style may be attributed to the difference in ‘distance’ to traditional iconography; the
former example replicates, the latter parodies. This tendency is actually recognizable in many other
surimono that either aim for a stylistically correct design associated with pictorial traditions related to certain
works of classical literature, or those that utilize clever allusions and (visual) puns, in which case the
artistic style is generally less traditional. Surimono designers thus take different approaches to visualizing the
classics and each surimono ot surimono series should be assessed individually to investigate how this process

took place.

A brief summary for surimono series inspired by classical literature and their place in

reception history

In this section, surimono series and sets that take classical Japanese or Chinese texts as subject will
be classified according to their place in pictorial and exegetical traditions. Of the circa 142 &ydka surimono
series issued by poetry groups I count between 1797 and 1835, fourteen series emphatically take (a)
Japanese classical literary text(s) as title.3”* Another eight revolve around Chinese works of literature.
Presented below is a chronological listing of these series, with a brief discussion of the characteristics of
each. These brief discussions are focused on aspects such as mode of illustration and place in pictorial

tradition, availability of exegetical works, and atmosphere in poetry and image.

c. 1809: Monogatari awase W)FEH, for the Gogawa, designed by several artists

Five prints in this series are known; two designed by Shigemasa, one by Shuti, and two by Hokuga
(Gosei) on a commission of the Gogawa. More prints in the series may exist, or have existed. This is not a
series revolving around one classical text, but a ‘compilation of tales’ as the title suggests. The individual
prints therefore allude to the print subject fairly directly; there is simply not enough space in terms of
poetry and illustration, to handle detailed aspects of the chosen texts. The Gogawa was headed by

Rokujuen, himself a kokugaku scholar, who must have had ample knowledge of, and access to texts. One

374 Appendix III gives an overview of kyoka surimono series issued by various poetry groups from Edo. The

color coding highlights the themes and gives an impression of the distribution of themes. This overview is, and
cannot be complete. Goslings (2002) counts over 340 series; the substantial difference between these numbers
can be explained by the fact that Goslings also lists series of which a commissioning poetry group is not known,
anonymous series, untitled series, and series of which just one print is known (and actual existence of the series
is difficult to verify).
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of the prints designed by Hokuga refers to Tosa nikki and will be discussed in more detail in the Tosa nikki
case study below. The choice for Tosa nikki in particular is unexpected, although the allusion in poetry and
image is somewhat straightforward. The other design by Gosei is allegedly of Utsubo monogatari FEHERW)
G5 (“Tale of the hollow tree), a late tenth century tale traditionally often attributed to lexicographer and poet
Minamoto Shitagd JIE (911-983).35 The design by Shari is inspired by Kara monogatari FEW)EE (‘Chinese
tales’), a twelfth or early thirteenth century selection of stories from China, the translation into Japanese

and compilation of which are thought to have been carried out by the statesman Fujiwara Narinori /it

Ji%# i (also read Shigenori, 1135-1187). The designs by Shigemasa take Taketori monogatari V7 EUANEE (‘Tale
of the bamboo cutter, tenth century) and Ise monogatari as subject. All four of these monggatari were readily
available in print in the Edo period, and various annotated versions of both texts circulated during the

mid to late Edo period. Keyes points out that [(kydka) poet and kokugaks| scholar Kamo Suetaka %%

J& (1754-1841, from Kyoto) published an annotated text of Kara monggatari in 1809376 It contains a
colophon that indeed gives the third month of 1809 as publication date.’”” This is later than the surimono
would have been distributed, which would have been the first month of that year. However, the postface
to the book, as well as Kamo Suetaka’s own preface are dated 1808 (third and sixth month respectively),
which confirms that the book had been in the making before 1809. It is known that Gogawa leader
Rokujuen exchanged views on Man yishi with fellow kokugakn scholar Kato Chikage JNEETF& (1735-
1808), who wrote the other preface to Kamo Suetaka’s book on Kara monggatari, during 1796-7.378 Through
such connections, Gogawa members may have been up to date with this ongoing scholarship on Kara
monogatari. Besides the work by Kamo, poet and &okugakn scholar Shimizu Hamaomi 1§ 7KL (1776-

1824) wrote an evidential commentary of Kara monogatari, which was also published in 1809.

1811: Tsurezuregusa FEIRE, for the Asakusagawa, by Shunman

Tsurezuregusa is a collection of essays on a great variety of subjects, written between 1330 and
1332 by the Buddhist priest Yoshida Kenko.3” The title is commonly translated into English as Essays in
Ldleness. Tsurezuregnsa had been studied continuously over the centuries and had appeared in various forms
before the first (of three) surimono series took up this text as inspiration. This fact is simply illustrated by
reading through the preface and preliminary notes in Tsurezuregusa shosh taisei TR F5E 1D R AK
(‘Compendinm of the varions Tsurezuregusa commentaries’) of 1910, in which no less than twelve textual sources

are listed, all of which are used as reference material throughout the compendium.38

37> Cranston (1969), p. 289.

37° Keyes (1984), explanation for color plate 56.

377 A copy of this book can be found in the collection of Waseda University library, inv. no. SZ/#30 C0096.

378 Kasuya (1986), p. 110, 114-115, 124.

379 Keene (1967), p. xiii - xvi.

%80 Muromatsu Iwao (Ed., 1910). Further explanation of Tsurezuregusa commentaries to follow in the case study
in section 5.3.2.
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In surimono circles Tsurezuregusa also enjoyed an apparent popularity, since three series on this

subject are known, commissioned by different circles, from three different designers. Shunman was the
first to design a series of prints for the Asakusagawa ¥ 51| £yika group in 1811. He was followed by
Gakutei, who designed a series for the circles around Yomogawa Utagaki Magao VU /7 B EEH and

Shinratei Manz6 11, in c. 1817. A third series was designed by Hokkei for the Manjiren rH3# in the early
1830s. This allows for a comparison of treatment of text and image with a focus on the emergence of a

new iconography, which will be carried out in the case study in section 5.3.2. In contrast to books on Tosa

nikki, some of the books on Tsurezuregusa were also illustrated - most notably Ehon Tsurezuregusa fS AESR
B, illustrated by Nishikawa Sukenobu P8)I[#i{5 (1671-1751), which was first published in 1740. Another
example is Tsurezuregusa with annotation in head notes - with illustrations, Shusho chiishaku tsurexuregusa eiri ¥ 2 at-

PRAEREL A2 N, authored by one Sanboku Injin —ARFAA (n.d.). It was first published in Kyoto in 1690
in five fascicles and includes explanatory notes to aid in understanding the text, and illustrations alongside
some of the essays. These books provide some opportunities for comparison of existing visual
representations to iconography in the surimono seties.

The thirteen known designs by Shunman, however, have little or no relation to those by
Nishikawa Sukenobu. As in many of his literary surimono, Shunman designed still lifes that depict one or
more items that feature in the selected chapter or scene. Occasionally, human figures or animals are
depicted. In the majority of designs for the Tsurezuregusa series, the background is not or not substantially
llustrated. The illustrations are very much in service of the poems, which generally take up a considerable
portion of the print’s surface area. Breaking away from traditional illustrations, the designs thus take a
path independent from pictorial tradition. The Tsurezuregusa setries by Shunman falls into the category of
surimono seties 1 described earlier, that display a boldness with regard to interpretation of text into
illustration. The images are characterized by a calm elegance that seems designed with the purpose of
complementing and enhancing the contents of the poetry rather than aimed at shifting the reader/viewet’s

attention to the illustration only.

1812: Ise monogatari ﬁ}%‘%%, for the Asakusagawa, by Shunman

This series, issued in 1812, numbers at least nineteen designs, mostly in shikishiban format.3¥! The
designs are still lifes, except the design for section 98, which depicts a pheasant on a branch of plum
blossoms - one could categorize it as a bird-and-flower painting. Similar to the Tsurezuregusa series, the
illustrations feature no backgrounds; the various objects would appear suspended in mid-air, if not for an
occasional soft gradient background color that is darker towards the lower portion of the print. The prints

each take a small quote from a section of Ise monggatari, sometimes followed by either headnotes, kotobagaki

%81 Chapter sixteen is in the ‘horizontal one-and-a-half shikishi format’ that also appears in the Tsurezuregusa
series. Forrer (2013), p. 119, gives the dating 1812 based on a reference to a theatre performance in the design
for chapter 87.
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7l &, or more personal introductory notes by one of the poets. The series accommodates a substantial
total number of poets, since many prints feature more than two poems. Poets from outside Edo
contributed poems to the series and one poet is explicitly indicated to be member of the Hanagasaren.
Sensoan himself features on multiple prints. Judges of the Asakusagawa are indicated by a circle mark, but
as the leader, Sensoan’s name appears without this mark or even the second element of his pen name.3s?
The Ise monogatari seties represents a major project undertaken by the £&yoka circle - or in this case,
perhaps better to say &yoka network - clustered around Sensoan. The classic taken as inspiration for the
series was no doubt familiar to all poets as it was the object of many a study and readily available in
printed form. It would likely be difficult, therefore, to isolate a single textual source on which the creators
of the series relied. The chapters taken as subject vary from well-known scenes to more obscure passages.
In his illustrations, Shunman alludes to established iconography through the decorations on fans,
garments and the like. It is clear that he broke new ground with the still lifes that depict not only objects
associated with bygone eras, but also objects from contemporaneous urban life - echoing the type of

combinations that pervaded Ayoka poetry.

1813: Torikaebaya monogatari & V) H>~XX°M)FE, for the Hakurakuya, by Shunman

The Torikaebaya series was commissioned by Hakurakusha Oharu %4845 KF5 and his circle for
the year 1813. It was carefully discussed by Carpenter, who states that “The twenty-one, mostly still lifes
and courtly scenes, of Shunman’s Torikaebaya are exceedingly refined, even by surimono standards.383 Similar
to other literary series designed by Shunman, short phrases of the original text precede the poems. The
text that inspired this series, as explained by Carpenter, was not available in print at the time. Instead,
Shunman’s knowledge of the text should be traced back to the “circle of literati” to which he belonged.?8*
We may assume that Hakurakusha could be said to belong to the same circle. The record of Rokujuen
borrowing the text from Kato Chikage and copying it in 1800 serves as further proof of the fact that the
text circulated in kokugaku circles with connections to &yoka.’8> The Torikaebaya monogatari series takes a
special place within literary surimono for it is among the foremost examples of how a classical work

unavailable to general readers, and without pictorial tradition, inspired poetry and illustration.

Mid 1810s: Tosa nikki 1-#= H 72, for Shofadai, Hisakataya and Bunbunsha, by Shunman
The series on Tosa nikki is the only large-scale surimono project to take that text as inspiration. The
text of this 10 century semi-fictional travel diary had received little attention in exegetical works before

the surimono seties was issued. Judging from the absence of illustrations in Tosa nikki books - both text

%82 Except for the one print of chapter sixteen that features as much as eight poets. Among them is also another

judge who is indicated by a circle mark, which may have necessitated the same indication for Sensdan.
383 Carpenter (2004), p. 100.

384 Carpenter (2004), p. 100.

385 Kasuya (1986), p. 121.
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editions and exegetical works, either in manuscript or printed editions - there appears to be no kind of
pictorial tradition associated with Tosa nikki. lllustrations based on Tosa nikki do not surface in Japanese
arts and crafts like they do in relation to renowned classics. The surimono series therefore serves as
‘uncontaminated’ research material for investigating the extent to which knowledge of the text was
incorporated into the poems and designs, and how the designer, Kubo Shunman, decided to visualize the
selected scenes.

All but one of these designs feature introductory phrases taken directly from Tosa nikki. The
prints are in the shikishiban format. The basic concept is the same for each print. Reading the surimono tfrom
right to left as was practice, we first encounter a series logo - hand-stamped in red ink3% - that combines
the names of Hisakataya, Shofudai and Bunbunsha, the series title “Tosaz #ikk7, and the producer’s seal
‘Sho se7. To the left of that is (in most cases) the date of the entry in the diary, a short quotation from that
day in Tosa nikki® then one or two A&yoka poems, and an illustration below. Fourteen designs can thus be
linked to entries for specific dates in Tosa nikfki.

Shunman took an eclectic approach to designing the Tosa nikki surimono series. Among the
fourteen different designs known to survive from the series are landscapes, human figures, as well as still
lifes. Shunman’s style varied per design, and he applied techniques such as blind-printing and color-
printing without outlines from an index block - a technique more frequently encountered in Shijo-style
surimono. 3% Some of the choices for one style or technique are related to the subject of the scene from
Tosa nikki that the surinmono refers to, as well as the subject of the &yoka poem(s). In many cases, the design
and poetry together seem to aim to recreate an atmosphere as perceived in certain segments of the
original text, rather than attempting to create a coherent set of images applicable to the Tosa nikki

narrative in its entirety.

1817: Tsurezuregusa fESREL, for the Yomogawa, by Gakutei

Six years after the Tsureguregusa series designed by Shunman, the Yomogawa commissioned a
series on the same text from Gakutei. This series forms part of the same case study in section 5.3.2, which
is why details of individual prints will again be left out in this brief description. The prints in this series
are exceedingly rare. Only four designs in the series are known, but the original number of designs must

have been larger. The introductory phrases do not include the number of the essay as in the series for the

%8 The position of the stamped logo differs in different copies of the same print, for instance in the copy of
‘Cormorants and sea gulls’ in Mirviss and Carpenter (2000), no. 85 and coll. Metropolitan Museum of Art, inv.
no. JP2066.

387 Except for the one design, which only mentions a local product (honey), instead of giving an introductory
phrase.

%88 Shijo school, also Maruyama-Shijd school, after founder Maruyama Okyo FJ [LIj&i% (1733-1795) from
Kyoto. The term Shijo refers to the ‘Fourth avenue’ in Kyoto, where Matsumura Goshun #AK 524 (1752-1811,
pupil under Okyo) had his studio. See the Japanese Architecture and Art Net Users System:
http://www.aisf.or.jp/~jaanus/ ‘Maruyama-Shijouha’. Surimono in from the Kamigata region were regularly
designed in Shijo style, characterized by simple yet expressive lines and compositions. Best known among Shijo
school surimono designers, perhaps, is Shibata Zeshin 42 [ /& & (1807-1891).
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Asakusagawa. In some cases, parts of the original phrase are omitted. Apparently, the Yomogawa
commissioners expected a considerable degree of knowledge of Tsurezuregusa on the part of the receiver.
The mode of illustration in the series by Gakutei is remarkably similar to that of Shunman; still
lifes without background, depicting items that allude to a life of luxury and erudition. In at least one
design, Gakutei took inspiration from the earlier design by Shunman: essay number 72 is repeated in the
series designed by Gakutei and Gakutei too drew a book cart for the illustration. It is difficult to judge the
entire series, whatever the size may have been, on the basis of just four prints. The four designs that are
known however, give the impression that Shunman’s eatlier designs generally inspired Gakutei, since two

of Gakutei’s designs display a subdued style that is unlike most of his oeuvre.

1818: Goko shogun T, for the Asakusagawa, by Gakutei

This series was inspired by Sangokushi engi —[Ei5{HFE (commonly translated as ‘Romance of the
three kingdoms'; Ch. — 83 Sangno yanyi), a fourteenth century romanticized adaptation of Sangokushi —.
5 (Ch. Sanguozhi, History of the three kingdoms), written by Luo Guanzhong #& B 1 (Jp. Ra Kanchg,

fourteenth century). The original account was written by Chen Shou J 7 (233?-297) in the third century
as a historical account. History of the three kingdoms had been known and appreciated in Japan for many
centuries when Romance of the three kingdoms appeared in Japanese translation in 1689. The translation,

entitled Tsizokn sangokushi WYY —[EIGE (‘A popular history of the three kingdoms’), was catried out by Konan

Bunzan #IF 3L (n.d.) and numbered 51 fascicles. This translation was the standard during the entire
Edo period. Between 1836 and 1841, an illustrated edition was published, with annotations by Ikeda
Toritei L HUEEES (1788-1857) and illustrations by Katsushika Taito 1T 5 fifi#iF — 1 (n.d.).
Gakutei depicts the five generals against an empty background, in typical if somewhat even
pacifist poses, with their formidable weapons at rest. Their clothing complies with standard ‘historic
Chinese warrior’ iconography, though with very plentiful motifs on the cloths, always a strongpoint in
Gakutei’s designs. The generals are depicted with prominent beards as per biographical accounts -
something also referred to in one of the poems.?” The individual prints in this set are numbered on
through five, with the name of the general in question printed underneath that number. This set can be
considered a pentaptych, despite the fact that the absence of background illustrations means there is no
continuous background to the set as a whole. This set once again emphasizes the fact that the

Asakusagawa did not commission surimono series on Japanese subjects exclusively.

1819: Genji monogatari JRECH)FE, for the Taikogawa, by Shinsai
Prints in this series each group three consecutive chapters of Genji monogatari together, listing the

three chapter names as print title. The series’ title is simply Genji monogatari, preceded by the Taikogawa

%9 See description and translation by Alfred Haft in Carpenter (Ed., 2008), pp. 144-145.
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emblem, printed in a rectangular cartouche. The cartouche resembles a slip of paper with a tassel attached
to it. The illustrations are still lifes, depicting branches of trees associated with the Spring season, some
instruments, objects associated with court culture such as eboshi, etcetera. The still lifes are essentially
combinations of items mentioned in the poems above the illustration. There is little in these illustrations
that connects to standard iconography for the Tale of Genji. Rather, the illustrations calmly echo the
respective chapters and scenes from the classic text that are alluded to in the poems.

The availability of exegetical works on Genji monogatari hardly needs further elaboration. The
constant attention it received, also from kokugakn scholars, is explained by Harper, as mentioned before.3
Unfortunately, it seems impossible to isolate which version or commentary the Taikogawa poets used as
reference; no quotations are given that could clarify this. A preliminary survey of the poetry has not
yielded further insights with regard to this question. Since the five known designs each treat three chapters
at a time, it is appears that the entire series would have amounted to eighteen designs - assuming that all 54
chapters of the story were covered. If other prints from this series should surface, these may shed further

light on whether a specific Genji commentary was relied on for information and inspiration for this series.

c. 1820: Washo sankoshi f1&E = 4FF, for the Katsushikaren, by Gakutei

This is a set of (apparently) three prints, depicting famous characters featuring in classical
literature. The title of the series can be translated as “Ihree beloved figures from Japanese literature. Of the two
designs known to me, one depicts Prince Genji on a veranda.?! The other depicts Sagoromo no Daisho
PEAARAF (‘Captain Sagoromo?), the protagonist of Sagoromo monogatari SEAKWEE, an eleventh century
tale staged at the imperial court. He is depicted playing the flute. Sagoromo plays so beautifully that a
heavenly maiden descends from the skies and she invites him to ascend with her to heaven. This well-
known scene is also referred to in the poems. Some exegetical texts on Sagoromo monogatari circulated
during the Edo period. The most widely read work was that written by the well-known renga poet
Satomura Joha BATHAE (1525-1602), whose commentary of 1590 appeared in print in 1654.32 Some
elements of the contents of Sagoromo monogatari resemble motifs in Genji monogatari, something that was
acknowledged also by Motoori Norinaga.??? The connection between both works may have been a reason
for including both in the series. Sagoromo nonogatari was obviously not as widely read during the Edo period
as Genji monogatari, but the scene with the heavenly maiden was illustrated in Kamakura period handscrolls,
and the iconography for this major moment in the tale seems to have been established over the centuries.
Although the scene is not known from popular prints, examples of illustration may have also been

available to Gakutei in some form. Even without knowing the third print, it seems this series holds little in

% Harper (2000).

91 Listed in Goslings (2002), ‘bijlage’, p. 129.

%92 Under the title Sagoromo shitahimo 34X Tt (‘The twine that holds Sagoromo together’). This is a pun on
the meaning of the word koromo, garment, as garments of the age are often kept from sagging with a length of

string known as shitahimo (or sometimes shitabimo) around the waist (usually hidden under the obi 4, sash).
33 As noted by Tyler (2009), pp. 205-207.
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the way of ‘new iconographies’ or relation to contemporaneous scholarship on this text. Careful
transliteration and translation of the poems, compared to exegetical texts of the time, may prove

otherwise.

c. 1820 Makura no soshi BLELF-, for the Asakusagawa, by Hokuba

Makura no sishi, commonly translated as The Pillow Book, is a mid-Heian period miscellany. It was
written by lady-in-waiting Sei Shonagon {1 S (n.d., late tenth, early eleventh century) and is generally
considered to have been finished just after 1000 - just several years before Genji monogatari. It consists of
323 sections, although the division into sections has been subject to transformation over the course of
history.?* There is a variation in the contents of the sections; the passages are generally divided into three
types: “essays, lists, and diary passages.”’?5

For the surimono in this series, phrases taken from the ‘list’ type, in which Sei Shonagon defined
things that she observed, appreciated, liked, longed for, were selected from different sections. In the
original text, these sections start with the expression of an observation or sentiment, formulated as ‘things
that are [...]". Then follow short lists of examples. In the surimono seties, the introductory phrase on each
print cites the observation or appreciation in question, followed by just one (or two - although that occurs
just once) of the examples given by Sei Shonagon. The poems (with some exceptions) take that single
example as subject, finding ways of connecting that subject to New Yeat’s customs.

The illustrations by Hokuba similarly connect the subject from Makura no soshi to New Year. He
depicts human figures from different eras in Japanese history, in situations that tie into the general theme
of the arriving spring, The depicted women range from a high-ranking Edo period courtesan to Heian
period noblewomen. Men and boys, when depicted, are of comparatively lower rank, some of them
(young) attendants. The respective sections are illustrated in a rather straightforward manner, though with
apparent clear understanding of the contents of each section. The figures are engaged in activities that are
described in the introductory phrase, or the thing or situation that is described in the selected phrase is
illustrated for the viewer to behold.

The illustrations by Hokuba have little relation to any pictorial tradition for Makura no soshi. Some
of the female figures are illustrated in a way that slightly resembles the type of illustrations found in for
instance emakimono of Helan period classics, as painted during the Kamakura period. Overall however, the

style is clearly Hokuba’s own. To quote John Carpenter:

[Similarly] Hokuba’s illustrations for Makura no soshi (The Pillow Book of Sei Shonagon) were inspired
by well-known phrases from the famous early eleventh-century miscellany, and creates imagery that
purports to represent an original Heian setting, but is rather an Edo-period idealization of a vague,

timeless courtly past, not any attempt at precisely conveying the actual appearance of customs ad

3% Fukumori (1997), p. 2.
3% Fukumori (1997), p. 2.
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costumes of ancient times |[...].3

Therefore, despite that fact that human figures were depicted at all - instead of still-lifes that are
usually a break with pictorial tradition in any case - this series, too, serves as another example of how
surimono designers chose not to rely on existing illustrations, but rather devised their own pictorialization
of the classical themes.

Makura no soshi was certainly available during the mid to late Edo period, both in manuscript and
printed form. Kitamura Kigin published an annotated edition in 1674, in 22 volumes. A reprint edition of
1794 exists, proving its continuous use. Kokugaku scholars also studied Makura no soshi. Since the phrases
found on the prints in this surimono series seem to correspond with generally accepted text editions, it may

prove difficult to link the contents of this series to a particular commentary.

c. 1820 Mutsumigawa bantsuzuki Makura no soshi BEIZE> > & BEELF, for the

Mutsumigawa (Gogawa), by Hokkei

The Makura no soshi series for the Mutsumigawa resembles the series for the Asakusagawa in
general setup, with introductory phrases from the ‘list type” on each print, followed by one example. The
largest difference is the fact that in this series, the examples given - things related to New Year, generally -
are not in the original text.?7 In that sense, the makers of this series took more liberties with the classical
text than the Asakusagawa members, inserting ideas of their own and presenting them almost as if they
were part of this Heian period classical text. The poets found in the series by Hokkei were members of
the Gogawa, with their judge Sairaikyo Mibutsu indicated as such with a small circle mark. It seems this
Mutsumigawa was an occasional subsection of the Gogawa, not a fixed poetry group. The vetb wutsumu
f2Z means ‘to get along well’, and it may well be that the name Mutsumigawa - with just this one surimono
series and no known poetry book publications - was adopted for this project only. The date of publication
of this surimono series is not exactly known, but circumstances point to c. 1820. Carpenter gives 1819, year
of the rabbit, based on the fact that one design features a large rabbit, depicted on a robe.?*® Although
plausible, this is not conclusive. It can be theorized that this series that takes more liberties with regard to
the original text dates from after the series designed by Hokuba - the Asakusagawa occupying their usual
ploneering position when it comes to series on classical literary texts.

The illustrations by Hokkei are still-lifes, inspired by the devised introductory phrases as well the
poems. The prints feature a variety of textures, depicting colorful cloths, lacquerware, cuir de cordoue
leather, porcelain, metal, straw, and paper, expressed through the printing techniques for which surimono

are known. The designs are much more connected to Edo period luxuries than to (quasi) Heian period

%% Carpenter (Ed., 2008), p. 74.

%7 Mentioned also in Carpenter (Ed., 2008), p. 256 and p. 264. Carpenter calls the example presented in this one
surimono from this series a “contemporary interpolation” (p. 256).

%% Carpenter (Ed., 2008), p. 256.
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elegance. Thus the series as a whole may take Makura no soshi as a vehicle, yet in comparison to the series

for the Asakusagawa, it places itself at a greater distance from the classical text.

