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ABSTRACT 

CONSTRUCTING AUTHENTICITY:  

IMAGES OF JAPAN IN PHOTOGRAPH ALBUMS, 1862-1901 

Naoko Adachi 

Julie Nelson Davis 

 

After Japan lifted the policy restricting international trade in 1854, many travelers visited 

Japan for the first time. Photographs and photograph albums became accessible and 

affordable souvenirs for these visitors, who came mainly from Europe and North 

America. Numerous photograph prints were sold both individually and as albums, and 

these images reached around the world. These photographs were one of the most popular 

visual representations of Japan to be taken abroad during the Meiji period (1868-1912), 

and they still exist in large numbers today in libraries and museums in and outside Japan. 

This dissertation examines these albums to consider how they shaped ideas about Japan 

and Japanese art for both Japanese and foreign audiences. 

Looking at the album as an object, this study will be the first to consider these 

export photographs in the format they were commonly sold and stored. First, I discuss the 

album as a format that personally connects the owner with the images from the trip to 

Japan. Then I examine the photographs inside the album to consider the stories told 

inside the souvenir albums. Close inspection of the photographs inside the album presents 

how the export photographs represented multifaceted views and cultures of Japan. 

Another part of an album, the lacquer covers, lavishly decorate the album. The covers 
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used the Japanese traditional craft technique for a new purpose, to impress foreign 

audiences. This dissertation offers a new perspective in the field of Meiji period art by 

considering the album as an important part of redefining Japanese art and culture in the 

Meiji period. 
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INTRODUCTION  

 

After Japan lifted the policy restricting international trade in 1854, many travelers visited 

Japan for the first time. Photographs and photograph albums became accessible and 

affordable souvenirs for these visitors, who came mainly from Europe and North 

America (Figure 0.1). Numerous photograph prints were sold both individually and as 

albums, and these images reached around the world, including the United States, 

England, France, Switzerland, the Netherlands, Germany, and beyond. These 

photographs were one of the most popular visual representations of Japan to be taken 

abroad in this period, and they still exist in large numbers today in libraries and museums 

in and outside Japan. This dissertation examines these albums to consider how they 

shaped ideas about Japan and Japanese art for both Japanese and foreign audiences. 

Commercial hand-colored photographs were produced mainly for foreign tourists 

who visited Japan from the 1860s to 1900s. Known for their large scale and detailed 

coloring, these photographs came to be commonly known as Yokohama photographs 

because most were acquired in Yokohama. Felice Beato (1832-1909) developed a 

particularly successful business of tourist photography for this foreign market. However, 

Japanese photographers had already established businesses in Yokohama as well as in 

other locations before Beato arrived in 1862.1 In this dissertation, I call these prints 

 
1 Shimooka RenjǾ in Shimoda, Ueno Hikoma in Nagasaki, and others had opened their 

photography shops by 1862. Takio SaitǾ, ñYokohama shashin-shi monogatariò in 

Bakumatsu meiji no Yokohama ten: atarashǭ shikaku to hyǾgen, eds. Yokohama 

Bijutsukan and Yokohama Bijutsukan Gakugeibu (Yokohama: Yokohama Bijutsukan, 

2000), 165. 
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ñsouvenir photographsò to highlight the purpose of the photographs as souvenirs for 

foreign visitors in Japan to bring back to their home countries. These photographs were 

often purchased as a set and could then be made into albums at the studios. Popular 

albums had lacquer on the covers with luxurious maki-e designs in gold (Figure 0.2). This 

dissertation considers the album as a whole to examine how it shaped ideas about Japan 

through this particular format, containing photographs within lacquer covers. Although 

previous scholars of the souvenir photographs have mainly focused on the individual 

prints and their subjects, I examine the albumôs materiality, structure, and organization to 

consider its meaning as a whole. I propose that the album creates a world inside that 

represents the travelerôs experience in Japan and shaped their ideas about Japan. 

This dissertation is the first in the field of Meiji period Japanese art to examine 

the album as a whole object, considering the album as a format for storytelling while the 

photographs inside as the story. While travel photography and travel albums were made 

of images from other parts of the world in the late nineteenth century, commercially-

produced, hand-colored photographs are rare, likely unique to Japan. Combined with the 

decorative lacquer covers, the photograph albums I discuss in this dissertation would 

have been a specifically Japanese product for foreign tourists. 

 

Photograph Albums and Meiji Trade 

These photograph albums are characteristic products of the Meiji period (1868-1912), 

when an increasing number of people, objects, and ideas flowed into the country. By the 

mid-nineteenth century, the presence of European and American colonial powers on its 



3 

 

shores were perceived as threats by the shogunal government. When China lost the 

Opium War against England in 1842, the Japanese state witnessed the remarkable case of 

one of the colonial powers of Europe overcoming the great empire that was China. By 

1853, Japan was pressured by the United States to open the country's borders and lift the 

restrictions on international trade. Within little more than a decade the Tokugawa 

shogunate rescinded their political power in support of the emperor, marking the start of a 

new era and the establishment of a new modern imperial government. It also was the 

beginning of a transformative period for Japanese politics, industry, and culture under the 

Meiji state. 

 The Meiji government needed to position itself within a dynamic international 

structure. While Japan had formed long-lasting diplomatic relationships with foreign 

nations before the Meiji period, including with China, Korea, and the Netherlands, the 

new government had to establish a variety of new alliances. Both at the national and local 

levels, this required quick response and adaptation to accommodate the people, ideas, and 

objects arriving in Japan. Five nations were granted permission to enter and establish 

holdings in Japan: these were the Netherlands, France, Germany, Russia, and the United 

States. Diplomats, scholars, merchants, journalists, and tourists from abroad entered 

Japan, most arriving in Yokohama, as the largest and closest port to Tokyo, now the 

capital. Foreign embassies and their diplomats, along with scholars and tourists, from 

Europe and the United States, turned the former farming village of Yokohama into an 

active foreign settlement. New businesses flourished in service to foreign visitors. In 

addition to hotels, restaurants, bars, and the like, shops offered foreigners a variety of 
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objects for purchase, including souvenirs, small toys, textiles, and even large furniture, 

among others (Figure 0.3). Photographs were among the popular souvenir objects on 

offer. 

These travelers became the new clients for many painters and craftsmen who lost 

their positions due to social and political shifts in the Meiji period. The new government 

constructed a new political system with a new social class structure. While daimyǾ from 

the previous era retained their wealth and status through the Meiji period, their power as 

local leaders was weakened under the new centralized government. As a result, many 

painters and craftsmen found themselves without the patrons on whom they had so long 

relied.2 Many turned their trade to meet the demands of the souvenir market as a new 

source of income. Some took up new opportunities offered in photograph studios, as 

some scholars have suggested that even former ukiyo-e makers likely turned their hands 

to become colorists for the souvenir photographs.3  

In addition to providing objects for the tourist market, Japanese artists applied 

their skills to creating works for international exhibitions, often upon request from the 

organizing committees for these new venues. The Great Exhibition of the Works of 

Industry of All Nations, also known as the Crystal Palace Exhibition, held in London in 

1851 was the first of these important opportunities for various nations to assert their 

cultural and industrial achievements to an international audience. These international 

 
2 Tomoôo Kashiwagi, ñShozǾ zakkanò in Bakumatsu meiji no Yokohama ten: atarashii 

shikaku to hyǾgen, eds. Yokohama Bijutsukan and Yokohama Bijutsukan Gakugeibu 

(Yokohama: Yokohama Bijutsukan, 2000), 174. 
3 SaitǾ, ñYokohama shashin-shi monogatari,ò 171. 
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exhibitions also offered business opportunities. Japan began participating in these 

officially in Vienna in 1870, selling various objects from their displays in the vicinity of 

the exhibition grounds. These products of souvenirs and international exhibitions are 

called ñexport objects,ò that, I propose, contributed to shaping this part of Meiji period 

history.4  

These export objects not only represented the nation for international audiences, 

but their quality and production also served to assert Japan as a culturally sophisticated 

nation. The site of the international exhibition was a competitive space in which nations 

of the world displayed their latest achievements in arts, sciences, and colonial 

developments. There, Japan could present innovations of culture and industry that were 

part of its transformation into a modernizing, imperial nation. At the same time, export 

objects acquired at these exhibitions, or on tours in Japan, could not only be admired for 

their craft and skill, but could become associated with individual experience, to be 

imbued with personal memories for the owners. While the objects for exhibitions and 

souvenirs could thus have different purposesïsome for public display and others as 

memorabiliaïthe makers for both types of products were often the same or had similar 

training. 

Export objects also played an important role in the Meiji economy. Japan signed 

trade treaties first with the US and later with other nations, but these unequal treaties 

made it difficult to yield significant profits. Export objects were one of the important 

 
4 Chelsea Foxwell, Making Modern Japanese-Style Painting: KanǾ HǾgai and the Search 

for Images (Chicago: University of Chicago Press, 2015), 49. 
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sources for foreign currency that Japan needed for industrialization.5 In addition to tea 

and silk, craft objects, such as lacquerware, fans, and pottery, were among the top export 

products starting in the late-1860s and continuing until the 1880s.6 The Ministry of 

Agriculture and Commerce actively supported this production because it was such a 

lucrative market, and it continued to grow. Between 1902 and 1905, profit from the sales 

of export toys alone doubled, from 510,000 yen to 1,000,000 yen. Thus, the government 

profited through its support for the export business in souvenirs as well as at international 

exhibitions.7 

These efforts were all critical to Japan quickly establishing itself internationally as 

a strong nation through its military, economy, and culture. In this period of increased 

international exchange, export objects represent how Japan redefined itself as a nation in 

this global competition. In my study, the photograph album was part of this universe of 

export objects that came to characterize Meiji period art, and like these other material 

goods, photograph albums were designed to impress these international audiences.  

Commonplace souvenir objects like photograph albums offer important insights 

into issues of national identity during this transformative time of the Meiji period. For 

foreign visitors, photographs and photograph albums were accessible resources to learn 

about the country as well as share their encounters with Japanese culture. The makers of 

the photograph album, too, learned about how to adapt to this audience as well as to new 

 
5 SaitǾ, ñYokohama shashin-shi monogatari,ò 171. 
6 Hisaho Hanai, "Meiji yushutsu kogei no kiro," Kindai gasetsu 15 (2016): 144. 
7 Tokyo Gangu Ningyo KyǾdǾ Kumiai, Kagayakeru gangu kumiai to omocha gyǾkai no 

130 nen (Tokyo: Tokyo Gangu NingyǾ KyǾdǾ Kumiai, 2017), 24.  
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ways of visual representation to create products that brought more moneyïand even more 

touristsïto Japan.  

 

 

New ways of seeing 

This reconfiguration of Japanôs artistic culture included encounters with new ways of 

seeing and with new forms of visual representation. European prints and paintings had 

been available domestically through trade with the Netherlands and China before the 

Meiji period. Many European prints and paintings offered new ways of seeing, in the way 

that they represented space through single-point perspective and added three 

dimensionality through shading and coloring. Indeed, Japanese print-makers had 

experimented with single-point perspective by the eighteenth century, as can be seen in 

images by Okumura Masanobu, Maruyama ǽkyo, and others. However, these prints used 

the single-point perspective more like a new tool to emphasize depth rather than an 

artistic style. 

European-style images became more accessible to Japanese people after the Meiji 

opening of the ports. Painters and photographers also accompanied diplomats and 

military officials from Europe and the United States in order to document historical visits. 

Many of these foreign painters took Japanese students, teaching sketching and oil 

painting in European academic styles. Eliphalet Brown, Jr. (1816-1886) accompanied 

Commodore Perry on the U.S. mission in 1853-54 and documented their trip in 

daguerreotype photography; he also took portraits of Japanese sitters and people, which 
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he gave away during his stay.8  Later photographers also taught Japanese painters and 

scientists about photographic techniques, such as wet-collodion printing, and took 

photographs of Japanese clients. Due to these increased interactions with the European 

and American population and market, Japanese artists started studying and incorporating 

European pictorial styles into their own works more actively than before. 

Both the Japanese makers and viewers of these European style visual 

representations needed to adjust to new ways of seeing. In a famous anecdote, a courtesan 

who posed as a model cried out in horror upon seeing Takahashi Yuichiôs oil painting of 

her (Figure 0.4).9 This Western style of painting depicted the model in greater detail than 

had previous forms of portraiture, such as ukiyo-e prints or ink paintings, would have 

done.  

Many accounts from the Meiji period show that there was resistance to accepting 

photography as a mode of visual representation in Japan. With its mechanical 

construction and scientific processes, photography particularly became a symbol of the 

new age. Japanese artists of the period, such as Kawanabe KyǾsai (1831-1889) and Asia 

ChȊ (1856-1907), made commentaries on photography more than three decades apart. 

Their descriptions demonstrate the publicôs sustained interest in photography and the 

many changes that were taking place in the new era. Both important artists in their 

 
8 Manabu Torihara, Nihon shashin-shi (jǾ): Bakumatsu ishin kara KǾdo keizai seichǾki 

made (Tokyo: ChukǾ Shuppan, 2013), 8. 
9 Yuichi Takahashi and RyǾ Furuta, Kindai yoga no kaitakusha Takahashi Yuichi 

(Tokyo: Yomiuri Shimbunsha, 2012), 50. 
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respective fields, they produced many works that have come to represent this 

transformative time from the late Edo to the early Meiji period. 