1821 Honchéren monogatari jiiban ZB]EY)EE 3%, for the Honchoren, by Gakutei

This series is a selection of ten tales, as suggested in the title, which translates as Tez fales for the
Honchoren. Many are well-known, such as Ise monogatari, Taketori monogatari, Genji monogatari (represented by

chapter seven). Less-known are for instance Tosa nikki (this print is part of the Tosa nikki case study in
section 5.3.1), Hamamatsu Chiinagon monogatari AR AN E Y58 (“The tale of the Chinagon [Middle
Counselot| Hamamatsi®, authorship attributed to a daughter of Sugawara no Takasue & JRZEHE, eleventh
century), Ochikubo monggatari ¥ FEW)E (‘The tale of Ochikubo’, author unknown, late tenth century), and
Yamato monogatari KFVIGEE (‘Tales of Yamato', author unknown, tenth century). Yamato monogatari
stands out for being an #fa monogatari WFE, a poem-tale, in which the poems form the main
vehicle for the storytelling.’? Kitamura Kigin published an annotated version in 1653, and the
kokugakn scholar and Kamo no Mabuchi wrote the commentary Yamato monogatari chokkai RKFNY)EE
[Ef# (‘Direct understanding of Yamato Monogatari’). This commentary seems to have circulated in
manuscript only.4%0 Oghikubo monogatari received attention from kokugaku scholars, too; Shinobu Bé 15 K
(n.d.) produced a manuscript in 1794 based on research carried out by Mabuchi*!, and the &okugaku
scholar Oishi Chibiki KA1 T-5| (1770-1834) wrote an annotated text that was apparently published in

print, also in 1794.402 Exegetical texts for Hamamatsu chiinagon monogatari are scarcer, although it is
known that Kishimoto Yuzuru wrote an evidential comment.43 The tale stands out for taking a
g
journey to the Chinese court as subject. The designs - eight out of ten known - feature colorful
depictions of human figures in key scenes of the respective monogatari. The figures are dressed in
p g y p 4 g
clothes, and hair and headwear that are drawn in the archaizing style typical for Gakutei, Hokkeli,

and their contemporaries.

c. 1821: Mogyii 522K, for the Hanazonoren, by Hokkei
This series presents figures from Chinese legend and history, and their stories as recorded in the
Tang dynasty classic “Youth inquires’. The designs feature an orange /red border around an almost square,

framed illustration. The border contains a type of title slip in the top right, in which the series’ title, print

399 See Tahara (1972), pp. 1-37.

9 Based on data in the NIJL Union catalogue of early Japanese books (accessed January 1, 2016). No copy
could be consulted for checking the contents.

% Based on data in the NIJL Union catalogue of early Japanese books (accessed January 2, 2016). No copy
could be consulted for checking the contents.

2 Based on data in the NIJL Union catalogue of early Japanese books (accessed January 2, 2016). No copy
could be consulted for checking the contents.

%% Based on data in the NIJL Union catalogue of early Japanese books (accessed January 1, 2016). No copy
could be consulted for checking the contents.
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title and group logo are listed. It is not always the logo of the Hanazonoren that is stamped on the title
slips; some designs show the logo of the subsidiary groups Umezonoren HERIH# (‘Plum garden group)
and Momozonoren HKEIIE# (‘Peach garden group’).## The illustrations depict the various Chinese figures
either in positions or actions that form the crux in their stories. The mode of illustrating, as discussed by
Carpenter, “owes much to the conventions established by Hokusai in his Manga and other illustrated
books of the late 1810s.”40> Indeed, Hokkei draws the types of clothing, hairdo, and headwear that had
become fixed in recent pictorial representations of classical Chinese figures.

Mogys had become available in Japan from as early as the ninth century and, according to Smits,
the text consisting of “nearly six hundred minibiographies” describing the “lives of famous and infamous
men (and a few women) from Chinese legend and history” had become “an indispensable tool for any

young man’s encounter with “China.””’40 It was studied during the Edo period still, most notably by Neo-
Confucianist scholar Hayashi Razan FRFEILI (1583-1657), samurai poet Kagawa Sen’a 7)1 ‘B[ (1646-
1735), and China scholar Oka[da] Hakku [i][FH] 152 (1692-1767). Their publications were often reprinted
throughout the Edo period. It has been suggested that the twenty-volume illustrated version Mgy gue 5%
KBE (Youth inguires, illustrated’) annotated by Kibi Shoken # i ££EH (n.d.) and illustrated by
Shimokébe Shasui Fi[IZ457K (n.d.), of 1801 may have had an influence on Hokkei.*” The popularity
and the availability of an illustrated version may have had some influence on the choice for the subject, yet

a comparison of the illustration in that book to those in the surimono does not reveal any emulation of

pictorial elements.

1822: Washo kurabe T0E < 5 ~~, for the Fundarikaren, by Hokkei
This ‘comparison of Japanese books” encompasses at least ten designs. The books taken as

subject for each print include well-known works such as Tsurezuregusa, Ise monogatari, and Taketori monogatari,
as well as lesser-known works such as Fukurozoshi IS EHK, a twelfth century treatise on the composition
of waka written by court poet Fujiwara no Kiyosuke ERJFIEHf (1104-1177). The majority of the selected
books have their origin in the Heian and Kamakura periods. A notable exception is Zenzen taiheiki Hij % K
SERL (‘Before before the record of great peace’), an extensive military history of the eighth and ninth centuries,
written by Neo-Confucianist scholar Hirazumi Sen’an *F-EBEE (>-1734?) first published in 1715. Works
from before the Heian period are not treated. All works taken as subject had been made available in print,
in one form or another, up to the year the surimono series was commissioned.

Most illustrations in the series depict human figures; the respective protagonists in crucial scenes.

The penmanship in drawing the (Japanese and occasional Chinese) figures is in tune with that in book

%% See discussion of this series in Forrer (2013), pp. 156-157.
% Carpenter (Ed., 2008), p. 211.

%8 Smits (2000), p. 240.

7 Carpenter (Ed., 2008), p. 211 and Forrer (2013), p. 156.
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illustrations by Hokusai, similar to what Carpenter remarked with regard to the Magys surimono series.
Despite the fact that the figures are depicted at the height of the story, the illustrations generally convey
an atmosphere of calmness rather than action. The compositions have unobtrusive backgrounds so as to

leave space for the poems, which are relatively many per print.

1824 Uji shiii monogatari FIR¥EEYIFE, for the Katsushikaren, by Gakutei

Uji shiii monggatari TG EWIFE (Tales from the later gleanings of Uj?, author unknown, early
thirteenth century) consists of 196 tales, of which about two-thirds are Buddhist tales.*8 Some stories
have their origins in Confucianism, others tell magnificent tales of figures from Japanese history. The
Katsushikaren selected at least seven*® tales, most of which are about Japanese historical figures, but also
one story from India and one Confucian story. The surinono in this series have the distinct feature of being
framed in a border of around a centimeter and a half in width, in which a pattern of broken ice and
roundels made up of three Katsushikaren logos and roundels in the shape of plum blossoms against a
brown background.*® The compositions consist of figures - standing mostly - depicted in a key moment
in the respective tale. Unlike many eartlier surimono designs, the backgrounds are completely filled. A
tanzakn-shaped oblong space is left open for the poems - two per print - to the left of the images. The
subtle wave patterns in this space accentuate the reference to fanzaku poem cards, which often have
similar patterns as decoration.

The obvious publication to look for possible similarities in depiction of certain tales is the
sixteen-volume (partly) illustrated edition that came out in 1659, through the publishing house Hayashi
Tzumi no j6 ARFNIREK from Kyoto (author and illustrator unknown). That edition was cleatly a success as
it survives in various Japanese library collections in relatively large quantities today. This can also be
attributed to the fact that it was the only printed edition to be published during the Edo period. The
simple black-and-white illustrations in that book show the high point in the respective tales. However,
only one of the tales illustrated by Gakutei was also illustrated in the 1659 edition. This concerns the tale
about the statesman Fujiwara no Michinaga #&JFIE & (966-1028) and his white dog that warned him for
certain cursed earthenware vessels buried near the entrance of a temple. Although the illustration in the
book contains some elements that are also present in Gakutei’s rendition, the composition by Gakutei
does not borrow from that in the book illustration in any way. Neither does Gakuteis’s illustration match
illustrations on surviving ezaki. Once again, the surimono designs prove not to be reliant on existing
iconographies.

Uji shii monogatari was studied by kokugakn scholars during the later Edo period, as evinced by

8 Uji shiii monogatari is translated in its entirety in Mills (1970). Mills counts 197 tales: tale 126 (vol. 11, tale
no. 3) consists of two parts and Mills counts those as two separate numbers.

%99 1t is possible that the total number of prints in this series is seven, given the fact that the Katsushikaren issued
more sets and series of for instance seven and six prints in the previous years.

0 A5 noted also in Mirviss and Carpenter (1995), p. 204.
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manuscripts listed in the database of the National Institute of Japanese Literature.#!! Printed

commentaries do not survive. There is a possibility that at least one of the poets involved in this series
was familiar with the study of Uji shii monogatari through his activities as &okngaku scholar: Bairyten M

[, pseudonym of Nakagami Moritoki HH5F i (1766-1824412), was a high-ranking samurai who
reportedly studied with Ota Nanpo. Out of the six prints of this series I have been able to investigate,
Bunbunsha takes the honorary position in five. The only print in which another poet takes that position is

the print depicting the tale of the robber Hakamadare #5 % (n.d.) who tries to rob the courtier Fujiwara

no Yasumasa R IR E (958-1036), where Bairyien takes this position. He must have been important in
commissioning this series, if not for his scholarly activities, than at least for his respectable position in the
shogunate. Bairyuen’s poem mentions ‘ashiwara no kun?, land of reeds’ such as the surroundings of Kyoto
where Hakamadare hid before attempting the robbery, but also a term that is used in Kojiki to refer to
Japan. Furthermore, the tale also selected for this series, of a retainer of one Muneyuki who very bravely
shoots a tiger in Korea after which Japanese warriors are lauded for their bravery and dedication, further
underlines the overall self-praising nature of this series commissioned by the largely samurai-populated

Katsushikaren.

Mid 1820s Sangokushi toen ketsugi =BIEHKERESK, for the Shippéren, by Hokkei

Like the Five tiger generals by Gakutei for 1818, this triptych was inspired by Sangokushi engi, Romance
of the three kingdoms. This romanticized adaptation of the History of the three kingdoms includes fictional
episodes, such as the famed ‘oath at the peach orchard’ parodied in the Shipporen triptych. This oath
between three generals became part of popular imagination since the Romance of the three kingdoms was
published in China, and likewise in Japan. Each leaf of the Sangokushi triptych, designed by Hokkei,
depicts a high ranking prostitute. Although one would expect the women to somehow be linked to the
generals from the novel, they each represent one of the major cities, Edo, Osaka and Kyoto - noted also
in the series” emblem. The women have different hairstyles and different styles of clothing, indicative of
their location. Their clothing features a single dragon that could be interpreted to be of Chinese origin,
but other than that, purely Japanese motifs. The poems focus on the fact that the women are from the
different cities rather than on any relation to the protagonists of the episode mentioned in the title of the
triptych, although some general references to the oath and the peach orchard are made. It is obvious that
the concept of ‘three kingdoms’ is used as a vehicle to display a degree of connoisseurship of the brothels
of the ‘three kingdoms’ (of popular culture) within Japan, rather than of a knowledge of the novel.
Moreover, the one thing that is heavily represented in the designs is the Shipporen poetry group logo;

indicating that some form of self-promotion was a major motivation for this commission.

! Some listings are based on records on the history of kokugaku for instance, and the location of the actual
manuscript is not known.

12 The year of death of Bairyiien is also the reason the year of publication of this series must be 1824 at the
latest.
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c. 1828 Suikoden goko shogun ﬂ(ﬁ{f{fﬂﬁ%ﬂ—?ﬁ, for the Gogawa, by Gakutei

The Chinese classic Suikoden 7KIFHE, “Herves of the Water Margin”, Chinese title Shuibu ghuan, is
considered as one of the foremost classics of Chinese literature. The story tells of 108 ‘heroes’ of the
twelfth century; outlaws “motivated by feelings of honour, justice and loyalty”#3, although many of them
were not of undisputed behaviour themselves. The novel was written in vernacular Chinese, which would
have to its wide readership and popularity. Authorship and conception of the Chinese original are
complex and unclear. It is assumed that oral transmission of a partially factual account was gradually
“expanded with the addition of fictitious exploits”.#14 According to Klompmakers, the novel reached
some form of completion during the fourteenth century, with authorship attributed to Shi Nai’an & i} g
(fourteenth century) and/or Luo Guanzhong, believed to be the formet’s pupil.#!5

The novel made its way to Japan in the early eighteenth century, where it was studied and
translated firstly by the Confucian scholar Okajima Kanzan [ifi] |57 [LI (1674-1728), who studied under
the famed fellow Confucianist scholar Ogya Sorai K AE{HFK (1666-1728).41¢ After the translation by

Kanzan, titled Tsigoku chigi suikoden MR EFZ/KTHE (A popular version of the loyal heroes of the water
margin’) was published near the very end of his life, a variety of adaptations started to appear. According
to Klompmakers, the real breakthrough in its popularity among the general public in Japan came in the
early nineteenth century, influenced by three major projects:*!” the first is a collaboration between
Takizawa Bakin and Katsushika Hokusai who delivered the illustrated Shinpen suikogaden ¥7m/KFF B
(Lllustrated Suikoden, New edition’), first ten volumes of which were published between late 1805 /1806418
and 1807 (as I have mentioned in footnote 21, Bakin would retire from the project after this first
installment, the remaining 80 volumes to be authored by Takai Ranzan, though much later, from 1828
onwards. Hokusai would also retire from the project, but at a much later stage*!?). The second project is
the publication between 1825 and 1835 of Bakin’s serial novel Keise: suikoden {83 KFHAL (Conrtesan’s
Suikoden’), attractive books of compact ¢hahon format with text in £ana enveloping the illustrations. The
third project is Kuniyoshi’s print series Tsizoku suikoden goketsu ippyakuhachinin no hitori ARG S BE—

EINNZ 18 (“The 108 heroes of the popular Suikoder’), published between c. 1827 and c. 1830.

M3 Klompmakers (1998), pp. 18-19. For this introduction of Suikoden, its conception and popularity in Japan, I
rely heavily on Klompmakers (1998).

4 Klompmakers (1998), p. 19.

5 K lompmakers (1998), p. 20.

18 K lompmakers (1998), p. 23.

7 K lompmakers (1998), pp. 23-30.

18 See remark by Forrer (2013), p. 304.

"% Hokusai also illustrated the book Ehon Suikoden #:7< K3z (‘Illustrated Suikoden”), which was published
in 1829 by Manbando 4 . Furthermore, in the same year, Hokkei illustrated the kyoka book Suikoden eiyii
saishiki eshit /KB HIER B EE (‘Collection of pictures of heroes of Suikoden’, in two volumes) for the
Hanazonoren.
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Suikoden received ample attention from Aydka society. Numerous book and surinono publications

exist with some or other reference to Swikoden, such as Kyoka suikoden, llustrated by Gakutei, which 1 have
mentioned already in section 3.3.3. In 1829, the Hanazonoren issued Kyoka suikoden gazishi SRR KIFH =]

1BEE (‘Collection of illustrations of the kyoka Suikoden’) illustrated by Hokkei. The list of surimono issued in
sets numbers at least five seties and pentaptychs on the subject. The earliest of these is an untitled seties
designed by Shunman, for his own &yoka circle, from c. 1807.420 In this series, courtesans from the
Yoshiwara brothel district are presented as heroes from Swuikoden, one per print. About seventeen designs
are known. The prints, in vertical &oban format, give the names of the heroes from the Chinese novel. The
poems refer to their attributes and match these to behavior or status of certain courtesans. The brothel
names are sometimes mentioned, which accentuates the familiarity of the poets with the goings on in this
district. This series does not emphatically mention Suikoden in a title, which is why the series as such is not
treated separately here. Nonetheless, it can be surmised here that Shunman and the poets around him
took inspiration from the first issues of Shinpen suikogaden.

The first surimono series to specifically include Suikoden in the title is Chaishin Suikoden BE KR

INTEDW (‘Loyal retainers of Suikoden, a series of eigh?’), commissioned by the Kankogawa and designed by
Hokusai, probably during the early 1800s.42! The series refers not to Suikoden as such, rather to a yomibon
A (litt. ‘reading boolt’, a genre of fiction in the vernacular, usually novels in historical settings,
influenced by such works from China*?) by the same title Chsishin Suikoden authored by Santc Kyoden and
llustrated by Kitao Shigemasa in 1799 (part one in five fascicles) and 1801 (part two, also in five fascicles).
The series depicts elegant young women in parodies, #itate, of the male figures featured in the book by
Kyoden.

The first surimono set to clearly refer to figures from Swuikoden itself is Suikoden goko shigun XIFH R
TR EE (“The five tiger generals from Suikoden’3), a pentaptych designed by Gakutei around 1828. Gakutei
actually authored the first four parts of an adaptation of Swikoden, issued in the form of a yomihon, and
illustrated the first two patts of it. The book carried the title Shunketsu shints suikoden FEEERIRG KT
(“Herves of the sacred Suikoder’) and the first part was issued in 1829, with a preface dated to 1828. Gakutei’s
involvement is further evidence of his status as a scholar and translator of Chinese literature, and also
explains his familiarity with S#ikoden in particular.

Gakutei depicts three of the five tiger generals seated on elaborate Chinese style thrones and the
other two seated on the floot, on a leopard and a tiger hide respectively. They have full beards and wear

elaborate clothing - intricate motifs printed using various colors and metallic pigments - in a style that can

20 Technically, Shunman still headed the Hakuraku poetry circle at the time he designed this series, yet the series
does not contain a group emblem.

2! Three prints from this series are described and illustrated in Mizuta Bijutsukan, Josai Kokusai Daigaku (Ed.,
2004), nos. 158, 159, and 161.

#22 See for instance Zolbrod (1966).

#23 The character go for five is styled as an hourglass, which is the logo of the Gogawa.

178



again be characterized as an idealization rather than a factual depiction of clothing of that era in Chinese
history. The five generals, one per sheet, are seated on a balcony, the railing of which provides a
continuous background throughout the pentaptych. The sheets are numbered one thru five and the names
of the generals are given before the poems.*?* The poet Fukunoya Uchinari features prominently in this
set; he is the only poet who is included with two poems, one of which is a &ydshi. Together with Gakutei,
Fukunoya was also involved as a judge for the 1822 publication Kyoka suikoden. This topic, therefore, was
obviously a favorite of both of them.

The publication from the eatly 1820s shows that Gakutei and the poets who commissioned
illustrations from him took inspiration from Swikoden already before the publication of Shinpen suikogaden
was continued. Around the time the Gakutei’s pentaptych was issued, however, Bakin’s serial novel Kesez
suikoden was already being published successfully for some years, Kuniyoshi’s popular commercial prints
were being sold, Shinpen suikogaden was about to be continued, and Gakutei himself was working on the
publication of his own yomihon inspired by Suikoden. The pentaptych cannot be labeled as a product of
avant-garde literary activities per se, although the Gakutei and the commissioning poets were clearly not

far behind the developments in the appreciation of Suikoden of their time.

1829 Fiizoku onna suikoden ippyakuhachinin no uchi BMB /K E B /\ AR, for the

Hisakataya shachua, by Kuniyoshi

After his popular commercial Suikoden print series came out, Kuniyoshi received commissions for
several Swuikoden-inspired surimono seties. The first of these is a series for the circle around Hisakataya
Misora, for the ox year 1829.4%5 As the title suggests, it shows elegant women as heroes from the famous
novel. The suggestion in the subtitle that the series consists of one hundred and eight designs is false, of
course. On the prints, the first part of the title is given in a cartouche that more or less resembles the
cartouche found in Kuniyoshi’s commercial series of Suikoden heroes. The subtitle is printed in plain
characters to the left of that. The prints carry individual print titles as well, being the (partial) names of
the heroes that are parodied. These print titles are encased by the emblem of Hisakataya’s circle. A poem
by Hisakataya himself is included in almost every print. Unusually, many su#rimono in this series feature a
printer’s seal next to Kuniyoshi’s signature, reading Surikd Shinzo 8 1. 5 (Printer: Shinzo).

The illustrations display a full composition with plenty of color, typical of Kuniyoshi’s work and
also of his prints in the commercial Swikoden series. However, the surimono lack the dark tones in the
backgrounds often found in the commercial series. The women, furthermore, have considerably gentler
facial expressions than the fierce heroes in the large format series. They are depicted in various settings, in

a boat on a river, in a palanquin, seated in an interior, etc. The settings and attributes depicted in the

24 They are, one thru five: Guan Sheng E% (Jp. Kan Shd), Z B Qin Ming (Jp. Shin Mei), Lin Chong ki (Jp.
Rin Chii), M:4E/4 Huyan Zhuo (Jp. Koen Shaku), and Dong Ping #& % (Jp. To Hei).

*2% One surimono carries an illustration of young woman riding a large ox in the typical iconography of this
animal in depictions for the zodiac. The second poem on this surimono, by Hisakataya, mentions the ox
specifically.

179



illustrations are references to the biographical backgrounds and heroic feats of the heroes, although they
do not correspond with Kuniyoshi’s illustrations of the male versions in his original print series in terms
of composition. Thus, the designs that KKuniyoshi made for this surinono series are new in the sense that

he did not rely on his earlier designs or copied female figures into existing compositions of his own hand.

1832 Fuzoku onna suikoden hyakuhachiban no uchi B Z/KFHEE \F / W, for the

Hisakataya shachia, by Kuniyoshi

Three years after the first series for Hisakataya and his circle, Kuniyoshi once again took a
commission from his circle for a series with the same subject, almost the same title, and the same style of
illustrations. The printer was also the aforementioned Shinzo. It is often dated to 1832 because of the
frequent references to dragons in both poetry and image.*?6 The main difference with the previous series
is that now, individual print titles are omitted. Viewers and readers need to grasp which hero is referred to
from the clues in the poems and the illustrations. Again, poems by Hisakataya himself feature prominently
throughout the series.

One of the designs provides a clue to the inspiration for the series’ creators. The illustration in
question - depicting a woman under a Aozafsu on which stands an angry cat - includes two fascicles of a
book, one showing the title Tsazoku Suikoden (vol. 22). Forrer suggests that this is a reference to the serial
novel Haishi suikoden ¥4 52 /KIFH5 (“The Suikoden novel) that Kuniyoshi illustrated around the same time,
in an attempt to draw attention to that publication.*?” This is unlikely, since Hazshi suikoden features covers
llustrated with dragons as well as illustrations on every page - a feature that Kuniyoshi in this scenatio
would have certainly have accentuated. However, the pages of the opened fascicle on the floor that the
woman had been reading from show text only. Unfortunately, there is no Swikoden publication with this
exact title that can be matched to the book that Kuniyoshi included in this design. The title that comes
closest is Okajima Kanzan’s Tiizoku chigi Suikoden, from which ‘chzags may have been left out. This book
was issued in 80 volumes, and features text only. Including the two fascicles with this particular title in this
surimono design suggests that Kuniyoshi or the commissioning poets wished to refer to the eatliest -
unillustrated - Swikoden publication in Japanese known to them, boasting more erudition than by referring

to all the popular illustrated versions that had appeared after it.

1832 Fizoku onna suikoden ippyakuhachinin no uchi shiokumi gobantsuzuki [B#& 47K
HREE/NAN N WIRFFEHS, for the Taikogawa, (pentaptych) by Kuniyoshi

In a somewhat similar style, Kuniyoshi designed a pentaptych on the subject of elegant women as

Suikoden heroes. In this case, however, it concerns a set for the Taikogawa depicting women on a beach,

%28 For instance by Forrer (2013), pp. 304-5. Indeed, the dragon is featured as part of at least three illustrations.
However, the goddess Benten - commonly associated with the (year of the) snake - is depicted in one of the other
designs, and for instance a tiger is referred to in yet another design.

2T Forrer (2013), p. 305.
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engaged in gathering sea water for the production of salt. In addition to a title and subtitle, this set also
carries a further title that can be dubbed the pentaptych title. This is stamped in red, as is the drum-shaped
group emblem, and reads Shiokumi gobatsuzuki V9 I FLZEHIE (‘Pentaptych of brine maidens’). This refers to a
dance in kabuki, which is in turn based on an early Kamakura period story in which one Matsukaze dances
with the yoke and two buckets suspended from it.#?8 In this pentaptych, the names of the heroes to which
the women are matched are given as well. The year of issue is not known, but it can be assumed that it

coincides with the second ‘Omna Suikoden’ series Kuniyoshi designed for Hisakataya.*?’

c. 1830 Suiko gogyo /KIFF 1.1T, for the Hanazonoren, by Hokkei

Another set of five surimono on the subject of Suikoden heroes was designed by Hokkei for the
Hanazonoren around 1830.430 Suiko gogyo /KIFF FAT (“The five elements of the water margin’) is a series of five,
not a pentaptych, and depicts five outlaws from the Chinese novel coupled to one of the five elements.
The five elements are important in Chinese astrology and geomancy, for instance, and provide a suitable
framework to present this selection of five figures.#! Despite the double Chinese subject, the poems
contain several references to Japanese cultural history - even a reference to Kojik:.43? The compositions are
reminiscent of the commercial print series by Kuniyoshi in the sense that the men are depicted as
powerful figures, larger than life, for they barely fit in the constraints of the print format - shikishiban in
this case. Haft notes that the names of some of the heroes are “mistaken’43, which could be found to
come from certain text editions. This series designed by Hokket is further proof of the influence of

Kuniyoshi’s print series on &yoka society.

c. 1830 Tsurezuregusa FEIRE, for the Manjiren, by Hokkei
Several years after the two Tsurezuregusa seties designed by Shunman and Gakutei were issued, the
Manjiren commissioned a third series to take this text as subject from Hokkei. This seties forms part of

the same case study in section 5.3.2, which is why details of individual prints will again be left out in this

428 Explained on http://www.aisf.or.jp/~jaanus/deta/s/shiokumi.htm (accessed March 28, 2016).

29 Kuniyoshi also designed a pentaptych for the Hisakataya shachii on the theme of seafood gathering at ebb
tide, which likely dates to about the same year. This pentaptych is titled Shioi goban no uchi 7+ 1MW (‘Five
prints of the ebb-tide’) and while making no reference to Suikoden, shows a somewhat similar composition of
women at the seaside. Keyes (1981), pp. 77-79 provides an introduction to the Shioi goban no uchi pentaptych.
0 Forrer (2013), p. 180, dates the series to c. 1825, based on the fact that many more series or sets of five were
issued around that year. Although such series were indeed relatively numerous around that year, series or sets of
five were also issued around the year 1830. However, the use of solid gold background in some of the designs is
consistent with that short-lived tendency in 1825 and 1826, as I have demonstrated in a lecture for the
International Ukiyo-e Society in November 2015. Still, the composition of the figures within the frame of the
print format leads me to believe that Hokkei’s designs date from after the commercial print series by Kuniyoshi,
thus later than 1827. Since I discussed the Kuniyoshi ‘Suikoden women’ surimono set and series consecutively,
the Hokkei series is placed after those.

3! Four prints in this series are discussed by Haft (2008), pp. 244-247, who gives further explanation of the
Chinese idea of five elements - also ‘five phases’.

2 In one of the poems on the print for ‘metal’. See Haft (2008), pp. 244-245.

%3 Haft (2008), pp. 245-246.

181



brief description. Hokkei’s illustrations for this series show a wider variety than those in the earlier series,
with still lifes, human figures - in classic or contemporary guise - and landscapes in different
configurations. The introductory phrases are framed nicely in a cartouche that resembles the opened page
of a Tsurezuregnsa book, yet do not include the number of the essay. Hokkei, too, borrows from Shunman;
the composition of a suit of armor and daikon in the design for the same section is a clear indication of
this. The atmosphere of poetry and image, and the wording of the introductory phrases throughout the

series will be discussed further in the case study.

5.3 Case studies

5.3.1 Surimono treating a classical work of literature without pictorial tradition: Tosa

nikki

Surimono creators not only broke away from existing pictorial traditions, sometimes they even
chose works of Japanese classical literature without any existing pictorial tradition for their series.
Although such series are few, they do underline an intellectual confidence and boldness in handling
cultural heritage. In the cases that such works did not have a pictorial tradition connected to them, it is
usually because they did not have a strong exegetical tradition either, and were not widely read. This makes
the choice for such works of literature even more unexpected as inspiration for a surimono series. In this
section, I will investigate how surimono series took inspiration from works of literature for which only
scanty pictorial and varying exegetical tradition existed, and how both the designs and the poetry

incorporated knowledge of the content of those texts.

Surimono referring to Tosa nikki

Tosa nikki is a classical work of literature written by the Heian court official and poet Ki no
Tsurayuki 2 B 22 (868?-945) around the year 935. It is commonly called a travel diary; it consists of 55
entries, one for each day of the farewell ceremonies and the sea journey back to the capital (Heiankyd -

21, present-day Kyoto) that Tsurayuki‘3* made after having stayed in Tosa province (present day Kochi
prefecture on Shikoku) for several years, fulfilling his duties as governor. Tsurayuki was an accomplished

poet.*® He and three other men were asked to compile an imperial poetry anthology, which resulted in the
“Collection of Japanese poems, new and old’, Kokin Wakashn 14 FHKEE, commissioned c. 905 and completed c.

914. Tsurayuki was also the principal compiler of other famous poetry anthologies. In contrast, the Tosa

nikki was a sort of private project, and an unconventional project at that. It is a diary that was probably

434 In Ki no Tsurayuki, Ki is the family name and Tsurayuki is the given name. The name will from this point
onwards be abbreviated to Tsurayuki, as is being done in most Japanese and Western literature on the subject.
The names of artists and poets will be abbreviated to the name they are best known by. For example: (Kubo)
Shunman, and Bunbunsha (Kanikomaru).

435 For a detailed overview of Ki no Tsurayuki’s life, see Suzuki (1991), pp. 98-103.
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based on a combination of fact and fiction, which starts by stating that the author is a woman who will try
to write a diary like men are said to do.** The themes touched upon in the Tosa nikki are sometimes
regarded unsuitable for official anthologies.*3” For instance, Tsurayuki makes frequent reference to the
death of his nine year old daughter, who didn’t live to see the day of their return to the capital. It is
thought that he wrote the diary shortly upon his return in Shohei 8 (935), and it is therefore presumed to
date from 935 or 936.43 The daily writings vary in length from a single sentence to long prose descriptions
of the situation of the day, providing a vehicle for up to six waka poems mixed into the text per day.

Although the author states being a woman in the opening words of the diary, there has never
really been serious doubt that it was anyone other than Tsurayuki himself who wrote it. Suzuki lists six
reasons why it was Tsurayuki, and argues that as soon as twenty to 30 years after Tsurayuki died, “people
in certain circles” knew he was the author.** Reading the diary, one gets the feeling that the journey that is
being described never really took place, at least not in the way suggested in the text. As Helen Craig
McCullough states: “The journal appears to be a blend of fact and fiction built around two original nuclei:
brief calendar notations, written in Chinese, of the kind commonly found in men’s diaries of the period;
and waka composed to while away time during the trip.”#40 The concept of a ‘female’ narrator who recites
the governor’s poems is obviously constructed*!, which makes the Tosa nikki a work of interest to the

interdisciplinary discourse of Japanese literature and gender studies.

In the mid 1810s, the circles of three prominent &yika poets; Shofudai Teitei, Hisakataya Misora
and Bunbunsha Kanikomaru jointly commissioned Kubo Shunman to design a series of surimono based on

Tosa nikki. The text was never before taken as the subject of an entire surimono series and never since. This

does not make it the first time the text was referred to in surimono; several years earlier, Hotei Hokuga 5%
AT (c.1769-1835, from 1810 calling himself Hétei Gosei $81 5= F1.{f442) designed a print referring to Tosa

nikki for the series Monggatari awase ¥FEE (A matching of tales’) for the year 1809.443 It depicts two large

436 McCullough and Ki no Tsurayuki (1985), p. 263.

437 McCullough (1985), p. 499. For further discussion of the implications of Tsurayuki’s decision to employ a
woman persona, see Miyake (1996), pp. 41-73; Miner (1969); Heldt (2005), pp. 7-34.

438 Suzuki, Ki no Tsurayuki, et al. (1957), pp. 9, 10.

439 Suzuki, Ki no Tsurayuki, et al. (1957), pp. 6, 7.

440 McCullough (1985), p. 497. In my opinion, one can even wonder over whether the waka in Tosa nikki were
really composed during the trip. This question is, however, beyond the scope of this thesis.

441 This kind of construction is not uncommon in medieval Japanese poetry, as explained in Smits (1995), pp. 28-
29.

#2 A detailed study of Gosei’s life and works was executed by Tanaka (1986).

443 According Ukiyo-e ruiko, the name Hokuga was bestowed on him by his teacher Hokusai. After changing his
artist’s name to Hotei Gosei 5 T, he would also use the name Sunayama #% LI Gosei. The print by Gosei is
reproduced and discussed to some extent in Mirviss and Carpenter (1995), p. 205, McKee (2006), p. 74, and
McKee (2008 [1]), p. 420 (dated 1808 here). The date of 1809 mentioned there is based on the fact that many
surimono depicting shells are linked to Enoshima and the Benten shrine. Since Benten allegedly married a snake,
the connection suggests a snake year. That is the case for this print in the series; whether other designs in this
series - unknown to me - make similar references to the snake year, in uncertain. The entry for this design, in
Mirviss and Carpenter (1995, plate 89), states that it is thought Hotei Hokuga changed his name to Hotei Gosei
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abalone shells, of which one is up-side-down, richly decorated with mica. It features one poem by
Rokujuen’s son Jingaird Kiyosumi. The poem revolves around the theme of foshidama, the tradition of
presenting (one’s subordinates*+) with presents at New Year. The poem on this print picks up on the
gender issue by punning on the first line of the Tosa nikki, citing the first three words, but changing the
word for ‘man’ into ‘woman’. This is probably because only women dive for abalone shells, and this man
will ‘give it a try’, just as the ‘female author’ of the Tosa nikki ‘tried her hand on a diary men are said to

write’.

in 1810 (which is also the year Tanaka (1986), p. 56, gives.)). This is somewhat supported by data from the
NIJL, which shows that he contributed (an) illustration(s) for the yomihon Késhi futaba monogatari 21475
(‘Tales of young filial children’), written by the prolific (educational) writer, poet, and scholar of both Japanese
and Chinese texts and historic subjects Takai Ranzan = - [Li (1762-1838), published in 1808 (other
illustrators are fellow Hokusai pupils Hokuju 4t and Hokuba). Then, his signature ‘Gosei (no) e Fi{E#z" is
found in the result book Kyoka hyobanki FE#KEF-HIEC (‘Record of kyoka judgings’), judged by Rokujuen with a
preface dated 1811. Later, a surimono incorporating references to the long and short months of the year 1813 is
signed ‘Sunayama Gosei ga 1% |1 #.i5 H)’. That print is included in one of the Hayashi albums kept in the
Metropolitan Museum of Art in New York, acc. no. JP2151. It is unclear for which circle the Monogatari awase
series was designed. It generally appears, however, that Gosei worked mainly for the Gogawa. At least all books
for which he designed illustrations seem to have been Gogawa publications (as verified in the database of the
NIJL). Some signatures on surimono he designed for the Gogawa are accompanied by the seals ‘Go’ 1. and ‘sei’
if, whereby the ‘Go’ is stylized to look like an hourglass, very similar to the Gogawa logo.

444 Giving toshidama is still common practice in Japan. Nowadays, (grand)parents often give their
(grand)children money in special gift envelopes that are decorated with red and white strings (the usual colors
for presents given at celebratory events). Sometimes, a strip of yellowish paper is added, which represents the
strip of dried awabi that used to be tied to toshidama.
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Fig. 17. Hotei Hokuga, Tosa nikki, from the series Monogatari awase, c. 1809. Reproduced in Mirviss and
Carpenter (2000), p. 69.

Let me decorate toshidama ni

my present for the new year awabi no noshi wo
with dried awabi tsukeyarite

like they say that women do: onna mo sunari

a spring salute at your gate baru no kadorei

& LEID
HITOOD L%
DUFRY T
ZHI Y
RO Mg

This poem contains a pun on the opening sentence of the Tosa nikki that was likely familiar to
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many. Even if one had not read the whole text, any mention of the literary classic would have contained
the information that the text opens by stating it is a woman who is writing it, likely including the
information that that is actually untrue. In that respect, the pun in Kiyosumi’s poem is of the kind one
would expect to surface in a frivolous &yoka on the theme of the Tosa nikki. Shells are often linked to
female sexuality in the Japanese perception - also elsewhere in Tosa nikki in fact** - which gives this
surimono also a slightly provocative touch. This surimono is of course part of a series on Japanese classics in
general, which would explain the need for a more easily recognizable, less complicated humor. Whichever
the case, the poems and prints in Shunman’s Tosa nikki series, discussed below, will show a considerable

difference in approach towards the theme.

The Tosa nikki surimono series designed by Shunman

The design depicting Tsurayuki and company on a boat setting out to sea can obviously be
regarded as the first print in the series (fig. 18). The quotation taken from Tosa nikki is the very first line of
the original text. The realistic illustration depicts the front half of a wooden boat with fine wooden
railings and a small square sail, slightly turned away from the viewer and gently proceeding from left to
right in the composition. Three men and one woman in fine Heian period clothes are seated on the deck,
a large sheet of what appears to be paper between them. Further forwards, on the bow of the deck, three
men in worker’s clothes sit beside a large four-hooked anchor on a long rope. The vessel glides behind two
pine trees on the shoreline. Beyond the boat, the calm sea stretches out towards the distant shore of hills

and mountains. In the background, several small white sails.

5 On the thirteenth day of the first month, Tsurayuki mentions women ‘tucking up their skirts” and “displaying
mussels and abalones’. McCullough (1985), p. 274.
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Fig. 18. Shunman, Tosa nikki surimono seties, first design in the sequence, mid 1810s, coll. Metropolitan
Museum of Art, inv. no. JP2078

The introductory quotation to the print design for this day reads:

I thought I'd try my hand otoko mo su naru |

at writing a diary of the kind nikki to in mono o /

that men commonly write. onna mo shite min tote | surn
nari

The first poem, on the right, reads:

At the cloth-cutting ceremony tabi koromo

BHTD/
HitEWhsb D%/
b L THAET/
T 5720

ik
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celebrating starting on a travel garment kyo tachisommurn TS5 L/ 20D

the captain places eriwai Z 0T
dried bonito chafings from Tosa _yone ni tosabushi Tl s/
on the rice*4 tsume ya funacho

DO

- Bairintei Matsukage

= AN
- Bairintei Matsukage - s
The poem on the left reads:

We do not travel by Tosa colt tosakoma ni Bz
but if we were noragu narite m0 DSF/70 Th
we already have a whip hashirasurn ELB /5
to make it run; munchi wa arikeri

o , HEIA T
a tailwind for the boat fune no vikaze

- Garyoen - Garyoen S OIRR,

- BABER

The combined poems and illustration conjure the atmosphere of a fairly leisurely outing on a
small yet luxurious ship, with plenty of opportunity for composing poetry inspired by the changing
landscapes and seascapes. Both poems incorporate things that Tosa province is known for, and connect
these two New Year. Except for perhaps the tailwind (is the sail ballooning slightly there behind the tree?),
the illustration does not echo the content of the poems. Neither poems nor illustration make reference to
Tsurayuki’s hardship, neither as disgruntled governor in the province nor as seasick passenger on board.
The surimono, thus imagines Tsurayuki’s journey as a harmonious event, and leaves the emotional distress

of the author for what it is.

Another of the days taken as subject for a design is the first day of the New Year. Considering the
function of surimono as celebratory print, it would have been odd if the first day of the New Year in
Tsurayuki’s diary had not been treated in the surimono series. For Tsurayuki and his travel companions,
however, the day passes without festivities. Their trip started on the 215t day of the twelfth month, and
ended on the sixteenth day of the second month. The travelers enter the New Year while on the boat.
Instead of eating the usual New Year dishes, they share a pressed salted trout (oshiayx), which is a Tosa

specialty.#7 For the Setsubun festival, it was common use to stick the head of a fish with a somewhat

8 The “cloth cutting ceremony’ was held to celebrate the start of the manufacture of a new kimono. It involved
placing some rice and dried bonito flakes on the cloth and is said to have developed during the Edo period.
(According to the Kimono Term Dictionary: http://www.so-bien.com/kimono/tpo/eriiwai.html, accessed April
14, 2016.)

447 McCullough and Ki no Tsurayuki (1985), p. 268.
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similar sounding name, #ayoshi, onto a wooden skewer as decoration.*8 This festival is connected to New
Year’s celebration and Tsurayuki states that everyone is speaking of the capital and the decorations that

would be displayed all over the city.

Fig. 19. Shunman, Tosa nikki surimono series, ‘New year’s decorations’, mid 1810s, coll. Metropolitan Museum
of Art, inv. no. JP20063.

448 Kishimoto states (sheet 24, recto) that the head of the nayoshi is ‘nowadays’ replaced by that of an iwashi
(sardine) for the Setsubun celebration. The first poem on this surimono, by Honensai Inafusa, explicitly mentions
the word setsubun.

189



The introductory quotation to the print design for this day reads:

Things like the mullet heads on the Koe no kado no / Z~DNED/L

straw ropes hung from the gates of the little shirikumenawa no | nayoshi no D < HRITD /7

houses, the holly... kashira | biiragi ra FLOMLE/
O>b&H

The Tosa nikki text ends with the words %a i 0°, meaning something like ‘how about...”, which
should be placed in front of the English translation given above. Although it does not harm the grammar
of the sentence, one can wonder why this was left out. The same phenomenon is noticed by Carpenter in
the Torikaebaya series. He notes: “Sometimes the selection has a word or phrase of particular vivid visual
suggestiveness, even if it refers to a trivial or incidental matter”. 4 Perhaps the partial quotation on this
print should merely be seen as a listing of visually appealing items connected to New Year’s celebrations,
since Shunman’s design for this particular passage shows a branch of holly, a fan used in new year’s

offerings, an unfinished straw rope and a fish head on a stick.

The first poem, on the right, reads:

The power ugnisu 1o =40}
of the warbler’s song uta no chikara ni TDEHID T
kes devil tsub
makes devils cower setsubun no HisyD)
in the land onigami mo sukumn
. . Bepb I < T/
of the reed beds ashiwara no kuni
- Honensai Inafusa#50 - Honensai Inafusa o LD

- BFERRE

This poem refers to the Setsubun festival, which has the function of chasing away evil spirits. In
this case, devils flee for the felicitous song of the #guisu, instead of being chased away by soy beans that
are traditionally cast. The devils in this poem flee into (land of) reeds; a phrase with distinct nativist
overtones, since it links to the ‘age of the gods’ described in Kyji&i. Reeds are also the material used for

the straw rope. Ashiwara therefore serves as a pivot word, kakekotoba, in this kydka.

The poem on the far left (the honorable position*1), by Bunbunsha Kanikomaru, reads:

449 Carpenter (2004), p. 101.

430 Inafusa is found in KJJ, p. 20. No kydka circle affiliation is mentioned.

431 There are two poems on this print. The honorable position for poets is always far left in surimono, as can be
noticed from many prints that carry multiple poems. The kyoka by poetry group leaders are rarely if ever placed
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When the spring arrived haru tateba FANT

nobles and peasants kani shimo tomo ni MUY E BT
both celebrated iwawashiki WS LE
with the head of the mullet nayoshi no kashira B
. 4 L LoFA
and the straw rope shirifenme no nawa
- Bunbunsha - Bunbunsha LY DD
S

Bunbunsha’s poem sketches an image of a group of people from different social strata, bound by
a mutual celebratory event. That is in fact the situation on Tsurayuki’s boat, although the travelers do not
have a real nayoshi ot shirikumenawa to celebrate with. The word(s) &kamishimo can mean ‘the higher and the
lower’, and is used with this meaning in Tsurayuki’s record for day 22 of the twelfth month.*2 Kawmishimo is
also the name of a formal garment - consisting of an upper and lower piece - worn by samurai on official
occasions in the Edo period. The word #ayoshi is written with the character ‘#a’ for name, followed by ‘yosh?
in hiragana.*3 When followed by ‘kashira’, ‘head’, it can be interpreted to mean ‘those of good name’, or
‘people of high standing’. It seems Bunbunsha somehow aims to emphasize his samurai pedigree with his

choice of words.

It should be noted that one print in Shunman’s Tsurezuregusa surimono seties of 1811 mentioned
earlier, dealing with chapter 19, features a similar set of items relating to the celebration of Setsubun. A
branch of holly, a #ayoshi*>* head and tail on sticks, and - not present in the Tosa nikk: print - a masu (square
wooden rice measure) filled with the beans that are thrown around at Setsubun to chase away the evil
spirits. In this print too, it seems that the imagery connects to the festivities around New Year, at which
time surimono are usually issued after all, rather than to the scene that was quoted from the respective
literary classic. Even without having scrutinized the layers of meaning in the Tsurezuregusa surimono, one
might propose that the depiction of such a gathering of items appears to derive from a personal

preference of Shunman’s.

The straw rope depicted on the surimono, now known as shimenawa 1¥ 4578, is an attribute of

anywhere else than on the far left. The many ranking devices that are used in kyoka books may lead us to believe
that there is also a hierarchal order in the poems that are not on the left in surimono (in case of a total of three
poems or more).

2 Although, as we have seen in the previous section, the phrasing “kami shimo™ is distinctive of Kitamura
Kigin’s annotated edition, as later annotated editions commonly give “kami naka shimo”.

433 The name nayoshi is used for young bora, a flathead mullet in English. The characters for ‘good name’
explained above have actually been used in the past for this fish that makes a name change with age. This makes
it somewhat unclear whether Bunbunsha has deliberately chosen these characters. However, the word nayoshi in
the introductory lines is spelled with hiragana only.

434 The fish heads depicted in either surimono are too far simplified to allow for identification of the species.
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Shinto, where it has the primary function of delineating boundaries - for instance between the world of
man and that of the gods. The rope features prominently in the legend of the sun goddess Amaterasu,
who - once lured out of her rock cave where she hid, thus taking away the light - was prevented from re-
entering the cave through the use of such a braided straw rope. Explanations of the history and use of
this rope feature in all annotated versions of the text. There is meaning in the direction in which the rope
is braided.

It is striking that Kishimoto goes to great lengths to explain the exact meaning of the word
shirikumenawa in Tsurayuki’s time.*5> He quotes from several sources, such as the Sesgenmonds, a book on the
year round festivities, nenjigygji FF-H1TH, first issued in 1544. A shirikumenawa, he explains in the notes
above page 23, is similar to the shimenawa (braided straw rope used to separate the wotlds of people and
gods in Shinto religion), but unfinished on the left side. Interestingly, this is exactly what Shunman
incorporated in his design. According to Kishimoto’ notes, the syllables ‘shir?” in shirikumenawa point to
the fact that the rope’s bottom is yet unfinished, which in turn symbolizes spring time, when these ropes
are braided. Since no mention of this is found in the Tosa nikki itself and the etymology behind this word
is apparently unknown at the time - why else would Kishimoto annotate this so elaborately? - we can
assume that both Shunman and Bunbunsha took this knowledge from Kishimoto’s research. Furthermore,
Kishimoto gives the reading ‘shirikume no nawa’, while adding that the ‘o’ in between could not be verified
as part of Tsurayuki’s original text. In the surimono, ‘shirikumenawa’ is used for the quotation, whereas
Bunbunsha uses the phrase “shirikume no nawa’. Of course, the added ‘#0’ provides the seventh syllable

needed to complete the &ydka meter, but again, the use of both varieties of the word seems to point to the

Tosa nikki kosho.

Another scene that was taken up as subject for a surimono in this series is that of the seventh day
of the first month. Tsurayuki’s entry for this day is unusually long, especially regarding the fact that the
entries between New Year’s day and the seventh day consist of one or only several sentences. The travelers
are held up by bad weather again, and they are visited by people from a house called ‘Tke’ (‘The Pond’).
These visitors carry long boxes hung from poles on their shoulders, which are filled with fish. Tsurayuki
lists the various fishes that they are being presented with, stating that they include fishes from both sea
and rivers, but no 4o/ (carp). This is a pun on the fact that Japanese ponds are commonly filled with £07,
yet among all the fishes that the people from “The Pond’ bring, there is not a carp to be found.* It is

exactly this phrase that is taken as introduction to the poems on the print for day seven:

There was no carp, but starting with funa, there — koi wa nakute | funa yori 1L 72 < T/ &

were fish from the rivers, from the sea, and hajimete | kawa no mo umi no DIZ LD T/

435 Most current classical Japanese dictionaries consider shirikumenawa and shimenawa to be synonyms.
436 McCullough (1985), p. 269.
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other things, in long boxes hung from poles on w0 / kotomono domo | RNk YA
their shoulders. nagabitsu ni ni | naitsuzukete | Lol /EOD

okosetari

Wi /72O S 1
T/BZHEEY

Fig. 20. Shunman, Tosa nikki surimono series, “Ihree species of fish’, mid 1810s, coll. Metropolitan Museum of
Art, inv. no. JP2079.

Shunman’s design shows five fishes, one £arei filf: (halibut), one amadai 7~ % A (horsehead), and three
funa #ff (crucian perch). The fishes are drawn in a true-to-life style, and the horsehead is covered with
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mother-of-pearl to give the scales a shiny effect. The fishes seem to be loosely stacked upon one another,
and - as stated earlier - there is no background to accompany this still-life.

The one poem, by Shofudai, reads:

While I enjoy misakana ni XM
some konbu as appetizer konbu tobete TSR H AT
I'm imagining tsuraynfki ga S5 X I
Tsurayuki’s spring boat trip Sunaji o 0 omon )
o . SiabZZ A
and my head starts spinning round harn no baroyoi
o
~ Shofadai ~ Shofadai RO
- RaJEE

Among the poems in this series, Shofudai’s &ydka is actually one of the more frivolous. It gives an
impression of a reader far away in both time and place from Tsurayuki’s hardship, realizing he is better off
chewing on some £onbu (seaweed) to go with his drink, than being on a rocking boat. If he is ever to
experience any motion before his eyes, it is likely to be caused by having had one too many celebratory
New Yeat’s #ososake than by being on an inescapable sea journey trying to get back to the center of
civilization. The word misakana may be intended to pun on the word sakanami, which means ‘waves from
the opposite direction’, but the syllables that form sakana could somehow also be interpreted as an
acknowledgement of the fact that Tsurayuki is being presented with different kinds of fish, while the
word sakana nor #o (which was the usual word for fish in Tsurayuki’s days) is explicitly mentioned in the
original text. Other than that, the poem does not really hook into the situation Tsurayuki faces on that

particular day.

The fourth print to be discussed was designed around a poem that appears at the end of the entry
for the 20t day of the first month. The poem is cited as introductory text for this design, while omitting

the first line:

It is the same moon [miyako nite] [#BIZ T
I saw at the mountain rim yama no ha ni mishi WL OIFIZ I L
[in the capital,] tsuki naredo b
yet now it comes from the waves nami yori idete .