Kawanabe Kyosai was one of the most prolific artists working in this period. He 

is known for his idiosyncratic style in painting, prints, and illustrated books. His 

illustrated book,  Kaika hyakumonogatari ( ), published in 1875, is a 

commentary on new, imported cultures and technologies . The title plays on the word, 

kɸaika,ò () meaning ñopening of civilization,ò a term often used specifically in 

Meiji -period rhetoric. By choosing the kanji,  (mystery or evil) instead of  (open), 

the title means ñmystery of civilization,ò and emphasizes the enigmatic quality of the new 

era. Hyakumonogatari, or literally one hundred stories, is a form of Japanese literature 

and storytelling in which the speakers take turns to tell horror stories; after one hundred 

stories are told, it is said that some supernatural event will occur. This book refers to this 

hyakumonogatari style in order to highlight the many changes that this new period has 

brought to Japan. Under the adapted title, ñone hundred stories of the mysteries of 

civilization,ò the book presents some of the mysteries of foreign objects and people that 

were flooding Japan. 

In this image, which is on the second opening-page of Kaika hyakumonogatari, 

photography is one of the first mysterious topics to be covered (Figure 0.5). The title in 

the cartouche reads: ñGhosts in the new invention, photography.ò Each photographic 

portrait has an accompanying caption; on the top right, the figure is labeled the ñghost of 

a lord,ò while on the top left is the ñghost of a courtesan.ò At the bottom left, the caption 

for the photograph of a restaurant building says, ñtrue view of a restaurant.ò  
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The texts suggest how some Japanese viewers may have felt about photography 

when they first encountered it. It suggests that Japanese people thought that photographic 

portraits may have taken their spirits to become ghostly versions. It is said that some even 

believed that taking a portrait photograph took years of the sitterôs life. Uchida Kuichi 

named his studio Manju-dǾ, or Studio of thousands of fortunes, to counter this perception 

and attract clients suspicious of the new technology.10 At the same time, the caption at the 

bottom left also suggests that photography was considered to offer realistic 

representation, as the word ñtrue viewò (shinkei ) demonstrates. The extraordinary 

realism of photography thus made it seem both a fearful visual media with a magical 

power to turn living beings into ghosts as well as offering a new truthful mode of 

representation.  

Asai ChȊ is known as one of the earliest oil painters in Japan. He later became an 

important educator when institutions for art education were established after European 

academic practices. Like other oil painters from the Meiji period, Asai made illustrations 

for books, and the title, TǾsei fȊzoku gojȊban utaawase (1907), is one of his most famous 

works. TǾsei fȊzoku gojuban utaawase, or ñfifty poetry competitions on contemporary 

customs,ò is a two-volume set that comments on a series of changes that this new period 

brought to Japan. People of various occupations are presented as commenting on 

contemporary matters through poetry. The term utaawase refers to the traditional poetry 

competitions. Following this literary style, each page opening shows a set of two poems 

 
10 Kazuo Morishige, Bakumatsu Meiji no shashinshi retsuden (Tokyo: YȊzankaku, 2019), 

192. 
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told through the perspectives of two individuals at work, such as a lithographer and a 

woodblock printmaker, or a missionary and a shrine maiden. Many of these sets present 

contrasting occupations where one is a new type of job and the other is an older, more 

traditional type of work that had to adapt to the new era. 

On one of these page openings, Asai shows a scene with a photographer and a 

sitter with poems representing their separate perspectives (Figure 0.6). A young female 

sitter takes a portrait photograph for her potential fiancé, and in her poem, she complains 

about how the photograph makes her hand and feet look bigger. The photographerôs 

poem describes his difficulties with posing her and with her complaints.11 Asaiôs 

illustration depicts the womanôs hands and feet unnaturally big in reference to the sitterôs 

remarks. Both the illustration and the poems suggest that people in this period considered 

the photograph as an inconvenient tool for taking a good-looking picture that met the 

sitterôs taste, despite its ability to create a realistic picture. 

These examples by KyǾsai and Asai suggest that these new ways of 

representation, such as photography, were met with skepticism and even fear rather than 

excitement. In fact, they were far from being welcomed by Japanese patrons. Instead, it 

was the foreign travelers whose demand for photographs as souvenirs contributed to the 

development of photography in Japan. 

 

 
11 In the poem, she complains, ñThe photograph made my hands and feet look so large. I 

hope my fianceôs heart will still be with me.ò Yoshikata Ikebe, and ChȊ Asai, with 

transcription and interpretation by Harada Heisaku, TǾsei fȊzoku gojȊban utaawase 

(Tokyo: UnsǾdǾ, 1983), 45. 
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Photography and Meiji Arts: The State of the Field 

Although this project mainly examines photographs and photograph albums, it makes an 

intervention into fields beyond the history of photography in Japan. In doing so, it also 

raises new questions about the development of Japanese art since the Meiji period, and 

how cultural shifts in this period play out in Japanôs imperialism into the twentieth 

century. The starting point for this dissertation is DǾshin SatǾôs discussion of Meiji-

period art in his book, Modern Japanese Art and the Meiji State: The Politics of Beauty. 

There, SatǾ argues that there is a gap in the understanding of Meiji period art inside and 

outside Japan.12 On the one hand, in Japanese language scholarship, Meiji period art is 

often described as the beginning of Japanese ñmodernò art and has focused on painting. 

The study of Meiji art in Japan describes how Western style paintings influenced 

Japanese art through its materiality and style. YǾga, or Western-style painting, refers to 

oil paintings, often taught by European and American teachers, while nihonga, Japanese-

style paintings, refers to paintings that use traditional Japanese materials while 

incorporating European painting styles. Following the conventional methodology of 

European art history told through a lineage of great masters, the study of Meiji art in 

Japan tracks influential artistsô careers and their students. The existing scholarship has 

also demonstrated how arts education and exhibition systems were established in Japan 

after Italian and French models. 

 
12 DǾshin SatǾ, Modern Japanese Art and the Meiji State: The Politics of Beauty (Los 

Angeles: Getty Research Institute, 2011). Originally published in Japanese: DǾshin SatǾ, 

Meiji kokka to kindai bijutsu bi no seijigaku (Tokyo: Yoshikawa KǾbunkan, 2007). 
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 While Japanese-language academic scholarship has focused on Meiji paintings so 

far, many Japanese museums display sculptures and craft objects from the Meiji period. 

Tokyo National Museum shows paintings, sculptures, porcelain wares, metalworks, and 

lacquerwares in the modern art gallery of the permanent exhibition. Museum of Modern 

Art, Kyoto also regularly exhibits modern crafts in the permanent galleries. Still, Meiji 

paintings and crafts are rarely discussed together in these museums, even though they 

have similar historical contexts behind their production and exhibition. 

By contrast, the study of Meiji art in the U.S. and Europe has been represented by 

the collections of Meiji art in these locations. Aside from some nihonga pieces in 

prominent museums like the Museum of Fine Arts, Boston, the Philadelphia Museum of 

Art, and others, most Meiji art collections in Europe and North America consist of many 

craftworks, such as pottery, textiles, and lacquerwares. Many of these pieces were made 

to be displayed at international exhibitions. These works tend to flaunt the latest 

technology and the most impressive techniques as representation of Japanese culture for 

the international audiences. These craft objects portray a significantly different picture of 

Meiji period art compared to that told in Japan. 