_ o o , LY HET
and into the waves it retires*57 nami ni koso ire

457 Translation taken from McCullough (1985), p. 277. According to the late Prof. Tsumoto Nobuhiro JFAAF {8
(1940-2007) from Waseda University, who provided invaluable assistance with reading and understanding the
kyoka poems, the fact that the moon emerges from the waves and sinks into them again at sunset strikes
Tsurayuki as odd, because he is used to the moon rising from behind the mountains and setting again behind
them, which is the usual view from Kyoto, being surrounded by mountains. Tsurayuki says earlier in the entry
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Fig. 21. Shunman, Tosa nikki surimono seties, “‘Moon and waves’, mid 1810s, coll. Metropolitan Museum of
Art, inv. no. JP2067.

Perhaps the poets decided to omit the line ‘in the capital’ (miyako nite £51Z T)#8 because they

that this is the view that Abe no Nakamaro (698-770) must have had when he tried to return from his journey to
China, looking longingly in the direction of Japan on the same 20™ day of the month.

458 Kyoto, in Tsurayuki’s time called Heianky®d, but often referred to as miyako #f, ‘the capital’. This word was
actually still in use in the early nineteenth century, despite Edo being the shogunal capital city at that time.
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were themselves based in Edo. It is a somewhat strange decision, since in doing so, the poems’ meter is
lost. More prints in this series feature introductory quotes that omit portion of the original text. It seems
to have been done for reasons of obsoleteness with regard to the design, though it is odd to see that
omitting these lines even resulted in an incomplete poem, as is the case here. The illustration to this
introduction and poem consists of a large moon that rises from - or sinks into - the waves. Meanwhile, the
waves smash into a rock to the right of the image. The spray of water is lit up by the moonlight.#* The

only poem on this print is by Hisakataya:

When I look closely, mittekereba R
The spring returns like the waves, haru tachikaeru BB
Pounding on the shore. / SN
ou g on the shore uranami no 5 5D
Between the flowering sprays hana no ma ni ma ni
. . , EDFEITN N

I smell the fragrant moonlight niou tsukikage

- Hisakataya - Hisakataya Q&SR

- AR

The poem visually compares the repeated arrival of waves with the yearly arrival of spring, where
the usual flowers are replaced by ‘tlowers’ that are shaped by the sprays of water bashing on the rocks.
The illustration shows a very large moon that lights up the blind-printed ‘flowers’ that spray from the
rocks, making the image work very well with the poem. The expression ‘#za ni ma n? means to ‘go along
with’, or ‘flow with (the waves)’, and surfaces on three occasions elsewhere in the Tosa nikki. An
alternative translation of the last three lines could therefore read ‘the moonlight is fragrant like the flowers
that top the waves’.4%0 Apart from the same ‘moon’ theme and the skillful use of the aforementioned
expression, this &yoka also displays a relation to day eighteen of the first month (two days eatlier), when

Tsurayuki’s companions exchange poems comparing the splashing white waves to snow and flowers.

Shunman’s visualization of Tsurayuki’s journey proved to be the start of a new iconography; 461

both Gakutei and Hokkei illustrated surinono on the topic of Tosa nikki in later years. Gakutei’s design is

one surimono in a sexies Honchiren monogatari jiban AW W) ZEA-F (“Ten tales for the Honcha poetry gronp’),

%% This surimono is often encountered a Meiji period copied version. It is listed by Keyes (1985), in his
overview of Meiji period re-issued surimono, p. 519, as a group A-copy; a relatively high-quality copy, printed
from re-cut blocks for commercial purposes during the 1890s. This surimono from the collection of the
Metropolitan Museum of Art is an original, confirms Keyes.

460 Kyoka, just like waka, are constructed to contain a chute after the first three lines (5-7-5 syllables). In this
poem, the word uranami from the third line connects to the word sana in the next to evoke the image of flowers
of water on top of the waves, which is why I have chosen to give an example translation of the last three lines
instead of the expected last two lines.

“®! 1 intentionally use the term ‘new iconography’, referring to the title of Carpenter’s article in the Rietberg
surimono exhibition catalog “Inventing new iconographies: Historicist and nativist motives in late-Edo
surimono” (2008).
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commissioned by the Honchoren around 1820 (fig. 22). This one surimono referring to Tosa nikki therefore
takes a similar position in the series as Gosei’s design; the series as a whole encompasses various works of
classical literature, and Tosa nikki is just one of these. No wonder that both poem and illustration make
the same recognizable reference to the opening line and general setting of the text. The illustration depicts
three persons in Helan-period upper class clothing, seated on a boat. A man, governor Tsurayuki most
likely, is about to write poetry on a fangaks. To his left is a woman, likely the mother of Tsurayuki’s
deceased daughter, reading from another tanzaku. The illustration - intentionally or not - appears to
answer the question of who is recording the events and the poetry during the journey. The illustration
includes a child, likely the child that also composes poems in several entries in the diary. The poem in this
surimono, by Matsunoya Hananari £2 0 FE{ERL (n.d.42), also puns on the first line of the Tosa nikki,
changing “ofoko m0 sunari” into ”fune mo suwar?’ 43 This suggests a rather widely understandable pun,

comparable to that in the poem by Kiyosumi in the print designed by Hokuga/Gosei.

Riding smoothly tatami shiku B LD EEA~
over waves that spread as level nami no ue sae R T
tatami matti doka nit
as tatami matting nodoka nite e ThY L
our boat almost seems seated Sfune mo suwari shi .
, _ 132 D> 5
upon the spring ocean’s surface*o+ harn no umizura
N ;
- Matsunoya Hananari - Matsunoya Hananari TR FRAERk
62 Not listed in KJJ.

463 This phrase may in time perhaps be translated into ‘The boat sits on the waves’. A copy of this print features
in Carpenter (Ed., 2008), p. 151.
*4 Translation by Alfred Haft, from the entry in Carpenter (Ed., 2008), p. 151.
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Fig. 22. Gakutel, Tosa nikki, c. 1820. Coll. Rietberg Museum, inv. no. 29.

Gakutei chose to illustrate a scene very similar to that in Shunman’s design. Three figures in Heian
period clothes sit on board a fine boat, engaged in the composition of poetry. Gakutei presents the boat
from close-up, not even depicting the bow that is visible in Shunman’s print. He thereby omits some of
the secondary characters (the sailors) and emphasizes the three figures (the main characters in the diary)
and their activities. Shunman’s composition incorporated more elements of the landscape/seascape, and
Gakutei zooms in to the action, one could say. There are, however, uncanny resemblances, for instance in

the carpentry on the boat’ railings, the position and shape of the auxiliary sail on the right hand side of
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the composition, and even down to the shape of the calm, rippling waves (the ‘spring ocean’s surface on
which the boat sits’). The resemblance between both compositions makes it difficult to imagine that

Gakutei had not seen Shunman’s design.

Hokkei also designed a surimono depicting a boat setting out to sea near Tosa. It is a single print,
apparently not belonging in any series. The year of publication is not known, but the style, execution, and

signatures> indicate that it was created in the late 1820s or early 1830s - later at least, than Gakutei’s design.
Two poets feature on this print: one Shogekkyo Chiyonobu it H J& TfRIE (n.d.) and Gekkatei (n.d.).
Gekkatei was also known as Kinuta Ototaka fili & /& (which translates to loud noise from the fulling
block’) and a judge for the Yomogawa during the Bunsei era.*® Both poems were clearly composed on the

(pre-decided) topic of #nabara HEIR, the ‘sea plain’7, or open sea.

On the boat fune no uchi ni o9 BT
the day of the Rat is postponed ne no hi wa urashi FHITTH L
1I th -pine’s shoot mat ;
as we pull the sea-pine’s shoots umimatsu wo A %
from the waves nami no hikiynkn .
RG]
of the field of sea at Tosa tosa no unabara
- Shogekkyo Chiyonobu - Shogekkyo < A D
Chiyonobu PRANEY=
A JE TAEE
The journey back tern tsufki no HEH OFRIX
to the capital miyako wa koyoi L rig
in the shining moon hatsuka nite N e
of the twentieth day kaeriji toki
. i
is far from the sea’s fields at Tosa tosa no unabara
- Gekkatei - Gekkatei e
. AT

> An overview of this development of the form of Hokkei’s signature is presented by Forrer (1987), p. 35.
S8 KIT, p. 33.
7 As McCullough (1985), p. 277, translates it.
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Fig. 23. Totoya Hokkei, ‘Boat on the open sea at Tosa’, c. 1830, coll. Metropolitan Museum of Art, inv. no.
JP1146.

Hokkei’s illustration mimics that of both Shunman and Gakutei, conforming to the newly set
iconography. Once again, the image is that of courtiers in fine Heian period clothing, seated on the front
deck of the boat. No woman is depicted, but a child is present in this scene. Instead of the wooden railing
this type of boat features an ornate roofed structure. A tightly strung rope attached to the bow diagonally
cuts across the composition, apparently attached to the top of a mast further towards the stern, outside
the view. The boat negotiates some wavy waters between rocky coastlines. In the distant red sky, a silver

moon hovers above the horizon. The poem far left specifically mentions the 20% day, referring to
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Tsurayuki’s entry for the 20% day of the first month. Two poems form part of that entry. Part of the latter
featured as the introductory phrase for Shunman’s design of the large moon behind the waves. The
former poem in Tsurayuki’s entry starts with the phrase ‘the blue open sea’, aounabara T HEIR, of which
part served as topic word for the &yoka poems on this surimons. The name of the poet on the left here
literally reads “The pavilion beneath the moon’, which makes it all the more appropriate that the design
should incorporate a moon under which the scene spreads out. The poem on the right refers to the Day
of the Rat and the traditional practice of pulling pine shoots. This topic was treated in the entry for day
29 of the first month in Tosa nikki, and featured in Shunman’s design of the awabi diver and children with
basket on the beach. The combined poems and illustration in this surimono designed by Hokkei thus refer
to both textual and pictorial elements present in three separate prints in Shunman’s series. The poems can
be argued to allude to Tsurayuki’s text only, yet the illustration cleatly takes after the respective designs by

Shunman and Gakutei.

Conclusions Tosa nikki

Poets and designers invented ways to visualize Tosa nikki, a classical text that had not received such
treatment before. In the early nineteenth century &yska world, when both Japanese and Chinese literary
classics were regulatly consulted for inspiration, the Tosa nikki was only made subject of a surimono seties
once. The enigmatic nature of the text and the fact that the text was somewhat unsuitable for adaptation
into a surimono seties are likely reasons for this. The Tosa nikki demands a thorough understanding in order
to be able to produce surimono holding multiple allusions to its literary content. Despite the simple
appearance of the series in comparison to later styles of surimono design, the combination of the poetry
and illustrations indeed proves to display a profound knowledge of the Tosa nikk:. Given the above
reasons, the series as a whole will have been regarded as rather elitist in the eyes of the average &yoka
enthusiast of the time.

Assuming that the people involved in creating the Tosa nikki surimono series strived to display their
literary knowledge and test that of the receiving party, as appears to be the case with so many other
surimono, one might wonder why it was chosen as a theme in the first place. For when allusions were made
to concepts and ideas that were difficult to understand to anyone other than the club members themselves,
the communication with likeminded poets from other clubs would have been fairly problematic. On the
other hand, choosing a little covered literary work as the theme for a surimono series, not leaning on fixed
iconography and/or imagery, may have provided an even greater challenge to both the designer and poets
on the one hand, and the receiving party on the other. In this scenario, designer and poets would challenge
themselves to manifest their literary knowledge and interpretive qualities, whereas the receiver was
challenged to pick up on the literary allusions, relying on his or her understanding of the classical text.

Tosa nikki surimono, both the series by Shunman and in other surimono referring to Tosa nikki, are

characterized by an overall positive and nostalgic atmosphere. Poets focused on elegant details in the
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original text, related to nature, local customs or traditional festivities, rather than personal circumstance of
the characters in the narrative. The gender issue of a man posing as a female narrator is only distantly
alluded to in wordplay. The illustrations follow this approach, imagining figures of the Heian court elite
enjoying a journey that offers them inspiration for the composition of elegant verses. The illustrations
depict events, figures, and objects referred to by Tsurayuki, yet without the gloom present in the original.
Surimono were, after all, celebratory productions and &yoka were, in principle, joyous in tone.

After the series designed by Shunman appeared, it became an example for later surimono designers to
tollow. Surimono by both Gakutei and Hokkei clearly show influences of one of Shunman’s eatlier designs.
Perhaps this should not be a surprise. For when Japanese artists made illustrations to accompany to
classical literature, they would usually refer back to pictorial traditions that already existed. In the case of
Tosa nikki, that tradition started with Shunman. That is to say, Shunman was the first to create a set of
illustrations to accompany certain scene from the classical text. Although Tosa nikki became part of the
canon of Japanese literature, a strong pictorial tradition never developed. The iconography invented in the
creation of the surimono seems to have influenced only later surimono on the same topic. This kind of direct
influence from one surimono design to another occurs in more cases than Tosa nikki alone, as the next

section will show.
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5.3.2 Tsurezuregusa surimono series

This case study comprises three surimono series that will be treated in an integrated comparison.
First, a brief description of the basic composition of introductory text and image of each series will be
given. This is followed by an explanation of the exegetical tradition for Tsurezuregnsa and the relation
between the three surimono series and that tradition. Then, a comparison is made of designs for the same
essays as taken up in different series, in terms of iconography and text-image relations. The results of this
comparative study offers insights on the ways in which &yoka poets and surimono designers positioned

themselves in relation to the classic Tsurezuregusa, as well as in relation to existing scholarship on this text.

Tsurezuregusa, for the Asakusagawa, by Shunman

The Tsurezuregusa series that Shunman designed for the Asakusagawa poetry club in 1811 is the
carliest example of a large surimono series in shikishiban-format, numbering at least fourteen prints.468 This
is a clear indication of the size and the level of organization of the Asakusagawa &yoka group, as well as
of the financial resources generated by its (many) members. The Asakusagawa Tsurezuregusa series will be
represented here by three surimono: those that are based on the essays 9, 68, 72.4¢ This selection is made in
connection to the comparison with the two other series, that also contain prints based on essays 9 and 68
(Hokkei) and 72 (Gakutei). The other designs and poems will also be regarded in determining the general
attributes of the series.

Each of the prints in this series features the stylized jar logo of the Asakusagawa, (hand-)stamped

in red ink, containing the words Asakusagawa | Tsurezuregusa | Shunman sei LTeFAM « DOFL S > B+ FRH

$ (‘Asakusagawa, Tsurezuregusa, produced by Shunman’).¥70 The logo is placed in the top right hand corner,
in all but one design. To the left of the logo, a phrase from Tsurezuregusa is printed in black, preceded the
number of the essay from which the phrase came. The phrases are only short segments of the essay,
sometimes even segments of sentences in an essay. This is similar to the approach taken in the Tosa nikki
series, for instance. The number of poems varies from one or two in most cases, to a maximum of four

per print. The style of illustration has been described above; still lifes, plants, animals, and in two cases, a

468 It must be noted that not all surimono in this series are of the shikishiban format. Three prints are of the
chithan format, of the same height as the shikishiban tA#iR, yet one-and-a-half times its width. This format is
attained by cutting a 6bosho KZ=3 sheet - roughly 42 x 57 cm - only once vertically and once horizontally
(instead of twice vertically to attain six shikishiban sheets). Shunman uses this format more often for surimono
that carry larger numbers of poems. Cf. Ise monogatari surimono series. These wider surimono seem to have a
special importance, since they often feature the more important poets, and - in the T3urezuregusa series - an
indication of the year they came out is printed on two of them.

469 The word essay is used here for the obvious reason that the title Tsurezuregusa is commonly translated to
Essays in Idleness. Since the Western term ‘essay’ does not always apply very well to the at times very short
texts, other words have been adopted too. Chance (1997) for instance, uses the word section {p. xxi}. The essays
featured in this series are nos. 9, 10, 19, 34, 54, 66, 68, 72, 139, 158, 191, 235, 237, and 238 - although more
may surface in due time.

470 The contents of the emblem are often hard to read, yet the Tsurezuregusa series emblem can be distinguished
from the similar emblems of the later Ise monogatari and Isegoyomi series, for the ‘jars’ on these have a double
outline throughout.
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young woman is portrayed. The majority of prints feature subdued and often gradient coloring,
complemented by frequent use of blind printing, as well as sparse application of metallic pigments. The
illustrated objects and creatures are depicted without background, which leaves ample space for the poems
- some surimono designs of the 1820, by Gakutei for instance, dictate the position and spacing of poems

rather strictly in comparison.

Tsurezuregusa, for the Yomogawa, by Gakutei

Six years after Shunman, for the year 1817, Gakutei Sadaoka also designed a series of Tsurezuregusa
surimono. Gakutei still stood at the beginning of his surimono-designing career. It is difficult to estimate the
total number of designs in this series, yet thus far, only three have surfaced in this research. These are
essays no. 16, 72, and 175. The prints in Gakutei’s series feature the red fan-shaped Yomogawa logo, in
which is written “Tsurezuregusa <21 > > K. Underneath the logo, a short phrase from a Tsurezuregusa
essays is placed in each print, though without giving the essay number. Two major &yoka masters of the
day, Yomo Utagaki Magao and Shinratei Manzo 11 feature in the series, although the latter’s following
seems to be represented best. It deserves mention that Manzo 11 is the leader of the Manjiren that
commissioned the Tsurezuregusa surimono series from Hokkei in c. 1830. Gakutei’s designs are similar to
those of Shunman in the sense that still lifes and human figures are presented without background
illustrations. The objects and figures depicted refer to both the introductory phrases and the contents of

the poems.

Tsurezuregusa, for the Manjiren, by Hokkei

Hokkei takes a different approach in his designs for the Tsurezuregusa series commissioned by the
Manjiren around 1830. Among the compositions are several illustrations with full backgrounds, and the
illustrations feature relatively many human figures in comparison to the other two series. The series’
emblem is made up of a two booklets; one is depicted folded open to reveal text, the other is closed and
lies on top of the right hand page of the open booklet. The closed booklet has a light blue cover that
carries a daisen on which the title Tsurezuregnsa is written. For essay number 9, the lowest number in the
series just as we have seen in the series designed by Shunman, the title is written entirely in characters:
Tsureznregusa fESR . In the other designs, this is written as Tsureguregusa “2%U > > W47 The blue cover
features two Manjiren logos in white (unprinted paper). The open page that remains visible next to the
booklet cover give the excerpt from Tsurezuregusa. Some of these quotes are lengthy in comparison to
those found in the other series. As in the series designed by Gakutei, essay numbers are not given. The six
designs known feature one, two or three poems. The style of the designs varies per design; some designs

feature a style that corresponds to the #£zyoe of the day, while other designs breathe an atmosphere of

™ This is further indication that essay number 9 is the first in the series, since daisen on actual books of the era
also often feature titles written completely in characters in a neat font on the first volume, whereas the remainder
of the volumes feature the title in more cursive script on the daisen.
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courtly elegance that typifies the other two series. Most designs feature a branch of plum blossom or

adonis plant to signify spring. Metallic pigments are used with restraint.

Spelling of introductory phrases and the use of exegetical sources

The three Tsurezuregusa seties incorporate phrases from Tsurezuregusa differently. Only the series by
Shunman for the Asakusagawa gives the essay numbers, while the two later series do not. It appears that at
least the commissioners of the latter two series considered the contents of Tsurezuregusa sufficiently
known among the intended receivers of the surimono that there was no need to include the essay numbers.
What is more striking, however, is the fact that the citations from Tsurezuregusa for the same essay differ
between series. Some citations differ to such an extent from what is generally considered to be the ‘correct’
spelling, that it appears that the makers of these surimono took liberties not only with regard to style of

illustration and iconography, but also with the text itself.

This leads to the matter of access to or availability of exegetical texts for Tsurezuregusa. The
eatliest commentary is (Tsurezuregusa) Jumyiin sho  (FEIRTE) FFPEdd ((Tsurezuregusa) summarized by
Jumyoin’). 472 The manuscript was completed in or before 1601 and published - without the original text - in

1604 by the physician Hata Soha & 7% (1550-1607, known by his Buddhist name as Jumybin).+73

Another influential commentary was Noguchi B7EE (the title literally translates as ‘Field hammer), of 1621
(first published in 1667), by Hayashi Razan, who “tried to fortify Kenko as a hero for the times.”.#7* Based
on Jumydin and Nozuchi, Aoki Soko T AREH (n.d.) wrote the commentary Testsui $KEE (Tron hammer, first
published in 1649), which according to Chance, “would become the single most widely distributed book
of annotations” [on Tsurezuregusa).*™> Chance notes that the reason for this wide distribution was that it
was intended for lecturing.#76 This, in turn, is important for canon formation, the theme of Chance’s
article. Kitamura Kigin - on whose Tosa nikki commentary was relied for the Tosa nikki surimono seties -
delivered Tsureguregusa mondansho TEIRE LYY (‘Tsurezuregusa in paragraphs’¥77), first published in 1667,
which Chance considers “a plateau Tsurezuregusa studies. He culled the work of his predecessors of all
persuasions and expended his effort dividing the text in the best possible way.”.478 The annotated and
(partly) illustrated text Tsurezuregusa eiri by Sanboku Injin, first published in 1690, must also have been
available to &yoka poets around the time the various Tswuregzuregusa surinmono series were commissioned since
it was reprinted, albeit in Osaka, in 1800, 1812, 1825, and 1828.

In the series by Shunman, parts of the sentences are missing the introductory phrases; not just at

2 See also Chance (1997), p. 42.
8 Chance (1997), p. 42.

" Chance (1997), p. 43.

*° Chance (1997), pp. 43-44.

#® Chance (1997), p. 43.

7 Title from Chance (1997), p. 49.
#78 Chance (1997), p. 49.
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the beginning or the end of the quote, parts in the middle of sentences are frequently omitted as well.
Furthermore, many of the quotes have even become incomplete grammatically due to omissions. The
quotes in the series designed by Gakutel, similarly, are inconsistent with the text editions consulted. Parts
of sentences are missing, words have been reversed. The quotes in the prints in the series designed by
Hokkei are more consistent with standard texts, yet on occasion omit words as well. These quotes, again,
are often unfinished sentences, leaving the remainder to be filled in in the mind of the reader. None of
the introductory quotes could be matched to a specific text edition, not Razan’s Nozuchi, not Kigin’s
Tsurezuregusa Mondansho, not Aoki S6ko’s Tettsui, nor to the text in the illustrated editions - Sanboku Injin’s

Tsurezuregusa eiri and Sukenobu’s Ebon Tsurezuregusa.

The well-known commentaries and exegetical texts aside, there is an array of scholarship on
Tsurezuregusa that may have circulated in manuscript. Two examples are worth mentioning in connection to
kyoka networks. First, there is evidence that Rokujuen wrote an exegetical work on Tsurezuregusa, for it is
mentioned in adverts in a commercial £yoka book published by Kadomaruya Jinsuke in 1812.47 It is listed
as Tsurezuregusa shinchn TEIRFRTRE (‘New annotation of Tsurezuregusa’), in three volumes. Unfortunately, no
copies of this work seem to survive. Second, Kishimoto Yuzuru also appears to have written an exegetical
work on Tsurezuregusa, as 1 have mentioned in the section on Kubo Shunman’s kokugaku connections. Both
texts may have been available to &yoka poets involved in surimono seties on Tsurezuregusa, although it is not
clear from which year either work may have circulated.

Another candidate that Shunman and/or Asakusagawa members may have been familiar with, is
an exegetical text on Tsurezuregusa by Confucianist scholar Dazai Shundai K531 (1680-1747).
According the database of early Japanese books hosted by the National Institute for Japanese Literature,
Shundai’s text is mentioned in Kinsei kangakusha chojutsn mokurokn taisei YT 1HIE 7 ZE 7R B KA (‘Grand
catalogne of scholars in Chinese studies of the early modern period). Although no date is mentioned, this
manuscript was certainly written less than a century before Shunman’s surimono series was issued.
Unfortunately, Shundai’s scholarship on Tsurezuregusa has not survived. However, another of Shundai’s
writings is referred to in Shunman’s illustration for 238t essay of the Tsurezuregusa. The design shows two
book cases, a bookmarker, and a separate fascicle in the foreground. This fascicle carties a daisen reading
Rongo kokun i 1 )l the title of a ten-volume treatise by Shundai, which literally translates as “Ancient
Instruction in the Confucian Analects. 1t was first published in Genbun 4 (1739), and was reprinted in Kansei 4
(1792). In order to fully understand the various quotes from the Analects within Tsurezuregusa, and this one
in particular, Shunman and the Asakusagawa members apparently turned to Shundai for further
explanation.

The inconsistencies in the introductory quotes in each of the three Tsurezuregusa surimono seties are

" Mandai kyokashii 757 RIEHKEE (‘Collection of kyaka of ten-thousand years’), selected by Rokujuen. Copy
investigated kept in Otsuma Women’s University, inv. no. 911.19 Ma 433-1, vol. 4.
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of such a nature that they should be regarded as the result of creative handling of the text, rather than the
existence of a variant text edition.*" Contrary to the Tosa nikki series, where the spelling of the
introductory quotes pointed to the text edition by Kitamura Kigin, a single text that was used as reference
tor Tsurezuregnsa cannot be isolated. The most likely explanation is that familiarity with Tsureguregusa was of
such an extent that poets did not think it inappropriate to make alterations on their own accord. In a sense,
this underlines the degree of canonization of Tsurezuregusa as a literary classic at the time. Clearly, the
abbreviated and incomplete quotes served their purpose of bringing the contents of particular essays to
mind without problem. In the poems, allusions were made to other parts of the essays from which quotes
were taken, expecting readers and viewers to comprehend the implied connections. This would not be
possible without a well-established common knowledge of the text. It is this apparent foundation of
knowledge of Tsurezuregusa in kyoka circles that enabled the producers of the surimono to take such liberties

with the text.