This gap is created largely by the fact that the conventional interpretation of Meiji 

period art has relied heavily on the history of painting in Japan, while the interpretation 

abroad has been focused on various types of craft objects that traveled abroad. The 

scholarship on Meiji art in Japan has revealed much about how major painters defined 

Japanese fine arts in international and domestic exhibitions. While this has been an 

important endeavor in the field, these studies have largely overlooked artists and 
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craftspeople who also participated in similar, or the same, venues. They have also 

separated nihonga and yoga in their discussions even though many nihonga artists also 

studied oil painting and vice versa, simplifying the complex process of learning and 

incorporating new painting styles. Another problematic assumption of this method was 

that conventional Meiji art history in Japan assumes that the ideas of art, and particularly 

fine art, which is based on the French academy, already existed in Japan by the Meiji 

period. However, ideas of ñart,ò ñfine arts,ò and ñJapanese artò were extremely vague in 

this period because the appreciation of artworks in Europe and the U.S. were different 

from that in East Asia.13 The Meiji period was a time when Japanese artists, supporters of 

artists, and audiences adjusted not just to the new ways of representation but also to the 

new ways of presenting and viewing art. Thus, SatǾ DǾshin suggests that the history of 

modern Japanese art, since the beginning of (or just before) Meiji period, has to be 

studied critically considering aspects of economy, politics, and society.14 

Tackling the complex issues of the Meiji period art requires research on a variety 

of topics beyond conventional approaches, such as completed works of an artist or artists. 

Scholarship on Meiji art since SatǾôs book has considered various subjects, such as 

political history, records of exported materials, and others. For example, Chelsea Foxwell 

looks at Japanese objects displayed at international exhibitions in London and Paris to 

consider the layers of iconographic meaning in KanǾ HǾgaiôs paintings.15 Rather than 

taking the conventional approach to focus on the biography of the artist, HǾgai, her 

 
13 Noriaki Kitazawa, Me no shinden (Tokyo: Chikuma ShobǾ, 2020), 13. 
14 SatǾ, Modern Japanese Art, 6. 
15 Foxwell, Making Modern Japanese-Style Painting. 
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research considered various factors, including the variety of export objects, that 

contributed to the artistôs choice of subject matter. Alicia Volk and Kaoru Kojima have 

likewise taken up new approaches for the field in their analyses of the developments of 

artistsô organizations affiliated with the imperial government and other artistic groups 

that opposed those government sponsored academies.16 Seishi Namiki has also studied in 

depth the community around modern crafts, particularly in Kyoto, in books such as Kyoto 

kindai bijutsu kogei no nettowǕku (Kyoto: The Network of Modern Artistic Crafts) and 

others.17 Namiki has collaborated with other scholars, such as Mihoko Aoki, and created 

the frameworks for studying modern artistic networks, which could be applied to studies 

on export objects as well. Furthermore, Junôichi Norotaôs book, Aesthetic Sense and Art 

Policy, considers the changing ideas around art and industry in the beginning of the Meiji 

period.18 His work looks in depth at the people, policies, and languages, instead of 

focusing on artworks, precisely because the definition of ñartò is uncertain in this period. 

In this project, I offer a new approach to photograph albums as a part of the 

export object and consider them as souvenir objects that shaped ideas about Japan. 

Christine Guth discussed the souvenir objects as carriers of memories from travel for 

 
16 Alicia Volk, ñAuthority, Autonomy, and the Early TaishǾ óAvant-Gardeô,ò Positions: 

East Asia cultures critique 21, no. 2 (May 2013): 451-473; Kaoru Kojima, ñKindai nihon 

no josei gaka tachi: kyǾiku, tenrankai, shijǾ,ò Journal of the National Museum of Western 

Art 24 (March 2020): 45-57. 
17 Seishi Namiki, Kyoto dento kogei no kindai (Kyoto: Shibunkaku Shuppan, 2012); 

Seishi Namiki, Zuan kara dezain e: kindai Kyoto no zuan kyǾiku (Kyoto: TankǾsha, 

2016). 
18 Junôichi Norota, Bakumatsu meiji no bishiki to bijutsu seisaku (Kyoto: Miyaobi 

Shuppansha, 2015). 
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their owners in her book, Longfellowôs Tattoos.19 She specifically looks at the case of 

Charles Longfellow (1844-1893) and considers his collections in Cambridge, 

Massachusetts, within their cultural contexts in Japan and at home. She discusses 

photograph albums as one of Longfellowôs souvenirs and describes the album as ña 

microcosm of his life in Japan.ò20 

While Guth discusses this photograph album as a part of an individual touristôs 

collection, scholarship in Japanese and in English has focused more on souvenir 

photographs and their production. These studies consider the photographs as singular 

works rather than as part of the collected space of the album or as part of the 

contemporary practices around the album. In Japanese, Takio SaitǾ and Kazuo Morishige 

studied the photographersô biographies and their studios in detail.21 Tokyo Photographic 

Art Museum also surveyed the collections all over Japan to conduct research on early 

Japanese photography.22 Exploring the development of photography as part of the artistic 

expression in Japan, Shun Uchibayashi considered the career of Ogawa Kazumasa, a 

professional commercial photographer, and the impact of his work on the history of 

Japanese photography.23 

 
19

 Christine Guth, Longfellowôs Tattoos: Tourism, Collecting, and Japan (Seattle, WA: 

University of Washington Press, 2004). 
20

 Guth, Longfellowôs Tattoos, 88. 
21

 Takio SaitǾ, Bakumatsu Meiji Yokohama shashinkan monogatari (Tokyo: Yoshikawa 

KǾbunkan, 2019); Kazuo Morishige, Bakumatsu Meiji no shashinshi retsuden (Tokyo: 

YȊzankaku, 2019). 
22

 Tokyo Photographic Art Museum, Yoakemae: shirarezaru Nihon shashin kaitakushi 

(Tokyo: Tokyo Photographic Art Museum, 2007). 
23

 Shun Uchibayashi, Kaiga ni kogareta shashin: Nihon shashinshi ni okeru 

pikutoriarizumu no seiritsu (Tokyo: Shinwasha, 2015). 
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In English language literature, Sebastian Dobson studied the process of selling 

and purchasing the album, including the prices of the prints. Terry Bennett has made 

extensive studies of the photographers and identified many of the makers of photographs 

according to their titles.24  

Luke Gartlan, David Odo, and Mio Wakita took the research on souvenir 

photography further and considered the cultural contexts in depth. Luke Gartlan focused 

on an Austrian photographerôs career, Raimund von Stillfried (1839-1911), to consider 

the complex cultural background behind the development of photography in Japan.25 

David Odo examined the souvenir photographs from the perspective of nineteenth-

century anthropology.26 Mio Wakita looked at the representation of women in the 

photographs by Kusakabe Kimbei (1841-1934).27 Other than these studies in English and 