Comparison of prints from all three series with regard to text and image

Essay number 9: Hair of a woman

Essay number nine of the Tsureguregusa is the first essay treated in the series. The print is of the
one-and-a-half shikishiban format (horizontally), and features four poems of which one is by group leader
Sensoan. This print also carries an indication of the year it was issued: “bitsuji haru KF, ‘Goat, spring’
(1811). The essay deals with the attractiveness of a woman’s hair (fig. 24). The design by Shunman shows a
woman with a rather elaborate hairdo, a mix of medieval and modern styles, sitting on a reclining white
elephant. She is wearing a multi-layered kimono such as those worn in the days of Kenko, decorated with

a dragon.*8! The first lines of Tsurezuregusa’s ninth essay are quoted:

Essay no. nine kyiidan FLES
Although for a woman, onna wa kani no medeta FIEED DT T
the thing that catch people’s eyes most karan koso hito no
& peopier e M AFEAD
is beautiful hair,*82 metatsubekalnmere
OO i

The essay goes on to describe the force of love between men and women, which starts with the male

attraction to beautiful hair. According to Kenko, it is said “that even an elephant can be fastened securely

8 This suggestion has been forwarded by Haft in Carpenter (Ed., 2008), p. 147, for the print on essay number
16 in the series by Gakutei. See also fig. 32 in the next section.

481 This could lead one to incorrectly expect this surimono was designed for a year of the dragon. Bearing in
mind Shunman’s development of style and the fact that he died in 1820, this print - and therefore the whole
series - is clearly from Bunka 8, 1811.

*82 The second part of the sentence continues to explain that only by the words spoken by this woman, her
character will be revealed.
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with a rope plaited from the strands of a woman’s hair [...]”#8 In other words, no one is saved from the
temptation.

As for the illustration to the left of the introductory phrase, Shunman takes the expression rather
literally, depicting a woman with beautiful hair sitting on an elephant that appears as a rather docile and
subdued creature. With the full ninth essay in mind, one will notice the actual ‘rope plaited from the
strands of a woman’s hair’ that holds the elephant down. Yet, the composition mainly consists of the
colorful kimono and ditto elephant’s saddle, and the rope does not stand out at all to someone who is not
familiar with the essay. The overall composition of a lady sitting on an elephant like this fits into the well-

established Edo period pictorial tradition in which the Bodhisattva of Universal Virtue, Fugen Bosatsu &

B PE (Sanskrit: Samantabhadra), disguised as a courtesan, is depicted sitting ‘sidesaddle’ on a white
elephant, usually reading a text scroll.#* Shunman’s design takes after this popular depiction, leaving out

the text scroll, and adding the rope of hair around the elephant’s neck.
The first three poets, Mayu no Itoyori IEEY N Chikuyotei Morikazu PIEEEESFHL, and Kogotei
Fumiyori 3 F1.5 3CHH, are little known members of the Asakusagawa. The honorary far left position is

taken by Sensdan Ichindo ¥ EETT A (1755-1821485), as leader of the Asakusagawa listed only by his go

Sensoan. His poem reads:

Is that the warbler ito kasu ni F N e
flying into the branches? kauru ngnisu ya g % %o
While it sings toda naku uchi ni _

s g 59 HIZ
the green willow kyo nun hodo ha

. . ) T SREIT & 1T
weaves it long strands together nobirn aoyagi
=

- Sensoan - Sensoan DD HH

Sensoan focuses on the irresistibility of women that the priest Kenko warns his readers against.
He uses a rather common metaphor in his poem; gracious women are often compared to willows.*% The
‘green willow’, the subject of all four poems on this print, signifies both spring and a young woman. The

swaying of the tree in the spring wind is supposed to resemble swaying hips, whereas the long branches

483 Keene (1967). Keene notes that this expression is of Buddhist origin, yet the source is unknown.

484 See McKee (2006), pp. 128-9, for explanation and the reproduction of a later surimono by Hokkei that takes
the NO play as a subject.

485 According to Suga (1936 [1]), p. 320, Asakusaan died on the 25™ day of the 12™ month of Bunsei 3, which
corresponds with early January 1821.

486 Asakusaan clearly liked the metaphor. He had selected the poems for a kyokabon with the title Yanagi no ito
WD (‘Strands of the Willow”), which was published in Kansei 9 (1797). He also contributed a poem to an ink
painting on silk by Shunman of sometime around 1810, kept in the National Museum of Ethnology, Leiden, The
Netherlands (Inv. no. RV-6044-1). In fact, seven poems on the theme of aoyagi & #ll (green -spring- willow) are
placed in between the willow’s strands. The other poets are Shakuyakutei Nagane, Yomo Utagaki Magao,
Rokujuen, Sandara Hoshi, Shokusanjin and Shunman himself.
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are symbolic for long hair. Sensoan’s poem alludes to the image of a women’s hair being plaited into a
rope in the essay in Tsurezuregusa by evoking the image of strands of the willow being woven together. In
this case, it is not the elephant that is held down, it is the warbler that becomes trapped.

When we compare this to the Tsureguregusa picture book that was illustrated by Nishikawa
Sukenobu, first published in Genbun 5 (1740), it becomes clear that the mode of illustration in this book
cannot have had a significant influence on Shunman. Sukenobu presents a fairly straightforward
visualization of the text for this same essay. The illustration shows a couple of geisha strolling through the
rain. They gaze into a house where one young woman is assisting another in dressing her hair. Although
the attractive power of the woman’s hair is clearly evoked in this image, there is no man - supposed by
Keene to be the one who is attracted - depicted. On the other hand, the original text literally states that
the hair attracts a person’s eye, and it seems that Sukenobu interprets this to mean other women. Only
portions of the text have been selected to accompany the illustrations. Furigana make the text easier to
read for those less familiar with &azji. Clearly, this book was published with the intention of making the
Tsurezuregnsa available and understandable to a wider audience. In this respect, the objective of Sukenobu’s
book is quite the opposite to that of Shunman’s surimono series, which has every aspect of a publication
for a select audience. Given the nature of a book publication, with the possibilities of ‘mass production’,
as opposed to the small scale production of surimonoe - with the added objective of entertaining the
reader/viewer while showing off erudition - it is no wonder that the illustrations are of a different nature
as well. Nevertheless, Japanese artists - very generally speaking - often relied on copying from earlier works.
Shunman may have been familiar with Sukenobu’s book, but relied on his own imagination for the design

of this surimono.

Fig. 24. Shunman, Tsurezuregusa, Essay no. 9, 1811, coll. unknown.
Fig. 25. Hokkel, Tsurezuregusa, (Essay no. 9), ¢.1830, coll. Museum of Fine Arts, Boston, inv. no. 11.25452.

Hokkei takes a different approach. His illustration for the same essay does not convey an
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imaginary, courtly atmosphere, but rather shows a young woman in current fashionable kimono, standing
with a mirror in her left hand and adjusting her hair with her right. Another young woman is seen kneeling
on the veranda just outside the room where first women is standing. Her figure is obscured by sliding
paper doors, yet the shadow cast on these doors by the red sun on the horizon shows her playing with a
small ball. An adonis plant on the floor refers to the spring season. The illustration echoes the image of
adjusting one’s hair that is the theme of the single poem. The poem uses the metaphor of the strands of a
green willow for a woman’s hair, similarly to the poems on the print by Shunman. Again, however, the
willow itself is not represented in the illustration.

The poem*7 reads:

Combed flat and pins adjusted harn kaze ni XA Rz
by the spring breeze kushi kezurasete S Lo bHET
a fine coiffure kamikatachi .
Zni-b
is shaped from the strands medetaku nabiku
. : DT 72D
of the green willow agyagi no eda
==
- Shinsetsutei, from Fujisawa in - Shinsetsutei, from AL
Sagami Fujisawa in Sagami AR ARE 5

Essay number 68: Armor and daikon

This short essay in Tsurezuregusa tells the marvelous story of a man in Tsukushi FL5% (the old
name for the island of Kytsha JUM|), who ate two grilled daikon radishes, daikon KAR, each day because
he believed they kept him healthy. They do so in an unexpected way, since when he is about to be defeated
in battle, he is saved by two fierce soldiers previously unknown to him. He asks them who they are, and

they state that they are the two daikon he ate every day, upon which they disappear.

*7 The introductory phrase is almost identical to that in Shunman’s print - the only difference being the absence
of the small > in beka/n]mere - and is omitted here.
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Fig, 26. Essay no. 68 in Tsurezuregusa eiri DI DIVE FE N, Sanboku Injin, 1812 edition, coll. Waseda
University Library, inv. no. 3C#30 E0106.

The story served as inspiration for a print in the series by Shunman and one in the series by
Hokkei. The illustration by Shunman depicts one daikon and one suit of armor, set up on its storage chest.
This is another example of a ‘new iconography’ being invented for this literary classic. Sanboku Injin did
illustrate the scene, depicting both armor and daikon in the composition. That illustration, however, is an
action scene, in which the two warriors are depicted with daikon on their backs, as if some sort of
metamorphosis is taking place - see fig. 26. Nishikawa Sukenobu did not illustrate this particular scene in
his Ehon Tsurezuregusa. The image of daikon and armor representing essay number 68 was reused by
Hokkei for his design. A comparison of figs. 27 and 28 gives the strong impression that Hokkei either
pays homage to Shunman’s design, or hardly conceals the fact that he all but copied the composition
(though mirrored). Considering the fact that Shunman used so much precision and subtlety in his
illustration for the ninth essay, it is noteworthy that only one daikon and one suit of armor are depicted,
while Kenké explicitly mentions two daikon and two soldiers. Perhaps he decided to draw only one of
each to make the composition more powerful. Two smaller roots are laying in the foreground, and
perhaps these are a hint to the two daikon and two soldiers that feature in the essay.

The introductory phrase in the print by Shunman is an abbreviated quote that leaves out the

mention of two grilled daikon from the original text:
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Essay no. 68 ROéWﬂbﬂfbldﬂﬂ 7‘{‘<|—‘]\EQ

He ate daikon every morning tsuchione*S wo +H513hn%
for many years. asagoto ni - L
kauikern ni
toshi hisashifn OB
naring ELALKL
720 83

The poem provides no further explanation:

I guess the divers of Nagahama too Nagahama no BB
Make their fingers red ama mo yukinia ni E 3|2
Plucking the ubi no hara
§ g HOEH
Lakeside weeds akakn nashite ya
, HIN<IRLTR
From between the snowy patches isona tsumnran
s 35
- Koseiro Shigekado - Koseirg Shigekado BRSL 5 A
Gy

There is not a single reference to the 68™ essay of the Tsurezuregusa in sight in this poem. The
female divers, who gather seaweed for a living, are starting their work again when the snow of winter
slowly melts away, symbolizing the arrival of spring, The word ama itself is also a seasonal word used in
poems on the theme of spring. It would almost seem that Shigekado contributed a poem on the theme of
spring to the project, oblivious of the subject chosen for the series. This is particularly odd since
Shigekado was a son of Sensoan, leader of the commissioning poetry group. The poem does contain
words that could be connected other essays of Tsurezuregusa either. This is a typical case where it may be
that a certain reference is overlooked that would have been clear to fellow poets with a profound

knowledge of literature.

488 Tsuchione 1-KAR (‘large ground-root’) is the old name for daikon AR (‘large root’). Apparently,
mentioning the fact that they grow in the ground came to be considered obsolete over the centuries, causing the
first character to be omitted.
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Fig. 27. (left) Shunman, Tsurezuregusa, Essay no. 68, 1811, coll. Chiba City Museum of Art (no inv. no.).
Fig. 28. (right) Hokkei, Tsurezuregusa, (Essay no. 68), c. 1830, coll. Schoff (no inv. no.).

The print on the same essay form the series by Hokkei is actually much more straightforward and
effective in its combination of text and image. The introductory phrase is based on the same lines in
Tsurezuregusa, although the quote is slightly longer than that in Shunman’s print. The quote is actually the
first part of the sentence from which the print by Shunman quoted the second part. The quote in the
print by Hokkei conforms to the now standard spelling, yet stops mid-sentence; the latter part of the

sentence that explains that the commander ate two grilled daikon every day, is omitted - as is the essay

number:

In Tsukushi lived some or other Tsukushi ni nanigashi no SRER I AT LD
commander, and he believed that oryoshi nado in HRAEAE 72 LU S
daikon were a cure-all 0 naru mono no arikers ga .

g Y R b00BYTHY

tsuchione o yorogu ni ini

. tBIEREEICVA
Jiki kusuri tote
L& eT

The poem by Jushitsu Morozane 725 5# % (n.d.) makes a pun on the word fitamata __J%, which
means ‘split, forked’ in the case of daikon. Finding a daikon that is forked is considered good fortune and
in Japanese art, Daikoku K, one of the seven gods of luck, is often depicted carrying a forked daikon

on his shoulders, one ‘leg’ on each side of his head. When applicable to warriors, howevet, futamata
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pertains to split loyalty.*® The ‘daikon warriors’ show remarkable loyalty, as is referred to in the poem.

Additionally, the poem makes a clever pun with the word gusoks E-J&, armor, the particles 77 30 |2 (in’
and emphasis), and the verb shirn L % (‘to know’ ot to ‘occupy’, among a vatiety of meanings - written in
kana here to allow for other readings). Gusokuni F:JE 7. is the name of a traditional dish of lobster boiled

in its own ‘armor’ and # 30 shirn sounds much like misoshirn TRME{T, miso soup. Both dishes are common

to include daikon.4%0

The bravery of the warrior Kyo hiraku 5O

is undivided gusokn ni 0 shirn HEzZ L%

like the daikon tsuchione LEEh

found in the armor Sfutamata narann

that I opened this morning bushi no isaoi SIETTR DI

- Jushitsu Morozane - Jushitsu Morozane HEDONS &N
ZE -GS

Essay number 72: Books on a book cart

Essay number 72 is present in the series designed by Shunman and that designed by Gakutei. That
essay gives several examples of abundance as a sign of being unsophisticated, while presenting the
example of an abundance of books on a book cart and dust on a dust heap as permissible. Books, fimi 3C,
applies to both codices and books in (horizontal) scroll format, and both are present in both
illustrations.*! Similatly to Hokkei and his interpretation of essay number 68, it seems that Gakutei relied
on Shunman’s earlier design for his composition. The choice for the depiction of a book cart is in itself
not surprising, not in the least because this traditional object is associated with erudition, scholarship, and
classical culture. The difference between both depictions is telling, however, since the latter design by
Gakutei corresponds more directly to the Tsurezuregusa essay; Shunman’s design shows a luxurious book
cart, filled with a fair number of books, on which an Adonis flower in a pot is placed. Gakutei’s design, on
the other hand, visualizes the abundance discussed in the essay more overtly. The book cart he drew is
overflowing with (opened) books and scrolls. They are so numerous that they are piled up on top of the
cart and on the floor around it. Cleverly, Gakutei places an opened illustrated scroll on top of the cart,

which offers a canvas to depict motives from the poems; in this case a warbler sitting on a plum branch at

*89 As explained in Mirviss and Carpenter (2000), pp. 100-101, and in McKee (2006), pp. 96-97, where this same
print is discussed. The term in that case is futamata bushi %3 1, which is also referred to in the poem.

0 McKee (2006), p. 97, mentions gusokuni and shiru 11, soup, separately, where I think that the four characters
are intended to be linked together. McKee explains yet another reference to warrior culture: Gusokubiraki E. /&

B X, litt. ‘opening the armor’ is the name of a samurai family tradition of splitting a mochi #f rice cake that had
been placed before an armor on display on the eleventh day of the New Year.
! Other meanings traditionally include “letters’ written for communication and (Chinese) ‘scholarship’.
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suntise on the first day of the year and a branch of a pine tree.

The introductory phrase in the print by Shunman reads:

Essay no. 72 Nanapnnidan -+ B
Things that are not Okute BIES T
painful to the eyes migurushi < 3L
when they are plentiful, karanu ha
MHRIT
are books on a book cart; Sfuguruma no
dust on a dust heap Sfumi chiri XHD
guka no chiri S5HBHY
DOPDHY
The poem reads:
Abundance is a joy takusan ni kaoru ha RINZNEA 1T
when it concerns the plum fragrance  wreshi =
carried by the spring breeze ugnruma no fumi konomin
y the spring Sz J SR AT
that favors the books ume no
Hg D
on the book cart*? kayou harukaze®?
A5

2 The poem, unusually, is unsigned. The examination of this design could only be carried out based on a

reproduction in Ostier et al., (1978). The awkward ratio between height and width suggests that the print may
have been trimmed, and perhaps the poet’s name was cut off. The calligraphy in this print does not match that in
the other prints in this series, which invites the thought that this was a later edition in which the poem was
replaced. The contents, however, match the subject and the essay, which suggests that the poem is original. The
discussion of the text and image is carried out under that premise.

%93 Unless there is an error in my transliteration, the poem consists of 32 syllables, one too many. This is known
as jiamari 7439, ‘too many syllables’.
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Fig. 29. (left) Shunman, Tsurezuregusa, Essay no. 72, 1811, reproduced in Ostier et al., (1978), pl. 14.
Fig 30. (right) Gakutei, Tsurezuregusa, (Essay no. 72), 1817, from Ostier et al., (1978), pl. 16.

The print designed by Gakutei carries a freely adapted introductory phrase that is shortened to the essence:

Good okute BIF< T
when they are many yoki ha FE3
books on a book cart gnruma no fumi

Jing S D ST

Three poems feature on Gakutei’s version. The first two poems make general references to spring
and do not mention the book cart. The poem on the left is by Shozantei Okunari, a judge for the

Yomogawa.** It reads:

Pulling out books Suguruma no SCHLD
from the book cart, Sfumi hikidashite SLEHLT
but then again, this is kore wa mata
ZHiEX
genuinely interesting: Jitsu ni omoshiroki
DICF
the song of the warbler ugnisu no utat’> Lolkb L5

- Shozantei Okunati - Shozantei Okunari

RANIET Y

The poem is echoed well in the illustration; the poem by Shozantei evokes the image of someone

9% He features on two surimono by Toshii with Yomo Utagaki Magao in the honorary position. See Mirviss and

Carpenter (1995), nos. 280 and 282. The circle mark above his name indicates he is a judge. The other two poets
have names that start with the same character for ‘pine’, #2 matsu/sho, as the name Shdzantei, indicating that
they were his pupils.

%% As in the poem on the ‘book cart surimono’ by Shunman, the poem consists of 32 syllables, one too many.
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pulling out books looking for something interesting, but being drawn rather to the song of the warbler
that sings in spring, In Gakutei’s illustration, however, the warbler appears not from nature but from the
books and scrolls that are pulled out of the book cart. Like the poem on Shunman’s print, this poem has a
syllable too many. It is uncommon to find too many syllables in Ayika - it would cost points in a
competition - yet here, the same flaw is encountered twice. There is a possibility that this was done on

purpose in reflection of the theme of abundance treated in the essay in Tsurezuregusa.

Conclusions Tsurezuregusa case study

The contents of the three Tsurezuregusa surimono series reveal that gyoka poets and designers
alike felt sufficiently comfortable in their knowledge of this classic text that they saw opportunities for
adaptations that suited their own tastes. The approach to both text and image reveals a sense of freedom
in selecting certain concepts and atmospheres from the original text and applying textual &ydka wit and
printed surimono elegance to it. The original text is not mocked or parodied, nor is it treated with strict
veneration. The investigation of the introductory phrases has shown that poets did not rely on a single
text edition; they felt free to select and adapt phrases to suit their purpose. The illustrations reveal a similar
tendency with regard to pictorial tradition. What little pictorial tradition was in place for Tsurezuregusa was
ignored by each of the designers. Rather, the first pictorialization by Shunman served as an example and
inspiration for the later series designed by Gakutei and Hokkei.

The Tsurezuregusa surimono seties each show off erudition and a taste for a classical past, and do
not specifically engage in exegetical debate, favoring one scholar over another. What surfaces most clearly
is a general nostalgic taste for Japan’s court culture. This is not to say that references to Chinese classics in
Tsurezuregusa are lost on &yoka poets; the copy of Rongo kokun depicted in Shunman’s design for essay no.
238 is testament to the interest in (scholarship on) Confucius’ Analects. There is just one print in which a
Tsurezuregusa essay is used to refer to ‘ancient Japan’, which may be linked to Aokugaku ideology; Gakutei’s
design for essay number 106, depicting the goddess Amaterasu. The implications of the text and image in

this print with regard to nostalgic tendencies versus ideological positions are discussed in the next section.
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5.4 Dwelling on the cultural past

The genre of gyoka offered an attractive package of intelligent yet playful literary involvement, liberated
social interaction and cultural nostalgia. The tendency towards looking back to the nation’s rich cultural
history is typical for, and detectable throughout mid- to late Edo period &yika. The majority of &yika
books incorporate references to the cultural past. Titles, subject matter, and even internal arrangement
mimic those of classical Japanese poetry anthologies. Authors of prefaces and epilogues refer to the
classics, be they Chinese or Japanese. lllustrations, too, make frequent reference to the cultural past, in a
variety of ways. Just as &yoka adopt a classic poem and twist its meaning around, famous scenes from the
classics are also illustrated with a twist. Kyoka poets are portrayed parodying the appearance of renowned
court poets from olden times, for instance. Despite the somewhat iconoclastic attitude towards classic
poetry at the onset of &yoka popularity in Edo, the general setup of later &yoka gatherings was in fact
based on the classical poetic tradition of the #takai and uta awase. People came together to compose poetry
on a certain pre-decided theme - like nobility would have done in the Heian period. The intention of early
Edo &yoka may have been to mock these classical practices, yet a positive veneration for the classic poets

and their ways does present itself in &yoka practice, especially during the eatly nineteen-hundreds.

The cultural nostalgia of surimono

Surimono embody cultural nostalgia not only in their subject matter, but also - or perhaps even
more so - in their format and designs, and in how they were used. Of course, subjects ranging from
classical literature to historic figures, places far away in time and distance, and time-honored traditions,
display an overall escapist sense of longing for elegance, beauty, refinement. Many aspects can be taken to
convey nostalgic sentiments: the format of the prints resembled those of courtly poem cards (shikishi) and
were very different from the formats in which commercial prints were available; the elegant calligraphy;
design cues such as echoing the styles of classical painting schools; depiction of objects associated with
the (courtly) past.#¢ The function of surimono as conveyor of poetic message in a ritualized gift exchange
has been theorized by McKee.#7 I agree with his explanation of how surimono formed part of a recreation
of classical poetic practice. Thus, not only in their content and appearance, also in their use, surimono are a

manifestation of cultural nostalgia.

Cultural nostalgia in literary surimono: Tosa nikki and Tsurezuregusa
The Tosa nikki surimono series as well as the three Tsurezuregusa series, too, are characterized by an
overall tendency towards cultural nostalgia. Each of the series picks elegant and nostalgic topics from the

classical texts that are treated, as I had already noted for both series, at the end of the case studies. Both

“% 1 have mentioned most of these aspects in previous chapters and sections of this thesis, in other contexts. The
short list of attributes serves just to point to those aspects that relate to nostalgia.
7 McKee (2008 [1]), mainly pp. 480-484.

218



poetry and illustration work together in creating an atmosphere of refinement and erudition. All four
series feature objects that breathe an atmosphere of Heian court elegance; shell matching game shells,
luxurious mirrors, falconry falcons, (figures wearing) court attire, and many books and scrolls on writing
tables or in book carts. Where numerous other surimono refer to impious aspects of contemporaneous
urban culture - the admiration of courtesans, for instance - the illustrations in these series for the most
part steer clear of any topics that could be regarded as mundane or vulgar.+8

The sense of longing for a forlorn era is evident, for example, in the print for essay number 13 in
the Tsurezuregusa series designed by Hokkei.# The phrase quoted from that section is “To sit alone by the
lantern, open a book and make people from a world unseen ones’ friends”.>% An appealing way to spend
the time, especially for those who have scholatly interests, one could say. The entire section in Tsurezuregusa,
however short, continues to mention the preferred books; mainly Chinese classical poetry of Bai Juyi and
Taoist writings of Laozi, although Kenko admits that there are also many good books written by Japanese
writers ‘of old’. Incidentally, the term Kenko uses to positively qualify old Japanese texts is aware @541,
a word frequently used in Heian period vernacular texts. The word pathos probably comes closest as a
translation, although circumstances of the use in classical texts demand a considerable variety of nuances.

What is of interest here is that Norinaga used the word aware in the expression mono no aware HLDODHIX

AU that he coined, literally ‘the sadness of things’.530! Thus, the section as a whole expresses a desire to
connect with poets and author from past centuries, a sentiment that these &yoka poets obviously related to.
By quoting only the first phrase and bringing to mind the gist of the entire section, the introductory text
helps conjure up a nostalgic image of scholarly activity. The poems continue this image by referring to a
‘reading table’ (SUHL fuzukne) and ‘books studied’ (F 72 O UE manabiseshi sho). The illustration
complements this lonely, studious atmosphere by depicting a momentarily abandoned scholar’s desk on
which rest some closed books, sparsely lit by a wood and paper lantern, andon 17T, The scene is viewed

from outside a window, next to which a thin plum branch springs its first blossoms - see fig, 31.52

*% The only exception is perhaps the design for essay 23 of Tsurezuregusa in the series designed by Hokkei. In
it, two men are engaged in an arm-wrestling competition. A third man is watching, leaned against the handles of
a parked human-drawn carriage, which conforms to pictorial tradition for such Heian period two-wheeled
enclosed carts. This section discusses the differences between the people inside and outside the imperial palace,
and here, those who are to wait outside are depicted.

99 Also presented in Forrer (2013), p. 190.

500 «Lfitori tomoshibi no moto ni fumi o hirogete minu yo no hito o tomo to suru koso O-~&04T D EIZ 5 Fr %
AT THBMD NEKETHZE™.

% Nosco (1990), p. 178, explains: “Its implication [, however, ] was one of an acute sensitivity to the affective
and emotional qualities of life - the person who possesses mono no aware has a seemingly instinctive sympathy
with human actions, a sympathy that transcends and obviates the passing of moral judgment upon the
implications of those actions”.

%02 The poem on the left ends on the word fiumimado SC7S, literally ‘book window’, which suggests a window by
which one is reading. Otherwise, the word as such does not appear to exist.
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Fig. 31. Hokkei, Tsureznregnsa (Essay number 13), c. 1830, coll. Rijksmuseum, inv. no. RP-P-1991-449.

The desire to connect to ancient times, rather than Heian period court culture, is encountered only
sporadically. One clear example is the visualization of essay number 16 of Tsurezuregusa, as illustrated by
Gakutei; see fig, 32. Yomogawa leader Yomo Utagaki Magao, known for his admiration of &okugakn

scholarship and frequent references to ‘ancient Japan’,53 together with two other poets, compose on the

topic of ‘dancing for the gods’, agura f12. This type of dance is connected to the well-known ancient

%03 See McKee (2008 [1]), chapter five and in particular pp. 468-480.
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myth of the goddess Amaterasu hiding in a cave, recorded in Kgjiki and Nihon shoki B ARZERL (‘Chronicles
of Japar’, 720).5% In essay number 16 of Tsurezuregusa, Kenko simply praises £agura and expresses a favor
for certain musical instruments used in these performances. The section taken from Tsureguregusa is also

referred to in the &yoka poems in several instances, with words such as kamiasobi #flF O (literally ‘gods’

play’, but commonly meaning &agura)>5 and fue i, flute (mentioned in the second line of the essay,
though not quoted in the print). The poems, furthermore, conspicuously refer to the ancient myth with
words such as iwato %+ )7, stone door (to said cave). Although Amaterasu is not mentioned in the poems,
she is prominently depicted in the illustration, about to receive a jewel as present from her brother
Susanoo. She waves one sleeve, as if dancing herself. The print as a whole thus overtly refers to the
Japanese creation myths that are not explicitly referred to in the section in Tsurezuregusa. Nonetheless, the
gist of the poem by Magao - after all leader of the commissioning poetry group - does not convey a deep

admiration for the gods, since it likens the story of Amaterasu’s hiding to a game of hide and seck in

spring,

504 The contents of this print are also discussed by Haft in Carpenter (Ed., 2008), p. 147.
%% See Haft in Carpenter (Ed., 2008), p. 147.
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Fig. 32. Gakutei, Tsurezuregusa (Essay number 16), 1817, coll. Rietberg Museum, inv. no. 21.

Cultural nostalgia in kyoka awase practice

Poetry competitions equally display a form of cultural nostalgia in the poets’ attempts at
replicating a traditional practice. The cultural past that these poets tried to replicate actually belonged to
the court nobility, which meant that in essence, these Edo period samurai and commoners appropriated a
traditional practice that was not theirs. Let us first focus on the appearance of such practice in &ydka awase
practice. As I have argued before, the popularity of &yoka in Edo may have started with a handful of poets
who deliberately abolished all kinds of rules with regard to (the practice of) composition of waka, yet the

development of Ayoka shows a distinct institutionalization and fixation of regulations. Kyoka information
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books contain explanations of how to correctly participate in competitions, down to the distribution of
syllables written on the sheet of paper to be submitted, and the exact way to fold that paper.

One obvious example of how poetry contests replicated classical tradition is in the seating
arrangement. Poets were divided into two teams, opposing each other. Judges and their assistants took a

central position between the teams, spectators on the opposite side. The most illustrative account of this
practice is found in the book Yoo no Tawamurenta Nagukushi VU 71888k R (Listing of names and silly
poems by [the] Yomo [group]’) of 1809, edited by the revered £ydka poet Yomo Utagaki Magao MU J7 fkiE E
BH (1753-1829), on the occasion of a meeting at the house of the poet Shibanoya San’yd & @ & [LIE5 (d.

1836).506 The meeting’s illustration was done by Utagawa Toyohiro #)I[f5/& (1773-1828), and an
explanation of the order of things given by San’yodo above the illustration. Various other examples exist
though: several &yoka matches were illustrated by Gakutei in publications from the 1820s and 1830s.5"7
The consistency in seating arrangement shows that the classic form was cleatly adhered to. Further proof
of the fixed nature of the seating arrangement is found in a graph included on a printed sheet carrying
information about the history of &yoka, and proper &yoka procedures, edited by San’yodo and distributed
in 1814 (fig, 33 and fig. 34).508

506 As far as I’m aware, this illustration was first published and discussed by Kenney in Bowie et al., (1979).
McKee (2008 [1]), pp. 484-487, provides additional thoughts on this illustration, remarking that the contest
borrows many aspects from tradition and that the participants appear very serious about their contest.

%07 See Makino (2008), p. 56, and Kok (2010), p. 69.

%% This information sheet displays fascinating information about the practicalities of kyGka competitions, such as
approved sizes of fanzaku and shikishi (to be measured by the ruler printed on the edge of the sheet) and lists of
great poets and their year and month of demise, a list of major contests that were held to date, etc. etc.. This
would deserve a complete transcription and translation in future research.
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Fig. 33. Kydka information sheet edited by San’y6do, 1814. Coll. Tokyo Metropolitan Library, inv. no.
KA7424-026.

Fig. 34. Seating arrangement on &yika information sheet edited
by San’y6do (detail), 1814. Coll. Tokyo Metropolitan Library,
inv. no. KA7424-026.
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5.5 Conclusions chapter five
Kyoka society was connected to a broad range of scholarship, of which the relations to kokugakn were
most apparent. The main figures in the genre of &ydka, more specifically circle leaders and designers,
could connect to scholars not only through publications, but through direct correspondence as well.
Achievements of the Edo period such as affordable reproduction of texts, a reliable transport system, and
the distribution of documents through couriers, allowed for the exchange of knowledge on an
unprecedented scale. Those who could afford it had access to an expanding library of (printed)
scholarship that already spanned almost two centuries; those who had the connections could stay up to
date with (manuscript) scholarship as it progressed.

Kyoka poets of samurai stock, although institutionally more likely to have enjoyed good education,
did not play a leading role in bringing scholarship of classical literature in Japanese to &yika society. The
first section of this chapter provided short introductions of major surimono designers and poets, and their
documented or presumed connections to scholarship of their time. This has made it clear that knowledge
of the literary subjects addressed in surimono seties could stem from designers and poets alike.
Furthermore, it has shown that neither access to knowledge and understanding of classical literature, nor
the choice for Japanese or Chinese themes, strongly correlate to birth status. Rather, the results of my
investigations into surimono confirm the theory that commoners were more likely than samurai to

appropriate knowledge of court literature.

Surimono creators did not conform to existing iconographies or pictorial traditions, but rather
showed a large degree of independence in their handling and presentation of classical literary texts. My
investigation of surimono seties on classical texts has shown that surimono creators did not shy away from
handling subjects that were otherwise not treated in popular publications. In combination with a profound
interplay of text and image, surimono constitute productions that became part of the very reception history
of the classical texts they took as inspiration.

Surimono seties did not actively promote the ideological aspects of contemporaneous currents in
scholarship. The content in literary surimono seties clearly borrows from the results of philological study of
classical texts - that is certain. Neither the nativist ideas forwarded by some of the major kokugakn scholars,
nor indeed the Confucianist philosophies associated with &angaku, resound in the illustrations and poems.
Instead, emphasis is placed on the classical elegance, found in refined details that surfaced from a close
reading of the original texts. If the surimono series in question, then, are observed as part of reception
histories of classical literature, they should be regarded as playing a role in the visualization, i.e.
imagination of a cultural past, rather than a body of visual and textual artworks that promote any

ideological or political comment.

The total of activities of &yoka society thus displays a distinct cultural nostalgia evident in most if
not all materials it issued. Practicing &yoka allowed for an escape to largely imaginary epochs, lands and

atmospheres. Such intentions prevail in most surimono and surimono series. Poem and illustration, and
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execution of printing not to be forgotten, appealed to the emotions of those yearning for a shift in reality.
However, while some strains of &okugaku may have promoted a return to a Japanese culture
uncontaminated by foreign influences, the scope of subjects in the entirety of surimono seties refutes such
notions. Some series may hint to a subtle cultural nationalism, yet the frequent appearance of foreign
subjects and objects, incorporation of references to Chinese language and culture, and the examples of
series in which Japanese and Chinese figures feature virtually side by side, point to a tendency to include
‘non-Japanese’ cultural attributes rather than an endeavor to exclude these. Swrinono were produced at a
time when Japan is regarded to have been pre-occupied with a cultural self-identification, and it is possible
to take the whole of surimono subjects to form part of an effort - whether conscious or not - to delineate
the boundaries of Japanese identity through the treatment of typical texts, histories, legends products,
traditions and places. Nonetheless, the foreign counterparts appearing in surimono are not presented as
opposing, but rather as supporting to Japanese culture. This underlines the fact that the gist of most

surimono is one of general cultural nostalgia, regardless of origin.
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Conclusion

A comprehensive approach to understanding surimono

Although the role of print designers in the creation of an outstanding surimono is significant, it is
important to realize that the initiative to issue a s#rimono lay with poets, not designers. This statement is not
intended to discredit the role of surimono designers, who were instrumental in conveying the contents of
the poetry and enhancing their appeal by creating illustrations that echoed or enhanced the images evoked
by the poetry. Yet, &yoka surimono exist because poets wished to present their poems in an appealing way.
Additionally, it is important to note here that groups and networks of poets were the driving force behind
surimono commissions, rather than individual &yoka poets. For, even when an individual poet commissioned
a surimono, its intended purpose was to engage in exchange with other poets. Even if this dissertation has
paid ample attention to individual £yoka poets, the aim has not been to highlight individual contributions
to Ryoka surimono as to emphasize the totality of communal enterprises. Surimono seties exist because
groups of poets commissioned artists to design multiple prints as vehicles for the presentation of their
poems. The proliferation of gyoka surimono in general is the result of the proliferation of &ydka society.
Surimono are just one of many materials that &yoka society brought forth, and a more complete
understanding of &ydka society enables a better understanding of the functions of surinono.

A large portion of this thesis is dedicated to &ydka books and it will come as no surprise that I
advocate the study of these books as part of surimono research. Surimono operate on many levels, yet from
surimono alone, the ramifications of each of those levels cannot be understood. Of coutse, the visual and
textual content of surimono can be studied one print at a time and still reveal much of the inspirations of
its creators. Yet, if we imagine a surimono exchange between two poets, we realize that the prints they held
in their hands, viewed, and read, fitted into a complex set of values of the £yoka society of which these
poets formed part. A poet familiar with those values would instantly pick up clues embedded in a surimono,
regarding affiliation and therefore poetic ideals, position of the poet within the circle, and also his or her
interest in the cultural history of Japan or China. If we wish to really understand the meanings of surimono
as well as the additional information they transmitted to the receiver, some 200 years after they were
exchanged, it is necessary to study both the artistic content and appending data.

Just the investigation of content of poetry and image alone, admittedly, is already quite a
challenge. Scholars working on surimono strive to correctly transcribe and translate the poems, and describe
the relation to the illustration. Since any one word can allude to for instance certain cultural traditions, a
classic poem or scene in a literary classic, a seemingly straightforward poem may hide deeper layers of
meaning that are difficult to uncover. Accordingly, the intended allusions in the illustration can be easily
overlooked if the poetry is not fully understood. The study of su#rimono has come a long way since the
initial interest in these prints outside Japan at the end of the nineteenth century. Many excellent catalogs
have appeared since the 1970s, and the understanding of the interplay of text and image has reached a
higher standard than ever before. Additionally, scholars, starting with John Carpenter, have started to

devote attention to the relations between surimono on literary subjects and contemporaneous scholarship
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on the same classical texts. My research has continued this approach, with an additional comparison of the
wording in the poems to the annotated texts that the surimono creators (could have) used as reference
material. This method is labor-intensive, yet helps reveal intended allusions and references in poetry and
image. Not all surimono contain such elaborate allusions or references, it must be admitted. The careful
dissection of the poetry and comparison to likely sources of inspiration available at the time therefore also
helps separate superficial surimono from the truly sophisticated, rooted in academic tradition.

It is also important to recognize surimono as products of intetlinked artistic and intellectual
networks. Verifying the social connections between prominent &yika masters, designers, writers, and
scholars places the content of the surimono in yet a broader, socio-cultural perspective. Additionally,
plotting the other publications by the same (circle of) poets, enables us to further overcome the notion of
a surimono as an isolated commission. This not only applies to surimono that were issued as part of a series.
Single sheet surimono commissioned by an individual poet should also be considered as part of a wider
range of activities on his or her part, a continuous involvement in £yoka society, not an impulsive action
around the New Year. The more we know about £yoka circle membership, activities organized by a circle,
biographical data on individual poets, connections to intellectual networks, the closer we can get to truly
understanding all that a surimono represented to members of &yoka society. As my research has shown, this

is only possible if each of the aspects that intersect in surimono is pursued.

The function and position of kyoka within Edo period cultural pursuits

Kyoka evolved from an elitist literary, though escapist, pursuit on a small scale to a widespread hobby over
the sixty-odd years of its highest popularity. The reason for this popularity lies in a mix of the diversion
from daily reality, the joy of composing poetry in a group with the possibility of presenting the poems in
visually appealing publications, playing with concepts of identity, and - since assuming a different identity
did not actually amount to anonymity - a confirmation of cultural and social status. For &yoka poets,
composing verses in the old waka tradition offered the possibility of playfully using their literary
knowledge in the composition of witty if sometimes slightly subversive poetry, while on the other hand
displaying their cultural sophistication. The comparison to haikai poetry of the same period strengthens
the observation that &ydka is the ‘classy’ counterpart of haikai in the sense that both the purveyors of the
genre are generally from higher social echelons of Edo society, as well as the fact that &yoka poetry is in
general less subversive in tone. The links to the classic and courtly #fa awase culture are further proof of
the &yoka poets’ tendency towards a culturally and socially elitist stance.

Despite its haphazard origins, &yoka society became increasingly institutionalized, especially during
the early nineteenth century. At the onset around the Tenmei era, Edo £ydka poetry and related
publications were marked by throwing overboard conventions with regard to both poetic content and
social constructs. The small &yoka society of that time was radical, in that sense. However, more and larger
meetings were held, &ydka started to become published, circles became networks; the genre of Aydka
became institutionalized. It is quite a transition from mocking classical poetry, devising vulgar pen names,

and publishing portraits in which court costumes are visually parodied, to genuinely secking inspiration in
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classical texts in order to compose more elegant verses, emphasizing circle affiliation in pen names rather
than seizing the opportunity to make yet another pun, and having all poets depicted as culturally behaved
men and women.

One obvious characteristic of the institutionalization in the &yoka genre is the application of
systems of measuring quality. The tendency to rank contestants is by no means exclusive to &yika; it is
merely an application of existing ranking systems to this genre. At face value, this system of - in principle
- anonymous entries and meticulous calculation of scores seems exceedingly meritocratic. This would
correspond very well with the idea of enthusiastic poets from different walks of life competing under
equal - egalitarian - circumstances. To a certain extent, this will have been the case. My research has shown,
however, that the entry fees to &yoka competitions constituted a considerable financial investment.
Climbing in the ranks was only possible through continued participation, and thus continuous investment.
The above does not dismiss the meritocratic nature of &yska competition entirely. To paraphrase and
elaborate on what Takahashi Akinori fittingly commented when discussing the ranking system: if
enthusiastic amateur poets pay a handsome competition entry fee only to be confronted with unfair

scoring, &yoka popularity could not have grown to the size it did, nor continued to thrive as long.

The material results of kyoka

Fine illustrated &yoka books and surimono provided the perfect vehicle to incorporate all the
aspects valued in &yoka society. The aesthetic refinement of a classical style of poetry could be combined
with a visualization of cultural and literary history. This combination resulted in publications dense with
meaning, providing poets with the opportunity to present themselves as persons of cultural sophistication
on multiple levels. Among the qualities that could be exhibited through deluxe &yoka books and surimono in
particular are having a talent for poetry, having received sound training in &yoka, a good education in
languages and a command of a sophisticated vocabulary, knowledge of classical literature, knowledge of
important historic figures from Japan and China, being connected to the theatre and demi-monde of Edo,
a taste for fine products from throughout the country, etc.. Positioning of poets indicated the hierarchy
between them. For poets, then, the printed materials they commissioned enabled them to present
themselves in a very comprehensive way, including their intellect, their tastes and interests, and other

variables that made up their social position.

It could be argued that the attractive nature of the materials these poets issued to focus attention
on themselves is also what enables researchers of our times to investigate their situation and the messages
they aimed to convey. For it is due to the aesthetic and material qualities that surimono and illustrated &ydka
books have survived - in collections outside Japan in particular. Although attention for these prints and
books started with a taste for the (colorful) designs and technical refinement, research of surimono and
kyoka materials in general has gradually revealed the deeper layers of significance, starting with content of
the poetry. Continued investigations have uncovered aspects of social interaction, literary scholarship, and

cultural nostalgia. The research for this thesis has benefited immensely from the many efforts by earlier
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researchers and has aimed to contribute to an even deeper understanding of &yoka materials. Thus,
although the field started from an attraction to the visual and material qualities, it ultimately is the careful
dedication to these qualities that ensured that the multilayered information that poets wished to convey

receives attention today.

Size and dynamics of kyoka poetry networks

The actual size and dynamics of &yoka circles and networks are found in &yika books, rather than surimono
prints. Surimono series, even the larger series, often give a false impression: small series have been issued by
circles that actually hosted very large competitions. On rare occasions, even the opposite is possible; I
presented the case of the Hisakatayaren for instance, which issued numerous exquisite surimono, while
kyoka books of this poetry circle are not known at all. Many of the larger £yoka circles, however, regulatly
issued Ayoka books. It is through these books that the size of Ayoka circles and &yika networks become
apparent. Careful examination reveals not only membership numbers but also geographical locations of
contributing poets, birth status of members, the level of activity of a circle or network, connections to
illustration designers, and in some cases connections to publishers. This information is an indispensable
source for background information to aid the investigation of surimono. Kyoka books put the publication
of surimono seties in perspective, providing a background not retrievable from the surimono alone.

A major outcome of my study of £yoka books is their division into categories. I am not the first
to recognize differences between &yoka books, of course, and especially studies in Japanese have placed
various &yoka books in different categories. The categories mentioned in Japanese literature are the same
that are usually applied to poetry books of other genres, without further reasoning. My categorization,
however, is based on the identification of the three major functions that &yska books fulfilled:
anthologizing superior poetry, recording competition results, and providing all kinds of useful information
to aspitring &yoka poets. Although some overlap does occur, &yika books can generally be designated to
one of these categories, based on proper investigation of the contents and the intentions of the
publication.

It is due to the strong tendency in Aydka society to rank poetry according to scores and to record
pen names and place of domicile, in competition result books in particular, that we can find information
about individual poets and their position within a network. On a general level, £yoka books offer insights
into the distribution of poets between Edo and the provinces, thereby providing further proof of how
wide the networks based in Edo had spread in a given year. On an individual level, the meticulous
recording of scores offers possibilities to trace poets known from surimono and confirm their merits in the
kyoka competition. The preliminary checks I have conducted, such as for the surimono and kyika book
publications of the Katsushikaren in 1821, have revealed that the groups of poets in surimono seties and
the groups of poets in £yska books do not overlap as much as expected. In other words; poets who do
not appear to be regularly active in competitions could still appear on surimono. As 1 have argued before,
reasons for this should be sought in social connections and financial contributions to the Ayika circle in

question. Without the information from &yoka books, this aspect of how £ydka society worked would not
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have been verifiable.

The £yoka books I label ‘information books” provide further data about established tastes and
guidelines in &yoka society. These books identify the major &yoka masters and their styles, and explain how
to go about composing &yika and entering competitions. The very fact that these books exist is proof of
the increased scale of &yoka society. Kyoka and its rules soon left the confines of small circles around the
handful of pioneers in Edo, and information books where deemed necessary to educate the growing
throng already in the 1780s. Kydka amateurs in turn were obviously in the market for such books. Kyika
information books not only confirm that &ydka grew rapidly, they show how the genre continuously
institutionalized and looked to classical poetic practice in establishing regulations.

The total array of &yoka books clarifies the nature of the social networks associated with the
kyoka genre. During the first decades of the nineteenth century, when &yoka society had reached its
maturity, the network structure had become rather elaborate. The nucleus of a &yoka poetry master who
taught a circle of students remained the basis for the entire £ydka society. This is consistent with practice
in other poetry genres and other arts in Edo Japan. The popularity of the genre increased rapidly,
attracting large numbers of enthusiastic amateurs. Those who had been pupils during the eatly stages of
Edo kyoka became the new judges and circle leaders. The legitimacy of their leadership was corroborated
by a lineage that could be traced back to the &yoka pioneer under whom the younger leader had studied.
New judges were accredited as such, and these could go on to teach their own group of pupils,
consequently causing the number of circles to grow. Kydka circles spread throughout most of the country
while maintaining contact with Edo, benefitting from the quality of the infrastructure of the later Edo
period, considerable numbers of traveling persons for the alternative attendance between Edo and the
provinces and business travel between the major cities, and information exchange through an efficient
postal system. Despite the geographical distances, circle leaders generally did not strive for independence -
on the contrary; they retained their connection to the prominent &yoka master in Edo to whom they
traced their poetic lineage. The assortment of &yoka circles operating under the umbrella of a larger circle
in Edo, headed by a prominent &ydka master, is what I designate as a &yoka network. Kyika books and
printed materials related to Ayika competitions reveal that most of the institutionalized &ydka society can
be divided according to this structure of a limited number of major networks consisting of various

interconnected circles.

Birth status, cultural capital, scholarship

The genre of kyoka is often credited with creating spaces in which social boundaries could be
overcome. Certainly, the interaction between commoners and people of samurai birth is remarkable if one
maintains the Confucianist ideals along which the ruling samurai elite preferred to divide society. When
considering parameters such as cultural and economic capital, however, divisions among the urban
population of Edo prove not clear-cut. Advancements in popular education and access to knowledge

through the medium of print gradually decoupled cultural capital from birth status. Economic power of
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successful merchants and artisans could eclipse that of impoverished samurai, which in turn meant that
the possibilities for commissioning fine objects such as surimono for expressing poetic sentiments and
aesthetic taste was by no means limited to people of one or other birth status. Although the circumstances
of status at birth and wealth would differ between poets, they could be said to all belong to the same class
of urban citizens with comparable levels of knowledge and cultural interest.

One of the aims of this research has been to answer the question whether or not there is a
relation between social position and choice for the genre of &yoka. There certainly is, although it requires
careful and nuanced elaboration. Two aspects need to be considered. First, social position does not equal
birth status, as I have explained above. With regard to the social position of poets, several conclusions can
be drawn. In general, participation in the genre of &yoka was relatively expensive, and therefore limited to
only those who could afford it. Whether of samurai birth or otherwise, one’s economic situation was of
consequence, especially for those aspiring to contribute to the high-end &ydka books and surinono.
Representative materials of the Bunka and Bunsei eras that I investigated have shown that the proportion
of poets of samurai stock is considerable, and in some circles higher than that of merchants.
Unfortunately, the variables are too many to give exact numbers and percentages for &yoka circles and
compare these to data that regard the entire population. An additional complicating factor is that the
percentage of samurai within the total population of Japan does not correspond with the percentage of
samurai within the urban population of Edo, since it was the seat of government. The main conclusions
that can be drawn from the data revealed by competition announcements, &ydka books, ranking tables, and
surimono are that samurai and merchants together occupy the vast majority of &yika poets; samurai
outnumber merchants in certain circles and vice versa; economic situation of the poets outweighed birth
status and even geographical location for much of the organized &yika competition.

The second aspect to consider is the change in circumstances over time. In congruence with
eatlier &yoka popularity in the Kansai region, many of the pioneering poets in Edo were samurai who
composed &yoka as a diversion - from their more serious studies of waka poetry for instance. Commoner
participation commenced before long, as described by Iwasaki Haruko.5” Ratios of samurai versus
merchants and other commoners fluctuated with the passing of time. Samurai participation in &yoka is
often regarded as having dropped due to stricter government regulations of the Kansei reforms. While it
is true that some prominent figures in &yoka society who were of samurai birth withdrew from public view,
my investigation has disclosed that samurai participation in general by no means ended. At least during the

1810s and 1820s, poets of samurai birth occupy a substantial portion of &yoka society.

Cultural sophistication played an important role in the composition of &yoka, which is why
connections to renowned artists and scholars confirmed the legitimacy of the leaders in &yoka society. To

begin with, poets who did not have a decent knowledge of waka could not aspire to writing great kyika.

509 Twasaki (1984).
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For a parody to be successful, the original has to be studied carefully. If erudition was a precondition for
kyoka, than scholarship of classical texts - or connections to scholarship - indicated an ongoing effort to
improve quality on the part of &ydka masters. The continued and spirited study of classical texts and
anthologies for the benefit of &yoka quality is also further proof the serious attitude towards composing
poetry in this genre, despite the literal meaning of the word &yoka suggesting otherwise.