Japanese, there have been exhibitions and studies on European collections of souvenir 

photographs in Italy, Germany, and France.28 

 
24

 Sebastian Dobson, Anne Nishimura Morse, and Frederic Alan Sharf, Art & Artifice: 

Japanese Photographs of the Meiji era: Selections from the Jean S. and Frederic A. Sharf 

Collection at the Museum of Fine Arts, Boston (Boston, MA: MFA Publications, 2004); 

Terry Bennett, Photography in Japan 1853-1912 (Tokyo: Tuttle Publishing, 2006); Terry 

Bennett, Old Japanese Photographs: Collectors' Data Guide (London: Quaritch, 2006). 
25

 Luke Gartlan, A Career of Japan: Baron Raimund von Stillfried and Early Yokohama 

Photography (Leiden, The Netherlands: Brill, 2016). 
26

 David Odo, The Journey of "A Good Type": From Artistry to Ethnography in Early 

Japanese Photographs (Cambridge, MA: Peabody Museum Press, Harvard University, 

2015). 
27

 Mio Wakita, Staging Desires: Japanese Femininity in Kusakabe Kimbei's Nineteenth-

Century Souvenir Photography (Berlin: Reimer, 2013). 
28 Francesco Paolo Campione and Marco Fagioli, Ineffabile Perfezione: La Fotografia 

Del Giappone, 1860-1910 (Firenze, Italia: Giunti, 2010); Christine K¿hn, Zartrosa Und 

Lichtblau: Japanische Fotografie Der Meiji-Zeit, 1868-1912 (Berlin: Kunstbibliothek - 

Staatliche Museen zu Berlin; Bielefeld: Kerber, 2015); Jérôme Ghesquière, Japon, 
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No previous scholarship has discussed the souvenir album as an object, looking at 

the various components of the album. My research considers the album as a concept, 

examining how the album creates the meanings of the images and texts inside as a whole 

object. In addition, I look at the exterior covers and the collected photographs in 

dialogue, in considering how images on the covers and individual pages coordinate  to 

represent impressions of a trip to Japan through the album format. 

 

My project  

My research follows the line of the Meiji art scholarship proposed by SatǾ Doshin by 

looking at a specific type of souvenir object, the photograph album. Made primarily for 

commercial purposes, targeting foreign travelers in Japan, the album is rarely discussed 

in the context of Meiji period art history. However, I consider souvenir albums as a prism 

that allows us to see Meiji-period Japanese art and its many elements more clearly. The 

album, I propose, results from the collaborative effort involving the latest innovations of 

photography, painting, and crafts in this period. My approach is the first in the field of 

Meiji period art history to examine the album as a whole.  

In my research, I have examined nearly a hundred souvenir albums in person. Of 

these albums, I chose nine examples to examine closely, as will be discussed further in 

the following chapters. In most cases, I handled the album myself, examining the pages 

of the albums and feeling the weight and the movement of the album as I viewed the 

 

albums de photographies - Musée Guimet, département Photographie, Paris, 2011, 

https://guimet-photo-japon.fr/index.php. 
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thick pages from the front to the back cover. Some of the lacquer covers, especially those 

cracked or damaged, revealed the composition of the cover with layers of lacquer on the 

wooden substrate. Following the order of the pictures, I considered how owners chose 

and arranged the photographs according to their personal preferences, as I will discuss in 

Chapter 2. 

My research thus focused on the album format containing hand-colored 

photographs bound between lacquer covers. Many of these measure about 30 x 40 cm. I 

encountered a few exceptions of larger (up to almost double the size) or smaller (with the 

smallest one measuring about palm-size) examples. The photographs usually take up the 

space of a page, one pasted on every page or every other page. The lacquer covers 

typically have gold decoration, called maki-e, making the album a luxurious souvenir 

object. The examples of albums I examined are located in various parts of the world, 

including Japan, the United States, England, France, the Netherlands, and Switzerland. 

The history of Meiji period art rarely discusses photography, as photography has 

applications that extend beyond the field of art history, including science and journalism. 

However, photography made a strong and lasting impact on Japanese visual culture. So 

far, research on early Japanese photography has only focused on the subjects of the 

photograph prints or the photographers, and rarely discusses its impact on the larger 

history of Japanese art. Likewise, scholarship on Meiji period crafts has focused on 

independent works by named craftsmen and their displays at international exhibitions. 

My project looks at the album as the intersections of these communities of photographers, 
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craftsmen, and painters in the Meiji period, and how the souvenir albums represent the 

complex developments of the concept of Japanese art for international audiences.  

In doing so, I address and connect areas of different academic fields, considering 

histories of Japanese art, photography, books, as well as crafts. First, I consider 

photograph albums as part of the discourse on vernacular or amateur photography.29 As 

the term suggests, vernacular type of photography showing daily life, such as snapshots. 

They are often private images not meant to be seen by the general public. The album, as 

well as the scrapbook, are often a way of compiling the snapshots, making a collection of 

images that carry personal meanings. Scholarship on vernacular photography has 

developed the approach to look at a photograph as a physical object rather than just as a 

two-dimensional image. I take this approach further in how I consider the album format 

as part of the experience of viewing photographs. As an object to display in drawing 

rooms, as well as to hold in oneôs hands and to turn over and flip through, the albumôs 

role is better understood as a physical object rather than just as a collection of images. 

How much the cover mattered as part of the album is explored further in my discussion. 

Souvenir albums had carefully crafted, decorative lacquer covers, making these objects to 

look into as well as to be seen in themselves. 

My project engages another aspect of the larger context for the albums in 

considering the sociopolitical background for the arts in Japan, thus asking important 

questions about the construction of national identity. As commercial products, souvenir 

 
29 Osamu Maekawa, ImǛji no vanakyurǕ: shashinron kǾgi (Tokyo: Tokyo Daigaku 

Shuppankai, 2020). 
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photographs responded to the needs and desires of their buyers. By selecting and ordering 

the photographs for the album, buyers also shaped the repertoires of the stock images at 

photograph shops. In order to market these photograph albums, their makers worked with 

traders and scholars to consider the types of images and objects that would be popular as 

Japanese souvenirs, both for the content of photographs as well as the images on the 

covers, and how the album could become a carrier of memories from specific locations. 

The communities of foreign visitors and souvenir sellers in port cities, such as 

Yokohama, I contend, are also a part of the production process in constructing the images 

of Japan in an album. 

 

Encounter and Authenticity 

Much English-language scholarship on nineteenth-century art, and specifically the 

studies that address Asian art made for international audiences, has relied heavily on 

post-colonial theory. Following Saidôs criticism of the ways that the West maintained the 

power to control how to represent the East, much of the research has largely considered 

how ñOrientalistò literature and paintings emphasize the exotic cultures of the East.30 

Although exoticism indeed shapes a part of the desire for compiling these albums, to say 

that the album exoticized Japanese culture is a simplification of the complex identities of 

viewers and makers, as my project demonstrates.  