The connections between &yika circles and scholarship on classical literature are diverse. Some
circle leaders are scholars themselves; others have direct personal connections to scholars. Some designers
of surimono, too, had connections to scholars. In £&yoka information books, biographies of poets often
mention an interest in the study of classical literature. And despite a rare surimono seties that revolves
around an obscure classical text of which no printed editions existed - cf. Torikachaya monogatari as
discussed by Carpenter - my investigation of literary surimono series and the Tosa nikki series in particular
has shown that much of the scholarship that was relied on for knowledge of the classical text was in fact
available in print. The total of surimono topics reveals an obvious interest in classical literature and cultural
history of both Japan and China - so much so that many poets active in the genre must have had
possession of annotated editions of classical texts. The frequent depiction of &yoka poets reading a
volume of such texts in &ydka book illustrations corroborates this claim. Members of &ydka circles who
studied the classics valued the &yoka master who taught them not only for the quality of his &yoka, but also
for his knowledge of classical literature.

Surimono series on classical literary subjects in particular occupy a unique place in the reception
history of classical literature in Japan. Kyoka poets and surimono designers actively engaged with the
classical texts, in word and image, freely imagining circumstances of a cultural past. Not only did surimono
creators handle some obscure classical texts; when classics that belonged in the realm of popular
knowledge were handled, established iconographies were often ignored. In my view, ‘kyoka’, understood as
‘non-serious waka’, made this possible. The premise, or should I say fagade of ‘just playing around’ with
waka poetry paved the way for a degree of artistic freedom that allowed both poets and illustrators to
operate outside fixed traditions. Although I have argued that competing in &yoka was a serious affair to
poets, the £yd in gyoka cast off any claims to actually operating in the same literary domain as poets who
belonged to the nobility that brought forth this literature, or to the spheres of professional waka poets in
Edo. In doing so, however, &yika society created an opportunity for appropriating the literature of that
very domain. The boldness of &yoka circles and the designers they recruited resulted in intricate
documents that feature an acknowledgement of classical literature based on a committed study of the
texts, while taking a degree of liberty with the content that was uncommon in other artistic expressions of

the era, whether in word or in image.

Birth class and the provenance of cultural knowledge
The provenance of cultural and literary knowledge in surimono correlates to birth class, though not
in the way one would expect; samurai may have boasted occupying the highest position within in the

Confucianist stratification of society, and in principle the best education, yet merchants and artisans were

233



usually the driving force behind the major surimono series on Japanese literary subjects. Most of the &yoka
circles that commissioned literary surimono series were headed by commoners, and most designers involved
in such commissions were commoners as well. Despite the fact that poets with different birth statuses
mingled - to a certain extent - in Aydka circles, there is little indication that poets of samurai birth in
particular can be credited with bringing literary knowledge to &yika society.

The correlation between birth class and scholarship in the Edo period has been discussed by
Thomas J. Harper, who asserts that the study of classical texts was indeed frequently conducted by
commoners.>!? The activities of certain circle leaders of samurai extraction notwithstanding, this generally
holds true for the total of surimono series inspired by literary texts. Several factors contribute to the relative
absence of samurai in this process. One of these factors is education. The typical curriculum for samurai
was geared towards Chinese moral philosophy, in particular (Neo-)Confucianist texts.>!! Samurai rule
dictated that society be modelled on Confucianist ideals and this was reflected in the approved education.
Another factor is the notion that a focus on early Japanese texts, certainly those that could be interpreted
to prefer authority of the imperial house over that of the warrior class, would not be supported by those
aiming to perpetuate the status quo.

This is not to say that there existed a clear distribution of surimono subjects according to birth
status of the circle leader and/or designer. ‘Samurai circles’ commissioned seties on Japanese classical
literature as well (cf Uji shii monogatari, designed by ‘samurai’ Gakutei for the predominantly samurai-
populated Katsushikaren) and ‘commoner circles’ commissioned seties on referring to Chinese texts (cf
Suikoden series, designed by ‘commoner’ Kuniyoshi for the Taikogawa). Everything classical could provide
inspiration, and birth status was no obstacle for the choice for one or the other. However, the hypothesis
that samurai, with their superior education, exclusively provided the £&yoka society with the necessary

cultural and literary knowledge to execute the intellectual projects that literary surimono series were, is false.

Cultural nostalgia reflected in kyoka publications

A general interest in tradition, historic figures, and classical literature and poetry is undeniably present in
many Ayoka publications and in surimono especially. The popularity of the genre of &ydka in Edo coincides
with active scholarship in the kokugakn tradition that is credited with laying the foundation for nativist
debate mainly through the philological study of classical Japanese texts. Direct connections between &yoka
poets and kokugaku scholarship are numerous. However, I contend that it goes too far to label &yoka
society in its entirety as a ‘movement’ involved in late Edo nativist studies. A balanced evaluation of the
range of surimono series issued between 1800 and 1835 reveals that only a portion of these series refers to
classical literature in the vernacular, and this concerns texts from the mid-Heian period and onwards

associated with the philological study of Japanese literature, as opposed to the earlier historic records and

>19 Harper (2000).

11 Dore (1965), chapters two and four. Beerens (2006), p. 277, also addresses the position of samurai in
intellectual life, stating that “the samurai’s attitude towards ‘culture’ and ‘the intellect’ was, in fact, somewhat
ambiguous”.
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poetic anthologies more directly associated with the nativist debate on the essence of Japanese culture,
religion and national identity, to which only a couple of series refer. Moreover, we have seen that at least in
one case - the Tosa nikki surimono series - a pre-okngakn commentary was referred to instead of more
recent Rokugaksn scholarship in the same text. Furthermore, Chinese themes, literature and historic figures
were also regularly taken as subject for surimono series, and these are not being treated as ‘other’, rather as
integral to a rich and complete cultural history that could serve as inspiration for &yoka and surinzono.
Overall, classical literature, history, and tradition were transformed into surimono, yet the content was
interpreted in terms of nostalgic atmosphere, not in terms of a political, nativist agenda. As such, we can
conclude that in general &yoka publications as well as &ydka practice reflect the trend in urban ‘commoner’
society towards the appropriation of a historical elite court culture, rather than the trend of politicizing
ancient texts.

When examining the distribution of surimono series’ subjects per poetry circle and designer more
closely, it becomes possible to separate general interest from individual interests. As it turns out, those
surimono seties that focus most directly on classical literature and borrow from increased the study of the
original texts can be linked to a limited number of circles - the Asakusagawa and the Hakurakugawa being
the foremost - and one designer - Kubo Shunman. Separations are not clear-cut, however. The
Asakusagawa issued a series on a Chinese subject (designed by Gakutei) as well and many other &yoka
circles commissioned series inspired by classical Japanese literature. Some of these were designed by
Shunman, but others also by Gakutei and Hokkei mainly, two designers who also handled Chinese
subjects.

Nevertheless, that part of the surimono oeuvre which deals with classical literature in Japanese has a
role in the formation of the Japanese canon of literary classics. The fact that &ydka circles produced series
of poetry prints that were inspired by classical texts that were not available in print or at least not widely
read outside scholatly networks places at least some of these surimono creators in a distinguished place in
the reception history of the works of literature in question. Despite the obvious influence of ecatlier series
on later designers, the impact of these projects on the wider development of canon formation is difficult
to measure. Those involved in surimono and the visualization of classical literature through poetry and
image contributed to the establishment of what constituted Japanese literature and as such played a part in
further definition of the Japanese nation as a cultural process.

My investigation of the various &yoka publications has shown that &yika poets were connected in
networks that spanned considerable distances. Many &yoka poets not only corresponded over long
distances, their positions in society offered opportunities to actually travel to relatively remote places more
than most commoners of their time. Fellow poets not only competed in the same genre, they apparently
shared an interest for certain classical literature. These factors without doubt accelerated the imagining of
community. The concept of a ‘Japanese nation’ in fact surfaces in several £yoka publications. The most
obvious example features in the £ydka information sheet I presented in figure 33: a little map of ‘Japan’
displays the distribution of £ydka judges in the provinces, thereby essentially visually confirming the

interconnectedness of &yoka poets as members of the same cultural sphere. More indirectly, su#rimono series
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on the subject of famous products of the provinces, and series presenting prominent warriors ‘of our
country’ (honohd 7] further solidify the geographical, historical, and cultural outlines of the country. A
careful assessment of &ydka materials thus demonstrates that &yoka society does not display a coordinated
ideological agenda, yet that it clearly reflects developments in Japanese society with regard to national

culture and identity, and at a relatively eatly point in time.

Future research

Much of the research conducted on the topic of surimono has formed part of exhibition catalogs. The
research per print and the preliminary essays in these catalogs may be well-researched, yet they suffer from
the inherently arbitrary nature of the collections they describe. As I have argued throughout this thesis, in
order to understand surimono, it is necessary to research the complete series, or - in the case of single
sheets - trace other commissions by the same poet(s). Better yet, the su#rimono should be matched to other
publications such as books by the same poetry circle or poet(s). Additionally, biographical data of as many
of the poets as can be traced, as well as social connections, should be used to place the publications in
perspective. This approach will help break the isolated study of surimwone. While 1 understand that surimono
will likely be studied per collection on occasion in the future, it is my hope that future editors of
exhibition catalogs or similar publications will show sensitivity to my arguments against exceedingly
arbitrary editorial choices such as the sorting of prints by alphabetical order of the transcription of the
designers’ most commonly used artist names. Sorting surimono by designer has its merits, also since &yoka
circles commissioned designs from certain artists knowing the specialties and strongpoints of the artists.
The ordering of artists, however, should then be conducted on either a chronological basis or be based on
artistic lineage. A thematic sorting of surimono was conducted on several occasions in the past and the
major advantage of this approach is that a catalog or similar publication at least provides an easily

understandable overview of the themes and subjects that interested surimono creators.

This thesis has left several issues concerning &ydka materials not fully explored. One of these
issues is the conception of surimono series’ commissions. Many surimono seties show evidence of privileged
(subgroups within) &ydka circles having commissioned series to which the bulk of the members of the
circle had no access. The properties of these series - matched to the series from the years before and after
- show all the hallmarks of decision making process restricted to an in-crowd. Some of the largest surimono
series of the 1820s, on the other hand, have hallmarks - to use that word again - that make them resemble
the larger competition result books of the same era. One of these hallmarks is the appearance of
relatively large numbers of poets from the provinces, who could not have easily be involved in an in-
crowd decision making process such as apparent in smaller series. It is certainly complicated to devise a
method to reach irrefutable conclusions on the matter of decision making process in the commissioning
of such larger surimono series, yet I would argue once again that a careful matching of the poets featuring

in such series to their appearance in competition result books an ranking tables of their poetry circle in
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the same years - such as I have presented for the Katsushikatren - should yield reliable results.

Within the range of surimono seties, there are some obvious candidates for investigation along the
lines of the method applied in this thesis. For a deeper understanding of the influence of kokugaks and
the actual contents of the discourse as implemented by &ydka poets, the Kogentei series designed by Hokkei
for the Manjiren in 1831 would very much benefit such treatment. The Makura no soshi series of 1823,
designed by Hokuba for the Asakusagawa - a circle known for its connections to kokugaku - also deserves
a close investigation of the poetry in relation to exegetical texts. The fact that this seties on a classical text
in Japanese was not designed by Shunman like the same circle’s Tsurezuregusa and Ise monogatari series of
some twelve years before should offer many opportunities for comparison, and further assessment of the

role the designer played in these projects.

Another type of kyoka material that would merit further, systematic investigation is #&éyoe
paintings inscribed with &yoka by prominent figures from Aydka society, in their own brush. Quite a
number of these painting exist, many of these painted by skilled and renowned artists, and inscribed by
the very cream of the £ydka genre. Not much is known nor theorized about the conception and function
of these paintings. Cynically perhaps, I conjecture that the main reason or executing these &yoka poetry
paintings entailed financial benefit. These paintings were no doubt of high value to fanatic amateur &yika
poets. One can only imagine the status such a painting would give the owner: a fine painting by an artist
known for his intricate surimono designs, inscribed by all the heroes that led their respective (large) circles
and networks of poets throughout the country. Such paintings could have served as (first) prizes to be
won at &yoka contests. It is possible that they were actually made at &yoka events, yet the animosity
between some of the inscribers and the number of inscribers - some seven or eight sometimes - may
suggest that such paintings were circulated among these poetry masters in a matter of days or weeks, each
adding his or her poem separately. A simultaneous investigation of various paintings inscribed with &ydka,
conducted against the complete background of &yoka networks as presented in this thesis, may yield

additional confirmation of practices expounded in the previous chapters.
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Appendix I: Locations of surimono in literary series

This appendix lists where copies or images of surimono in literary series can be found. The list is not
exhaustive, in the sense that in case more copies are known, not all are given. The following abbreviations

are used:

BM: British Museum

CCMA: Chiba City Museum of Art
FLLW: Frank Lloyd Wright collection
MET: Metropolitan Museum of Art
MFA: Museum of Fine Arts, Boston
MIA: Minneapolis Institute of Arts
TNM: Tokyo National Museum

c. 1809: Monogatari awase W)FE ', for the Gogawa, designed by several artists

Taketori monogatari (Shigemasa) CCMA (no inv. no. given), published in Asano (1997), no. 99
Ise monogatari (Shigemasa) Scheiwe collection, published in Hempel (1972), pl. 279
Tosa nikki (Goset) FLLW FDN 3009.005, published in Mirviss & Carpenter (1995),

no. 89; Joanna Haab Schoff collection (no inv. no. given),
published in Mirviss & Carpenter (2000), no. 21, and in McKee
(2000), p. 74-75.
Utsubo (Goset) According to Asano (1997), p. 168, though no location given.
Kara monogatari (Shuri) Spencer Museum of Art, William Bridges Thayer Memorial
0000.1616, published in Keyes (1984), no. 217

1811: Tsurezuregusa FEIREL, for the Asakusagawa, by Shunman

Essay no. 9 known to exist, location unknown

Essay no. 10 known to exist, location unknown

Essay no. 19 MET JP 2096; CCMA (no inv. no. given), published in Asano (1997),
no. 198

Essay no. 34 CCMA (no inv. no. given), published in Asano (1997), no. 199

Essay no. 54 FLLW FDN 3007.041, published in Mirviss & Carpenter (1995),
no. 53

Essay no. 66 TNM inv. no. A-10569_5844

Essay no. 68 CCMA (no inv. no. given), published in Asano (1997), no. 200

Essay no. 72 Ostier (1978), no. 14

Essay no. 139 MET JP 2210; MFA 21.6200

Essay no. 158 known to exist, location unknown

Essay no. 191 known to exist, location unknown

Essay no. 235 National Gallery, Prague, no inv. no

Essay no. 237 known to exist, location unknown

Essay no. 238 CCMA (no inv. no. given), published in Asano (1997), no. 201

1812: Ise monogatari ﬁi‘%%%, for the Asakusagawa, by Shunman

Chapter 4 Bibliotheéque nationale de France, published in Narazaki (Ed., 1989),
no. 176

Chapter 6 Bibliotheque nationale de France, published in Narazaki (Ed., 1989),
no. 177; Harvard Art Museums 1933.4.1393

Chapter 9-1 Museum fir Kunst und Gewerbe Hamburg 1896.224, published in
Lienert et al., no. 95.

Chapter 9-2 Bibliotheque nationale de France, published in Narazaki (Ed., 1989),
no. 178

Chapter 11 Bibliotheque nationale de France, published in Narazaki (Ed., 1989),
no. 179
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Chapter 12
Chapter 13

Chapter 14
Chapter 16

Chapter 17
Chapter 24

Chapter 27
Chapter 44

Chapter 69
Chapter 73

Chapter 81

Chapter 87

Chapter 98

Chester Beatty library

Bibliothéque nationale de France, published in Narazaki (Ed., 1989),
no. 180

Chester Beatty Library, published in Keyes (1985), pl. 316
Bibliotheque nationale de France, published in Hizo ukiyo-¢ taikan, vol.
8, no. 187

MFA 11.21069

Bibliotheque nationale de France, published in Narazaki (Ed., 1989),
no. 181

Bibliotheque nationale de France, published in Narazaki (Ed., 1989),
no. 182

Bibliotheque nationale de France, published in Narazaki (Ed., 1989),
no. 183

CCMA (no inv. no. given), published in Asano (1997), no. 202
Rijksmuseum RP-P-1956-563, published in Asano (1997), no. 203,
and in Forrer (2013), no. 221.

Pulverer collection (no inv. no. given), published in Asano (1997), no.
204; Bibliothéque nationale de France, published in Narazaki (Ed.,
1989), no. 184

Bibliothéque nationale de France, published in Narazaki (Ed., 1989),
no. 185

Bibliothéque nationale de France, published in Narazaki (Ed., 1989),
no. 186

1813: Torikaebaya monogatari V> ~TXPW)FE, for the Hakurakuya, by Shunman
Box for sugorokn game, bow and ball MET JP 1984; Spencer Museum of Art, William Bridges

Court carriage

Thayer Memorial 0000.1615, published in Keyes (1984) no.
59; CCMA (no inv. no. given), published in Asano (1997),
no. 100

MET JP1986; CCMA (no inv. no. given), published in
Asano (1997), no. 101

The doll-festival; shell game boxes MET JP1980

Screen and utensils for incense ceremony MET JP2003

Orange and dried persimmons MET JP2007

Young court lady standing MET JP1994

Snowy landscape MET JP1993

Young nobleman and carpenter MET JP1999

Young nobleman playing £oto MET JP1989

Candle-stand and fan MET JP2004

Books and brush-stand MET JP1996

Nobleman and attendant on veranda MET JP2000

Outfit for the Go game MET JP2006

Table and writing set MET JP1985

Koto and sho (reed organ) MET JP2005

Young nobleman looking inside a house MET JP1992; Spencer Museum of Art, William Bridges

Thayer Memortial 0000.1533; Harvard Art Museums
1933.4.1380

Divinity beating a drum MET JP2010

Letter-box and plum blossoms MET JP1995; Harvard Art Museums 1933.4.1381
Shrine under a big pine tree MET JP2014

Court hat and court dress MET JP2013

Biwa and its cover MET JP1983

Mid 1810s: Tosa nikki T-#% H FE, for Shofadai, Hisakataya and Bunbunsha, by Shunman

Cormorants and sea gulls
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given, published in Mirviss & Carpenter (2000), no. 85.

Setting moon on waves MET JP2067; Rijksmuseum RP-P-1958-330 (Meiji copy),
published in Asano (1997), no. 208

Flounder and other fishes MET JP2079

Various shells with sea weeds MET JP2073

Boat setting sail for Tosa MET JP2078

Three Sumiyoshi dancers MET JP2069

Courtiers dancing MET JP2087

Abalone diver and boys with basket MET JP2076; Harvard Art Museums 1933.4.1382

Bechives with wasps, box for honey MET JP2083

Letter-box and letter, potted flower MET JP2072

Nakamaro at the coast in China MET JP2086

Tai fish and top-shells MET JP2080

Pine trees and flying cranes MET JP2077

New Year’s (setsubun) decorations MET JP2063; MFA 21.6198

1817: Tsurezuregusa FESREL, for the Yomogawa, by Gakutei

Essay no. 16 Rietberg 21, published in Carpenter (Ed., 2008), no. 19

Essay no. 72 Published in Ostier et al. (1978), pl. 16

Essay no. XX Published in Ostier et al. (1988), pl. 108

Essay no. 175 Published in Mirviss & Carpenter (2000), no. 58.

1818: Goko shogun FHFE{FH, for the Asakusagawa, by Gakutei

Sono ichi unknown

Sono ni unknown

Sono san Kan U Rietberg 255, published in Carpenter (Ed., 2008), no. 16

Sono yon K6 Chu Harvard Art Museums 1933.4.2010

Sono go Ba Cho Collection Kleyn, published in Uhlenbeck (1987), no. 3; Rietberg 10,
published in Carpenter (Ed., 2008), no. 17; Harvard Art Museums
1933.4.2006

1819: Genji monogatari JRECH)FE, for the Taikogawa, by Shinsai

4-6 Yiigao, Wakamurasaki, Suetsumubana MIA P.78.63.17

7-9 Monuiji no ga, Hana no en, Aoi MET JP1976

16-18 Sekiya, Eawase, Matsukaze MFA 11.21066; MIA P.75.51.98

22-24 Tamakazura, Hatsune, Kocho MFA 11.20034; Harvard Art Museums 1933.4.876

25-27 Hotarn, Tokonatsu, Kagaribi MFA 21.9264

28-30 Miynki, Nowaki, Fujibakama MET JP2068 and JP2265 (dated Year of the Hare in the
design)

c. 1820: Washo sankoshi F1& =¥, for the Katsushikaren, by Gakutei

Sagoromo no taisho Rietberg 260, published in Carpenter (Ed., 2008), no. 21; ; Harvard
Art Museums 1933.4.1714

Hikarn Genji MET JP1233; Rietberg 140, published in Carpenter (Ed., 2008), no.
22

c. 1820 Makura no soshi ¥LELT-, for the Asakusagawa, by Hokuba

Ate naru mono Collector and inv. no. not given, published in Mirviss & Carpenter
(2000), no. 18.
Medetaki mono Collector and inv. no. not given, published in Uhlenbeck (1987), no.

15; Joanna Haab Schoff collection (no inv. no. given), published
in Mirviss & Carpenter (2000), no. 19, and in McKee (2006), no. 41;
Rijksmuseum AK-MAK-1733, published in Forrer (2013), no. 265.
Chikaknte toki mono Rietberg 147, published in Carpenter (Ed., 2008), no. 142
Kiyoshi to miyurn mono Rietberg 30, published in Carpenter (Ed., 2008), no. 143
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Kokoro tokimefki suru mono Spencer Museum of Art 1496, published in Keyes (1984), no. 47.

c. 1820 Mutsumigawa bantsuzuki Makura no soshi FEHIE D> X PLELF, for the Mutsumigawa

(Gogawa), by Hokkei
Nigenaki mono: toshibagime. . . Fujisawa coll., published in Nagata & Kato (Eds., 1998), no. 27
Nigenaki mono: onna. .. Fujisawa coll., published in Mizuta Bijutsukan, Josai Kokusai Daigaku

(Ed., 2004), no. 27; Rietberg 275, published in Carpenter (Ed., 2008),
no. 133 (Group B copy)

Kakimasaru mono Fujisawa coll., published in Nagata & Kato (Eds., 1998), no. 28

Tokute chikaki mono Fujisawa coll., published in Nagata & Kato (Eds., 1998), no. 29;
FLLW FDN 3017.066, published in Mirviss & Carpenter (1995),
no. 99

Kotggoto narn mono Fujisawa coll., published in Nagata & Kato (Eds., 1998), no. 30; MFA
11.20171

Kokorgyuken mono Fujisawa coll., published in Nagata & Kato (Eds., 1998), no. 31

E ni kakite otoru mono Fujisawa coll., published in Nagata & Kato (Eds., 1998), no. 32

Rakimasarn mono MFA 11.19830

Medetaki mono Harvard Art Museums 1933.4.1912

Tori ha. .. Published in Preetorius (1959), p. 4

1821 Honchéren monogatari jitban Z5B] ) FE+Z, for the Honchoren, by Gakutei

Tosa nikki Rietberg 29, published in Carpenter (Ed., 2008), no. 23

Hamamatsu chinagon Fitzwilliam Museum (no inv. no. given), published in Asano (1997),
no. 103

Yamato monogatari Fitzwilliam Museum (no inv. no. given), published in Asano (1997),
no. 104

Genji monogatari Chester Beatty Library no. 1048, published in Keyes (1987), no. 10

Taketori monogatari Collection Uhlenbeck, published in Uhlenbeck (1987), no. 4

Ise monogatari Harvard Art Museums 1933.4.1690

Kagero nikki Harvard Art Museums 1933.4.1715

c. 1821: Mogyii 52K, for the Hanazonoren, by Hokkei

Komei Rijksmuseum RP-P-1999-239, published in Rappard-Boon &
Johnson (Eds., 2000), no. 39; Rietberg 179, published in Carpenter
(Ed., 2008), no. 81; Rijksmuseum RP-P-1999-239, published in Forrer
(2013), no. 284.

Shoéjo Rijksmuseum RP-P-1958-371, published in Rappard-Boon &
Johnson (Eds., 2000), no. 104 and in Forrer (2013), no. 286.

Kori Rietberg 26, published in Carpenter (Ed., 2008), no. 82.

Sojo Rijksmuseum RP-P-1958-331, published in Forrer (2013), no. 285.

Moho MFA 11.21071

1822: Washo kurabe F1EL B, for the Fundarikaren, by Hokkei

ZLenzen taiheiki Fujisawa coll., published in Nagata & Kat6 (Eds., 1998), no. 33
Taketori monogatari Fujisawa coll., published in Nagata & Kato (Eds., 1998), no. 34
Ise monogatari Fujisawa coll., published in Nagata & Kat6 (Eds., 1998), no. 35
Makura no soshi Fujisawa coll., published in Nagata & Kato (Eds., 1998), no. 36
Chomonjii Rijksmuseum RP-P-1958-342, published Forrer (2013), no. 294.
Tsurezuregusa Rijksmuseum RP-P-1958-341, published Forrer (2013), no. 295.
1820s Sangokushi toen ketsugi = BIEMLEFERK, for the Shipporen, by Hokkei

Kyo Harvard Art Museums 1933.4.1347

Edo Harvard Art Museums 1933.4.1349

Osaka Harvard Art Museums 1933.4.1848
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1824 Uji shiii monogatari FIRTEEMFE, for the Katsushikaren, by Gakutei

Muneyuki ga roto tora wo irn

Hakamadare Yasusuke
Kame o hanatsu tenjifen no ko

Mido kanpakn dono no inn

Huassai no ko to Koshi no mondo

Spencer Museum of Art, William Bridges Thayer Memorial
0000.1540, published in Keyes (1984), no. 56; Rijksmuseum RP-P-
1958-426, published in Rappard-Boon & Johnson (Eds., 2000), no. 96,
Asano (1997), no. 106, and in Forrer (2013), no. 465.