 
30 Roger Benjamin, "Matisse in Morocco: a Colonizing Esthetic?," Art in America 78 

(November 1990): 156-165. 
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Post-colonial studies have also explored the directions of gazes that represent the 

exotic cultures of the other. In her work on modern Japanese crafts, Kikuchi Yuko 

discussed how the structure of Orientalism could be applied beyond the West-East 

relationship. She considers how Japanese artists also viewed and represented Chinese, 

Taiwanese, and Korean cultures as exotic and primitive civilization, a phenomenon she 

calls ñOriental Orientalism.ò Kikuchi also considers the concept of reverse Orientalism, 

wherein Asian artists exoticized European culture, ñthe originator of Orientalism.ò31 

These discussions of cultural encounters during the nineteenth century consider the 

direction of gazes from one culture to the other, taking notice of the colonial context of 

power of one over the other. I attempt to complicate the existing post-colonial scholarship 

by focusing on the concept of ñauthenticity.ò 

In order to better analyze the album as a product of international exchange, I 

propose ñauthenticityò as a key feature of Meiji period art. The concept of authenticity in 

this project borrows from tourist studies, as demonstrated by Christine Guth.32 Her book 

considers the collection, including photograph albums and ñcuriosò (small objects), 

acquired by Charles Longfellow on his travels to Japan in 1871. She suggests that these 

souvenir objects served to authenticate his travel, and were part of a larger trend of world 

travelers in this period. In this context, she argues for a connotation of authenticity that is 

different from that conventionally used in art history. Authenticity in art history is often 

used to indicate the accurate attribution of the creator of an artwork, determined by close 

 
31

 Yuko Kikuchi, Japanese Modernisation and Mingei Theory: Cultural Nationalism and 

Oriental Orientalism (New York: Routledge Curzon, 2003). 
32 Guth, Longfellow's Tattoos. 
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study of personal style. However, Guth expands on how she uses the concept of 

authenticity in her argument as follows: 

 

[A] Touristôs much looser understanding of authenticity is grounded in the idea of 

ñtradition.ò Generally only those works that are made to serve some function 

within a particular culture are classified as authentic, while those made expressly 

for sale to tourists or for export are deemed spurious. Distinguishing between 

these two classes of artifacts is problematic and often highly arbitrary.33 

 

Guth considers another aspect of authenticity for tourism that is characterized by the 

ñidealization of Japan.ò34 Authentic objects are handmade by the local craftsmen ñwith an 

innate aesthetic sense who, unlike their modern Western counterparts, were not motivated 

primarily by utilitarian or commercial impulses.ò35 Thus, Guthôs concept of authenticity 

in the context of tourism in Japan is defined by tradition and handcraft. Tradition 

suggests that an authentic object is rooted in the local culture, not only through the 

production process but also the use of the object. Handmade objects are authentic because 

they are a physical representation of aesthetics by native craftspeople.  

In analyzing the photograph albums, I propose another aspect of authenticity, 

defined as first-hand accounts. Travelogues, or diaries and commentaries of world travel, 

were one of the more popular types of literature in the nineteenth century, as exemplified 

by the novel, Around the World in 80 Days by Jules Verne, first published as a serial in 

1872. Travelers to Japan produced their own narratives of their journey. Isabella Birdôs 

 
33 Guth, Longfellowôs Tattoos, 90. 
34 Guth, Longfellowôs Tattoos, 90. 
35 Guth, Longfellowôs Tattoos, 94. 
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Unbeaten Tracks in Japan, Lafcardio Hearnôs Glimpses of an Unfamiliar Japan, and 

Alfred William Parsonsôs Notes from Japan are only a few examples of the many 

travelogues on Japan produced in this period. For many travelers, photography likely 

offered the perfect way to express the directness of their experience in a foreign country. 

As the latest technology to reproduce nature through light, photographs carried authority 

as direct evidence of the ownerôs trip to Japan. The photographs were even more reliable 

visual representations than these written accounts as evidence of the makerôs visit to the 

location.36  

This sense of authenticity worked as a driving force for foreign travelers to 

purchase Japanese objects as souvenirs. This idea of authenticity provides an interesting 

perspective because authenticity, as Guth has described, is an extremely slippery, vague 

concept. Scholar of tourist studies Jillian M. Ricky acknowledges how authenticity can be 

staged.37 The audience, in this case the foreign tourists, would in fact accept this 

performance of authenticity as long as the representation is ñbetter and more interesting,ò 

or more visually captivating, than the truly authentic object.38 Indeed, the technology of 

photography is not rooted in Japanese tradition, and thus could not be defined as a 

traditional handicraft. These photographs were, however, depictions of subjects in Japan, 

and they were made available as accessible products with a visually striking appeal of 

reality. An album bound in the traditional craft of lacquer produced an even greater sense 

 
36 Carol Armstrong, Scenes in a Library (Cambridge, MA: MIT Press, 1998), 322. 
37 Jillian M. Rickly and Elizabeth S. Vidon, Authenticity and Tourism: Materialities, 

Perceptions, Experiences (Bingley: Emerald Publishing Limited, 2018). 
38 Rickly, Authenticity and Tourism, 5. 
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of authenticity to make it a popular souvenir object. The long appreciation of these 

objects is demonstrated by how many are preserved in great quality today. 

In searching for the authentic in the representation of Japan, the makers of these 

products considered what it meant for an object to represent Japan, or what it meant for 

something to be ñJapanese.ò By using this idea of ñauthenticity,ò I break down the 

structure of post-colonialist theory, which often considers the direction of the gaze from 

one culture to the other. My approach examines how both the Japanese makers and the 

Euro-American viewers faced the idea of an ñauthentic Japan.ò In other words, the 

makers and the viewers are not looking at each other, but they are both looking at the 

vague idea of an ñauthentic Japan.ò This question about what it meant for an object, and 

for an artwork, to be ñJapaneseò became a central issue in Japanese art from the Meiji 

period on, as Japanese artists developed their national identity for presenting their works 

for international audiences. 

 

The Structure of This Dissertation 

I explore how the photograph albums represent the viewerôs and makerôs negotiation with 

authenticity through three chapters. These break down the souvenir album by its physical 

features: the album as a format, the photographs inside, and the covers as the façade of 

the album. With this organization, this dissertation first frames the album as a storyteller, 

while the second chapter further explores the story it conveys. Lastly, through the 

discussion of lacquer covers, the final chapter connects the photograph albums with other 

areas of Meiji period Japanese art, such as crafts and painting. 
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The first chapter begins with a description of the souvenir album to introduce the 

subject of this dissertation. It then studies various types of albums throughout history to 

consider the characteristics of the photograph album as a format. An album is a physical 

object that contains pieces of images and texts that all together form a whole. How does 

an album collect images and texts?  

 This comparison with other album examples also helps locate the Japanese 

souvenir albums in larger historical and cultural contexts. Specifically, this chapter 

examines Japanese albums from the Edo period and the Meiji period to consider the 

tradition of album making in Japan, and how souvenir albums fit into the history of 

Japanese photograph albums. Other examples of albums include personal and published 

albums that show how the album format might represent the ownerôs memory and 

identity. By considering the album as an object that constructs a story and presents it in 

convincing ways, this chapter shows how the album was an appropriate format for 

shaping ideas about Japan that fits makersô and viewersô intentions. 

The second chapter looks deeper into the album by examining the photographs. 

Photography was an innovation of the nineteenth century, which produced images using 

the latest modern technology.39 The images can produce seemingly unmediated 

representations of their subjects. In Japan, photography was encountered with skepticism 

and even fear at first, as I mentioned above. However, photography became popular 

 
39 An unmediated realism, in which the authority of the photographs was vested in the 

mechanical eye of the camera used by the trained anthropologist. Anna Grimshaw, The 

Ethnographer's Eye: Ways of Seeing in Anthropology (Cambridge: Cambridge University 

Press, 2005), 21. 
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among foreign tourists because photographs represented the places and the people that 

they encountered.  

These images often show fictional or ideal views on Japanese peopleôs lives by 

emphasizing distinctly Japanese customs and costumes rooted in the culture under the 

feudal rule during the Tokugawa period from 1603 to 1868. Indeed, the photographers 

often hired actors to enact specific scenes like warriors with arms and armor. At the same 

time, the souvenir photographs also show Japanôs latest developments in technology and 

Western influence on Japanese culture. This chapter thus contemplates how photography 

fabricated seemingly authentic representations of Japan, when the images show Japanôs 

unique views as well as Japanôs assimilation of foreign cultures. Souvenir photography 

created not one but multifaceted ñimages of Japanò for the foreign viewers. In making 

these images, Japanese makers of these photographs contemplated how desirable views 

of Japan could be conveyed as truthful representation of the nation. I argue that the 

production of souvenir photography marked the period in which Japan became especially 

self-conscious about itself as a nation. 

Lastly, in the third chapter, I examine the covers of the album. Japanese souvenir 

albums offer an intriguing example that uses lacquerware as covers. Lacquerwares have a 

long history as an export object, considered as a unique craft from Japan that traveled to 

various places around the world since the sixteenth century. The lacquer covers 

represented for the international audience the long tradition of Japanese crafts. In the 

Meiji period, lacquer was important to export objects as souvenirs in port cities like 

Yokohama as well as to be displayed in international exhibitions.  
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This chapter identifies one school of the lacquer makers, who participated in the 

production of lacquer covers. The Shibayama lacquer technique came into use during the 

Meiji period for this particular context. The Shibayama technique was used for lacquer 

covers of the albums as well as for large furniture on display at the international 

exhibitions. Several examples of Shibayama lacquerwares suggest that the circulation of 

lacquerwares in the Meiji period benefited greatly from the support of traders and dealers. 

The trading companies researched the foreign audiences through the souvenir shops and 

international exhibitions to direct the productions of the export objects. Thus, this chapter 

analyzes the community around Meiji lacquer production by considering the broad 

perspective in which traditional Japanese crafts responded to demands of foreign 

audiences. 

Through these chapters, this dissertation considers the history of Meiji period art 

from new perspectives. While the photograph album has rarely been considered in 

Japanese scholarship of Meiji period art, I argue that it represents one of the central issues 

of Japanese art since the Meiji period. Japanese art since the Meiji period shows the 

efforts of many Japanese artists to define Japan and Japanese art in order to grow and 

survive within the global competition. Through new ways of seeing and new media, 

Meiji period art explored the ways to represent Japan for Japanese as well as international 

audiences. The souvenir album exemplifies the period in history when Japan became self-

conscious as a nation within the global competition. The album format was an 

appropriate format to present Japan as part of the ownerôs personal history from their trip 

to Japan, while the photographs themselves showed the multifaceted culture of Japan. 
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Then, binding these images in the traditional technique of lacquer, the album became an 

authentically Japanese object, hand-made by Japanese craftsmen. 
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CHAPTER 1. REPRESENTING JAPAN IN AN ALBUM  

 

Japanese commercial albums contained many photographs of the landscape and people in 

Japan. These albums often documented trips of the travelers from Europe and the United 

States. In this album format, high-quality colored photographs of Japanese landscapes 

and everyday scenes create an image of Japan for the viewer through the inclusion of 

multiple photographs. In this chapter I will discuss the format of the album and consider 

how the photograph album was part of this longer tradition. 

Today, there are many other kinds of albums in circulation. These are found in 

most households, and they may contain collections of many kinds of things, such as 

images, writings, or even music. The term ñalbumò comes from the Latin word ñalbusò 

meaning blank or white, indicating that the concept for the format is defined by its 

original state of emptiness. Early uses of the term can be traced back to ancient Rome as 

a term for certain types of wax tablets, which were used to keep lists of names. The term 

began to bear the meaning that is close to the present-day use around the thirteenth 

century: as a bound collection that includes various types of writings like signatures, 

quotations, poetry, and verses.40 

The album format offers an important perspective for the history of photography 

and expands the subject beyond traditional methodologies. The history of photography, 

as a subfield in the history of art, has depended on the various methodologies used in the 

 
40 Verna Posever Curtis, Photographic Memory: The Album in the Age of Photography 

(New York: Aperture), 8. 
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history of painting, often focusing on stylistic movements and individual geniuses.41 

However, the field of the history of photography has recently started shifting its attention 

to examine the material aspects of photography, taking a ñvernacular turn.ò42 Today we 

tend to think less about photographs as physical objects since many photographs are 

circulated as data on the screen. However, photographyôs materiality is essential in 

analyzing how viewers perceived or remembered the depicted subjects, especially during 

the nineteenth century. As Elizabeth Edwards argues, ñthe relationship between 

photograph and memory and the way in which [a photograph] obtains its privileged 

position as a conduit of memory is refracted through the photographôs materiality.ò43 The 

albumôs materiality as a whole, rather than the individual images within, likewise holds 

its own distinct meaning. 

While there have been many studies on tourist photographs in Japanese, English, 

and other languages, scholarship on the lives of these photographic images in souvenir 

albums has previously been limited to a chapter in Christine Guthôs Longfellowôs 

 
41 As Douglas R. Nickel points out, ñ[e]xisting academic disciplinesðthe history of art 

and the history of science in particularðoffered ready-made models, such that the fieldôs 

founding texts now appear as exercises in recasting photographyôs heterogeneity to fit 

traditional, often value-laden, schema.ò Douglas R. Nickel, Francis Frith in Egypt and 

Palestine (Princeton: Princeton University Press, 2004), 1. 
42 Deepali Dewan and Olga Zotova, Embellished Reality: Indian Painted Photographs: 

Towards a Transcultural History of Photography (Toronto: Royal Ontario Museum 

Press, 2012), 16; Patrizia di Bello, Woman's Albums and Photography in Victorian 

England (Hampshire: Ashgate, 2007); Elizabeth Siegel, Galleries of Friendship and 

Fame: A History of Nineteenth-Century American Photograph Albums (New Haven: 