FLLW FDN 3010.0006, published in Mirviss & Carpenter (1995), no.
84.

Collection Kleyn, published in Uhlenbeck (1987), no. 10; FLLW
FDN 3010.007, published in Mirviss & Carpenter (1995), no. 85.
Collection Uhlenbeck, published in Uhlenbeck (1987), no. 11; MET
JP1135; FLLW FDN 3010.008, published in Mirviss & Carpenter
(1995), no. 86; MFA 51.40.

Rijksmuseum RP-P-1958-434, published Forrer (2013), no. 464;
Fitzwilliam Museum (no inv. no. given), published in Asano (1997),
no. 105

c. 1828 Suikoden goko shogun JKFHRTLIFENFE, for the Gogawa, by Gakutei

Sono ichi Kan Sho

Sono ni Shin Mei

Sono san Rin Chu

Sono yon To Hei
Sono go Koen Shaku

MFA 11.19856; Rijksmuseum RP-P-1958-418, published in Rappard-
Boon & Johnson (Eds., 2000), no. 103 and in Forrer (2013), no. 442b;
FLLW FDN 3010.001, published in Mirviss & Carpenter (1995), no.
10.

MFA 11.20477; FLLW FDN 3010.002, published in Mirviss &
Carpenter (1995), no. 10.

MFA 11.19858 and 2009.4994.9; Rijksmuseum RP-P-1958-419,
published in Rappard-Boon & Johnson (Eds., 2000), no. 102 and in
Forrer (2013), no. 442a; FLLW FDN 3010.003, published in Mirviss
& Carpenter (1995), no. 10; Collector and inv. no. not given,
published in Mirviss & Carpenter (2000), no. 76.

MFA 11.19857 and 2009.4994.10

MFA 11.19859

1829 Fiizoku onna suikoden ippyakuhachinin no uchi JBABEZKFHET B /\ AW, for the

O Teiroku
Ro Shungi
Sai Shin
Ensei

Tai SO

Hisakataya shacha, by Kuniyoshi

MET JP1252

MET JP1804; Harvard Art Museums 1933.4.2060
Harvard Art Museums 1933.4.2070

BM 2008, 3037.21602

MIA P.75.51.84

1832 Fiizoku onna suikoden hyakuhachiban no uchi BB EZ KB T I\E/ Ij‘], for the Hisakataya

Woman viewing a dragon reflected. ..

Woman playing one-stringed koto
Woman and clock

Woman and cat on table
Woman walking in the snow
Woman on boat wringing towel
Woman throwing dishes
Kneeling conrtesan

shachu, by Kuniyoshi

Pulverer collection (no inv. no. given), published in Asano (1997), no.

256; Rietberg 38, published in Carpenter (Ed., 2008), no. 208;
Rijksmuseum RP-P-1958-496, published Forrer (2013), no. 586.
Rijksmuseum RP-P-1958-497, published Forrer (2013), no. 587
Harvard Art Museums 1933.4.2069

Rijksmuseum RP-P-1958-494, published Forrer (2013), no. 588;
Museum Volkenkunde RV-1655-14.

Rijksmuseum RP-P-1958-495, published Forrer (2013), no. 589.
Harvard Art Museums 1933.4.2061

CCMA (no inv. no. given), published in Asano (1997), no. 257
Chester Beatty Library, published in Keyes (1985), no. 245.
Rietberg 47, published in Carpenter (Ed., 2008), no. 209

1832 Fiizoku onna suikoden ippyakuhachinin no uchi shiokumi gobantsuzuki B LK EE H
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Sono ichi Gen Shoshichi

Sono ni Ri Shun
Sono san Gen Shoji
Sono yon Ché O
Sono go Gen Shogo

NN BB’ FFERE, for the Taikogawa, (pentaptych) by
Kuniyoshi

Bonhams, 12 Sept. 2012, lot 3030; Harvard Art Museums
1933.4.2008

MIA 81.133.153

BM 2008,3037.21801

MET JP1149; BM 2008,3037.21802; MIA P.75.51.87

Harvard Art Museums 1933.4.2063; BM 2008,3037.21803; MIA
P.75.51.88

c. 1830 Suiko gogyo /KIF 1T, for the Hanazonoren, by Hokkei

Tsuchi Rin Chu

Kin Ri Ki

H7 S6 Komet

Mizn Chojun

K7 Rochishin

FLLW FDN 3017.015, published in Mirviss & Carpenter (1995), no.
129; Pulverer collection (no inv. no. given), published in Asano
(1997), no. 250; MFA 11.20584.

FLLW FDN 3017.075, published in Mirviss & Carpenter (1995), no.
130; Pulverer collection (no inv. no. given), published in Asano
(1997), no. 251; Collector and inv. no. not given, published in Mirviss
& Carpenter (2000), no. 54; Rietberg 57, published in Carpenter (Ed.,
2008), no. 121; MFA 11.20582.

Rijksmuseum RP-P-1958-313, published in Asano (1997), no. 249,
and in Forrer (2013), no. 327; Rietberg 126, published in Carpenter
(Ed., 2008), no. 122; MFA 11.20583.

Pulverer collection (no inv. no. given), published in Asano (1997), no.

252; Rietberg 8, published in Carpenter (Ed., 2008), no. 123;
Rijksmuseum RP-P-1958-321, published Forrer (2013), no. 328; MFA
11.20585.

Collector and inv. no. not given, published in Mirviss & Carpenter

(2000), no. 55; Pulverer collection (no inv. no. given), published in
Asano (1997), no. 247 and 248; MFA 11.20591.

c. 1830 Tsurezuregusa ‘TEE%E, for the Manjiren, by Hokkei

Essay no. 9

Essay no. 13
Essay no. 23
Essay no. 44
Essay no. 68

Essay no. 171
Essay no. 174
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MFA 11.25452

Rijksmuseum RP-P-1991-449, published Forrer (2013), no. 347.

MFA 11.25457

MFA 11.25453

Joanna Haab Schoff collection (no inv. no. given), published in
Mirviss & Carpenter (2000), no. 51, and in McKee (2006), no. 28;
MFA 11.25451 and 51.34

MFA 11.25460

MFA 11.20600



Appendix II: Overview of principal annotated editions and commentaries of Tosa nikki from the

Edo period
1st
Title Author(s) edition  Notes
. . . .
ng niki £ g;o Tsutayul 1651 Earliest printed edition found in NIJL databases
A 5
o _| Matsunaga Teitoku
i};ﬂgﬁégﬂgﬁ{bo A7k HT & Katd 1655 Annotated text
PEIETE ] Bansai MRS 7S
Tosa nikki fuchii = | Ono Dései 7/NEFIE 1661 3 vols. Two copies surviving. Ono also wrote
1= B 30 EE A Tosa nikki sha tosho T2 A FCIPEAE.
Tosa nikki shi 15 | Kitamura Kigin 64 In2 Vol'umes, important source for I{1§h1moto
o) PN 1661 Yuzuru's Tosa nikki kosho; Over 50 copies
H g T surviving today.
Shusho Tosa nikki & | Ki no Tsurayuki fc. 1707 Annotated text, author of notes unknown.
E A B2 Some fifteen copies surviving,
Tosa nikki (Joruri) | Kinoshita Jin'emon
A4 B RD G5 AT AR 1708 Joruri text.
) (publ.)
Tosa nikki shiisuisho | Yamaoka Matsuake 1760 ?O coiies tsuclrlyizlfinggcckto NUI\I;I (%)ata}bﬁsel.
i B RS | (L amaoka studied under Kamo Mabuchi; also
produced waka, kyoka, gesaku.
Kat6 Umaki IR
Vilha Only copied Versio_ns (thre.e) surviving, Perhaps
Tosa nikki ohii 1 | pupil of Kamo no never pr%nted. Kato Umaki also wrote a Tom.
H 20t Mabuchi. teacher of | 1768 nikki kai (date unknown), of which one copied
AR C version survives, as well as Tosa nikki shinshaku
Ueda Akinari I~ FH d £ which . )
Bk (no date), of which none survives, apparently.
Tosa nikki uchigiki
4 H ?EEFTF;% /| Kamo no Mabuchi AnnoFated VCI‘SiOIl by .Kamo no Mabuchi (a.k.a.
Tosa nikki Agatai no BEEM /Katori 1771 At;;gal),t;co wh;zh Nab{k(; add?d filrther ibed b
S o ] explanations. Manuscript version transctibed by
%Z;‘Ei1é HEER | Nabiko fEHRfAZ Ide Tsuneo and Furuta Tésaku (1955-6).
n
Tosa nikki haya no
tsuma no iushi no ko Between ‘Kosho® type text. Imamura, pupil of Motoori
4= | 2300 | Imamura Tanoshi ) 1795 and Norinaga, also wrote Tosa nikki setsu. Neither of
SEDOVSLD SRS 1799 these works seems to survive. Perhaps never
= printed.
Tosa nikki tomoshibi | Fujitani Mitsue & 1816 A beddiﬂg light on the Tosa nikks; Author li'ved and
4 20T N [publ. worked in Kyoto. Apparently appeared in
i 1817] manuscript only; 8 volumes in 24 fascicles.
Kishimoto Yuzuru 1815
Tosa nikki kisho ==Y NEE SR [publ First important explanatory work since
A B FLEFRE kokugakn scholar 181 9]' Kitamura Kigin (1661) that appeated in print.
from Edo
Kichii Tosa nikki Kato Isotari NHERE Before “Tosa nikki, annotated Published by important
Best b H ) W 1809 publishers from first Nagoya, then also Kyoto,
Kéishusho Tosa niktei [one of | Osaka, and Edo. Issued 9 years after Kato’s
N kokugaks scholat .| the death, probably on instigation of Ichioka
BEEELHER | from N domain : :
o © agoya domallt | nrefaces | Takehiko (who contributed a preface), a fellow
AL dated pupil of Motoori Norinaga’s (see below).
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1818, but

Consists of one volume only, with limited

publ. annotations. In his own preface, Isotari
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and Dosei as well as a ‘clean copy’ of the
original work.
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Matsumoto Hirokage
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RN NGINE Kamochi Masazumi
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Samenvatting

Dit proefschrift onderzoekt de netwerken van Ayoka-dichters van eind achttiende, begin negentiende eeuw;,
met Edo (huidig Tokyo) als centrum, op basis van de prenten en boeken die zij lieten drukken. Het gente
kyoka is gebaseerd op een versvorm van 31 lettergrepen die prominent is binnen het klassieke Japanse
poétische genre waka, maar wordt gekenmerkt door de vrijheid om losjes met regels en woordkeus om te
gaan, teneinde fraaie woordspelingen en intelligente kwinkslagen te maken. De prenten die &yoka-dichters
lieten ontwerpen en drukken, om vervolgens uit te delen en uit te wisselen met Nieuwjaar, staan bekend
als surimono, of preciezer kyoka-surimono. De boeken worden kydkabon, letterlijk ‘kyika-boeken’, genoemd.
De bestudering van deze twee typen onderzocksmateriaal biedt op verschillende manieren inzicht in de
sociale en culturele netwerken van dichters, zoals hun connecties met bijvoorbeeld prentkunstenaars,
uitgevers, literatuurhistorici, en hun onderlinge connecties. Bovendien geven surimono en kyoka-boeken
inzicht in de werking van de dichtersgroepen en het belang dat wel of niet gehecht werd aan stand die met
op basis van erfelijkheid genoot binnen de maatschappij (inclusief financiéle welstand), in verhouding tot
sociale en culturele status die men genoot binnen de gyoka-wereld.

De vragen die centraal staan in dit proefschrift zijn: Wat voor sociale netwerken vindt men achter
surimono en hoe functioneren die netwerken? Is er een relatie tussen de sociale positie van dichters binnen
de maatschappij en de keuze voor het genre &yoka? Hoe past &yika als genre binnen de algehele tendens
tot het bestuderen van klassicke Japanse literatuur in de vroegmoderne periode? Wat is de herkomst van
de culturele en literaire kennis die in zowel de gedichten als de illustraties te vinden is? En tot slot: Is de
keus voor bepaalde literaire of historische onderwerpen terug te voeren op individuele interesses, of
reflecteert deze keus grotere stromingen in de maatschappij van dat moment?

De methodiek voor het beantwoorden van deze vragen is tweeledig. Eerst wordt in kaart gebracht
hoe de sociale netwerken van dichters opgebouwd zijn en hoe ze functioneren, op basis van gyoka-bocken
en gerelateerde materialen zoals gedrukte aankondigingen voor dichtwedstrijden en wedstrijduitslagen.
Vervolgens wordt op basis van de bestudering van series surimono geinspireerd op verschillende Japanse
klassieke literaire werken, bekeken op welke manier binnen de wereld van &ydka omgegaan werd met de

receptie van klassieke literatuur.

Hoofdstuk 1 bakent het vakgebied af. Hierin wordt tegen het licht gehouden wat er aan literatuur
is verschenen met betrekking tot surimono en Ryoka-boeken en op welke manieren daar onderzoek naar
gedaan is. Voor wat betreft surimono kan algemeen geconcludeerd worden dat het merendeel van de
literatuur is verschenen in tentoonstellings- of bestandscatalogi, en niet in monografieén. Bovendien
concentreert veel van dit onderzoek zich op de visuele en tekstuele inhoud van de surimono, en niet op de
achterliggende sociale netwerken. Voor wat betreft &yoka-boeken valt op dat het meeste onderzoek in
Japan zelf plaatsvindt, wat te wijten is aan de complexiteit van de teksten in deze boeken. Een groot deel
van dit onderzoek richt zich op &yoka als genre binnen de literatuurgeschiedenis, al worden de duidelijk

aanwezige netwerken van dichters regelmatig betrokken in de bestudering;
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De hootdstukken 2 en 3 definiéren en categoriseren &yoka-surimono, respectievelijk gyoka-boeken.
Deze hoofdstukken bespreken de ontwikkeling van het genre £yoka en de materialen die dit genre
voortbracht. Teneinde later in het proefschrift uitspraken te kunnen doen over de inhoud van de gedrukte
werken, wordt in deze hoofdstukken uiteengezet wat de materiéle kwaliteiten ervan zijn. Dit leidt tot een
voorgestelde nieuwe categorisering. Met betrekking tot &ydka-boeken is de voorgestelde indeling in drie
typen van belang. Die zijn: £yoka-bloemlezingen, resultaatboeken van &yoka-competities, en Ayika-
informatieboeken. Het eerste type betreft zoals de term al verduidelijkt boeken waarin een selectie van de
beste gedichten gepresenteerd wordt. Dat kan een selectie zijn van gedichten uit een bepaalde groep, of
van een enkele dichter. Deze bloemlezingen zijn doorgaans op een redelijk algemeen lezerspubliek gericht.
De resultaatboeken van £yoka-competities hebben als typerend kenmerk het vermelden van het aantal
punten dat tijdens een wedstrijd gescoord werd. In de regel worden ook de juryleden vermeld. Dit zijn
doorgaans de grote namen binnen de gyoka-wereld. Kyska-informatieboeken, tot slot, bieden aspirerende
amateurdichters een mogelijkheid om hun vaardigheden te verbeteren, ook als ze niet in de leer zijn bij een
kyoka-meester. Bovendien geven dit soort boeken inzicht in de smaak en stijl van de diverse &yoka-
meesters, wat de keus voor de ene of de andere groep vergemakkelijkt. Er zit weliswaar enige ovetlap in
de functies van verschillende &yika-boeken, maar deze driedeling naar functie is desalniettemin afdoende
steekhoudend om leidend te zijn in hoofdstuk 4.

Surimono, en zeker surimono die uitgebracht werden in series, worden in hoofdstuk 3 van dit
proefschrift anders gecategoriseerd dan gebruikelijk is in bijvoorbeeld catalogi. Dat heeft te maken met het
feit dat voor dit onderzoek gekeken wordt naar de functie die surinono hadden voor de dichters die ze
lieten uitbrengen. Voor hen was er bijvoorbeeld een groot verschil tussen surinono die uitgebracht werden
door een individuele dichter, tegenover surimono in series die onder auspicién van een grotere groep

dichters uitgebracht werden.

Hoofdstuk 4 gaat in op de netwerken van dichters. Belangrijk daarbij is dat dit hoofdstuk
beschrijft hoe de populariteit van gyoka gebaseerd is op wedstrijden met een zekere allure. De
inschrijfgelden waren hoger dan van bijvoorbeeld wedstrijden gehouden binnen het genre haikai (met
metrum van 17 lettergrepen, onder een breder deel van de bevolking populair). Maar de prijzen waren ook
navenant, en men maakte kans zijn of haar winnende gedicht terug te vinden in een fraai uitgegeven
kyoka-resultaatboek. Dit alles was gebaseerd op een zorgvuldige ordening van dichters naar scores,
weergegeven in tabellen die werden gedrukt en verspreid onder de deelnemers. Een hoge score en de
bijbehorende erkenning bezorgt dichters een zekere status binnen de &ydka-wereld. Zo kan men de sociale
status van een &yika-dichter zien als bestaande uit verschillende componenten: stand bij geboorte,
economische welgesteldheid, maar ook culturele bagage die af te lezen was uit goede scores bij
wedstrijden, het verschijnen in boeken en op surimono, en connecties naar (veel) (hooggeplaatste) dichters.
De bovengenoemde factoren die &ydka als bezigheid populair maken, hebben tussen grofweg 1770 en

1835 een enorme aantrekkingskracht. De populariteit van &yoka is echter van beperkte duur en uiteindelijk
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relatief klein in vergelijking met die van haikai.

Hooftdstuk 5 onderzoekt de literaire kant van surimono. Specifiek surimono die klassieke literatuur als
onderwerp nemen en die in series uitgebracht werden, worden geanalyseerd in dit hoofdstuk. Op basis van
deze analyses kunnen antwoorden gevonden worden op vragen over de rol van dit soort series &yika-
surimono binnen de receptiegeschiedenis van klassieke literatuur gedurende de Edo-periode en over de
herkomst van literaire kennis die blijkt uit tekst en beeld in s#rinono. Behalve een beschrijving van 22 series
uitgebracht tussen ¢.1809 en ¢.1830 die ofwel Japanse, ofwel Chinese klassicke literaire werken als
onderwerp nemen, wordt een uitgebreidere analyse per prent uitgevoerd van vier van de surimono-seties,
die geinspireerd zijn op twee verschillende werken uit de klassicke Japanse literatuur. Deze series zijn
gebaseerd op de werken Tosa nikki (één serie) en Tsurezuregusa (dtie series, uitgebracht in verschillende
jaren en geillustreerd door verschillende prentontwerpers). Tosa nikki (‘Het Tosa dagboef’) is een fictief
reisverslag geschreven rond het jaar 935, door de voormalig gouverneur van Tosa (op Shikoku), Ki no
Tsurayuki (8682-945). Tsurezuregnsa (de in het Engels gebruikelijke titel ‘Essays in Idleness’ zou men kunnen
vertalen als “Schrijfsels van gelanterfan?) is een verzameling korte teksten over uiteenlopende onderwerpen,
geschreven rond 1330-1332, waarvan het auteurschap toegeschreven is aan de monnik Yoshida Kenko
(c.1283-¢.1350).

Belangrijk is dat beide werken in het Japans geschreven werden, niet in het Chinees. Vooral Tosa
nikki was nog niet zo algemeen bekend in de tijd dat de surimono-serie ervan uitkwam. Uit een analyse van
literatuurhistorisch onderzoek naar zowel Tosa nikki als Tsurezuregusa gedurende de Edo-periode, met name
onderzock in de kokugaku-traditie die zich specifiek richt op klassieke literatuur van Japanse bodem, blijkt
dat beide werken juist in de belangstelling stonden in dezelfde tijd dat de swrimono-seties gecreéerd werden.
Bovendien kon bevestigd worden dat diverse betrokken &yoka-dichters connecties hadden met
onderzockers binnen gokugaksn. Echter, een vergelijking tussen de inhoud van de surimono en de inhoud
van literatuurhistorisch onderzoek uit de Edo-periode levert op dat &yska-dichters, en vermoedelijk ook de
prentontwerpers, uiteindelijk teruggaan op de literaire commentaren geschreven door onderzockers van
enkele generaties eerder, ook al was men verbonden met - op dat moment - huidige generatie
onderzoekers. Uit de beschrijving en nadere analyse van de verschillende surimono-series, zowel gebaseerd
op Chinese als op Japanse werken, blijkt een algemene culturele nostalgie voor vervlogen tijden. Die
cultureel-nostalgische inslag brengen &yoka-dichters ook in praktijk tijJdens hun dichtwedstrijden, waar

elementen uit traditionele dichtwedstrijden uit vervlogen tijden geincorporeerd worden.

Dit onderzoek resulteert in de conclusie dat surimono te lang zijn bestudeerd vanuit de gedachte dat
een prentontwerper grotendeels de inhoud bepaalde, terwijl in werkelijkheid het initiatief bij de dichters
ligt. Bovendien zijn surimono teveel in isolatie bestudeerd. Dat wil zeggen, de uitgebreide culturele
productie van gyoka-netwerken, met name in de vorm van boeken, wordt ten onrechte buiten
beschouwing gelaten, terwijl voor &yoka-dichters surimono slechts één onderdeel waren in een jaar vol

dichterlijke activiteiten. Uit &yoka-boeken is veel meer af te leiden mbt grootte van groepen, geografische
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verspreiding, netwerken, connecties tot ontwerpers en uitgevers, en sociale achtergrond van de leden. We
kunnen er ook uit afleiden hoeveel van de actieve dichters eveneens op de surimono van hetzeltde
genootschap terechtkwamen. Kydka-informatieboeken bieden inzicht in hoe kyika als genre groeide en hoe
de netwerken en de wedstrijdpraktijk vastere vorm kregen. Bovendien blijkt uit de informatieboeken dat
hoewel dichters speciale &yika-dichternamen gebruikten, dit niet tot doel had anoniem te blijven. Sociale
en culturele status was belangrijk voor de dichters en anonimiteit zou de mogelijkheid op erkenning doen
afnemen. De hiérarchische indeling van dichters op basis van scores lijkt zuiver meritocratisch, al blijkt uit
de deelnamekosten op wedstrijdaankondigingen dat een aanzienlijke financiéle investering nodig was om
hoog te kunnen scoren en als cultureel gesofisticeerde persoon te boek te komen te staan. Luxe &yoka-
boeken waren net als surimono een ideaal vehikel voor het tentoon spreiden van culturele bagage, zeker
wanneer er verwijzingen naar klassieke literatuur opgenomen werden.

Dit proefschrift toont dan ook aan dat surimono in relatie tot klassieke literatuur bestudeerd dienen
te worden, waaruit vervolgens ook veel beter blijkt welke surinono werkelijk literaire diepgang hadden.
Literaire surimono nemen een unieke plaats in binnen de receptie van klassieke literatuur, niet in de laatste
plaats omdat de behandelde werken precies rond de jaren van verschijning actief bestudeerd werden door
literatuurhistorici met wie de dichters connecties onderhielden. Het lezen van commentaren op, en
geannoteerde versies van klassieke teksten gaf &yoka-dichters dus ook een verhoogde status binnen de
netwerken. Ten aanzien van de literaire verwijzingen dient nog aangetekend te worden dat niet alle surimono
verwijzen naar klassicke literatuur. Die indruk zou gewekt kunnen worden door de focus op juist die series
binnen dit proefschrift. Bovendien is de conclusie uit dit onderzoek dat de verwijzingen naar klassicke
literatuur over het algemeen nostalgisch van aard zijn, en - gezien de inclusiviteit ten aanzien van Chinese
onderwerpen - niet uitsluitend cultuurnationalistisch gemotiveerd.

Eén van de conclusies met betrekking tot de herkomst van de literaire kennis is dat - in
tegenstelling tot de verwachting - het eerder ‘gewone burgers’ waren dan dichters van samoerai-geboorte,
die de kennis inbrachten in de &yoka-wereld. Dat is ook opvallend omdat het aandeel samoerai in de &yoka-
wereld wel degelijk aanzienlijk bleek. De relatie tussen atkomst bij geboorte en sociale status binnen de
kyoka-wereld is complex maar toont aan dat standenverschillen in zekere zin overbrugd werden. Status
binnen de &yoka wereld is echter opgebouwd uit meer elementen dan stand binnen de maatschappij, zoals
vooral culturele bagage en economische draagkracht. Interesse voor actieve deelname in het genre &yoka is
daarom wel te relateren aan een bepaalde, min of meer eenduidige sociale groep, maar niet direct aan
afkomst op basis van geboorte.

Dit proefschrift heeft surimono bestudeerd in een breder kader van culturele productie van
dichternetwerken, waarbij vooral &ydka-boeken uitgebreid onderzocht zijn. Toekomstig onderzoek binnen
dit onderwerp zou aangevuld kunnen worden met de bestudering van het proces van bestellen van
surimono en de interactie tussen dichters en prentontwerpers, om nog beter inzicht te krijgen in de intenties
van de verschillende partijen. Bovendien kunnen schilderingen met &yika erop, waar nog zeer weinig
gericht onderzoek naar gedaan is, inzicht bieden in de functies hiervan - mogelijk als wedstrijdprijzen, als

speciale bestellingen bij ontwerpers, of als bevestiging van positie - binnen de &yska-netwerken.
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