Yale University Press, 2010). 
43 Elizabeth Edwards, ñPhotograph as Objects of Memory,ò in Material Memories: 

Design and Evocation, eds. Marius Kwint, Christopher Breward, and Jeremy Aynsley 

(London: Bloomsbury Academic, 1999) 221. 
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Tattoos.44 In this chapter, Guth mentions how the album was an important tool for 

Charles Longfellow to present his experience in Japan when he returned to the United 

States. While Guthôs study focuses on the personalized album edited by Longfellow, I 

focus on the larger genre of Japanese souvenir albums, most of which were produced 

about a decade after Longfellowôs trip. My study establishes this type of album as a genre 

in the history of Japanese photography, first by describing the souvenir album and its 

standardized format. My study begins by considering the album as a format, asking: How 

did this format emerge in this period in Japan? What are the advantages of keeping these 

images in an album? How did Japanese souvenir albums help travelers recall their trips to 

Japan? How does the album format contribute to creating an ñauthenticò representation of 

the experiences in Japan through the collection of photographs? Here, I use the term 

ñauthenticityò to indicate a broad and vague idea that nineteenth century travelers had of 

the representation of ñtrue traditionò in the context of tourism.45 The buyerôs desire to 

own authentic images of Japan and the makerôs need to present an image that seems 

ñauthenticò to these clients were, I argue, a crucial drive behind the popularity of these 

albums. 

After setting the stage with a description of Japanese souvenir albums, this 

chapter considers examples of albums from Japan and Europe in order to locate Japanese 

 
44 Christine Guth, Longfellowôs Tattoos: Tourism, Collecting, and Japan (Seattle: 

University of Washington Press, 2004), 51-88. 
45 Guth, Longfellowôs Tattoos, 90. As mentioned in the Introduction, this use of the term 

differs from the conventional use in art history, implying the originality of an artwork by 

a certain artist, as proposed by Benjamin. Walter Benjamin, ñThe Work of Art in the Age 

of Mechanical Reproduction,ò in Illuminations, eds. Walter Benjamin, Hannah Arendt, 

Leon Wieseltier, and Harry Zohn (New York: Schocken Books, 1969). 
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souvenir albums in historical and cultural contexts. There is a long history of collecting 

and keeping texts and images in albums in Japan. I will consider tekagami (albums of 

calligraphy fragments) as one of these examples to explore how and why people collected 

visual materials in albums. I offer another example, the photograph album of the Edo 

castle made in the early Meiji period, as a contrast. These examples demonstrate ways in 

which Japanese albums have constructed for their owners this quality of ñauthenticityò in 

different contexts. By comparing these two albums from different periods, I also discuss 

how albums in Japan changed in the Meiji period, when photography and practices 

around photography were introduced in Japan. 

The last section considers the audience of the souvenir albums. Though these 

albums are found around the world, clues about the original owners or buyers are 

extremely limited. Most albums I have examined are composed entirely of purchased 

souvenir photographs. However, an album combining purchased photographs and family 

snapshots, held at the Kislak Center at the University of Pennsylvania, offers lively 

details of a familyôs trip to Japan and can be traced to its original owners. The album was 

compiled by an American couple, Albert and Lillian Allen, who traveled to Japan and 

purchased souvenir photographs to include in their own album. The album (hereafter 

referred to as ñthe Allen albumò) begins with these purchased photographs, then 

continues with snapshots; in the captions they are called ñAlò and ñLill.ò This is one of 

the rare examples that combines hand-colored souvenir photographs as well as snapshots 

taken by Al. Because it contains personal snapshots and hand-written captions, the album 

reveals more about making and viewing practices than do the conventional souvenir 
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albums composed entirely of purchased photographs. While conventional souvenir 

albums contained minimal texts, the Allen album tells us how they traveled from the U.S. 

to Japan and within Japan through Alôs own handwriting. I take this album as the closest 

example I could find in learning about the owner of souvenir albums in the nineteenth 

century. 

This section then relates the Allen album to other European and American 

albums from around the same period to study the roles that photograph albums played in 

the lives of European and American audiences in this period. I take two types of albums 

from the nineteenth century for comparison. One is Francis Frithôs photograph album 

from Egypt and Palestine that introduced the views of foreign countries for the European 

audiences. Another example is Queen Victoriaôs album of carte-de-visite photographs of 

the Royal Family taken by John Jabez Edwin Mayall around 1860. Photograph albums 

were produced around the world in this period. There are also examples of commercial 

photograph prints and albums in India and China around this period that are comparable 

with Japanese souvenir photographs. In this chapter, however, I limit my scope to albums 

historically produced in Japan; my examples are now held in museums and libraries in 

the United States, England, France, and the Netherlands and were likely purchased by 

wealthy travelers from these locations. 

Through these examples, I argue that the album as a format works to create an 

ñauthenticò story that was shaped by, as well as continues to shape, the ownerôs history 

and knowledge. For owners, albums served as platforms to express their experience, 

knowledge, and personal relationships. This chapter thus discusses how creating an 
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album as a collection of images represents the ownerôs personal interests, making it a 

whole that is more than the sum of its parts. I argue that, because of this particular 

function for the album format, Japanese souvenir albums fulfilled the ownersô desires to 

create an authentic representation of the experience of their travel in Japan. 

 

Defining the Japanese Souvenir Album 

The souvenir photograph album from Meiji-period Japan was part of a group of mass-

produced goods that came to have a standardized format and materials. Many of the 

makers specialized in producing these albums for a specific type of buyer, the foreign 

tourist. In Japanese, the term ñBakumatsu Meiji shashinchǾò (Photograph albums from 

the Bakumatsu to Meiji periods (c.1850 to 1911)) or ñmaki-e arubamuò (lacquer album) 

usually refers to these export tourist albums.46 This dissertation uses ñsouvenir albumò or 

ñexport albumò to emphasize the characteristics of these albums as souvenirs that 

represented Japan as a nation for its international audiences. Here, I describe the 

characteristics of these commercially produced albums in order to locate them in the 

history of Japanese photography and Meiji period Japanese art. 

 

 

 

 
46 The term photograph album in Japanese is shashin chǾ or shashin arubamu 

, shashin meaning photograph and chǾ as a common translation for ñalbum.ò 

Arubamu simply derives from the English word, ñalbum.ò Today, arubamu is more 

frequently used, and the word on its own can imply photograph album as ñalbumò does in 

English. 
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Purchasing the album 

These photograph albums were made specifically for commercial purposes and were 

targeted mainly towards foreign visitors in Japan. They were one of many Japanese 

commodities, such as toys and craft objects, that were often called ñcuriosò or ñknick-

knacksò and decorated the parlors and living rooms in travelersô homes.47 Shopping was 

one of the most popular activities for foreigners in the port cities, and foreign settlements 

near the ports in Yokohama and Kobe had numerous souvenir shops selling Japanese 

paintings, furniture, toys, crafts, and costumes. While the travelers brought home a 

variety of souvenirs from furniture to small toys, albums seem to be the one thing that 

most travelers brought home as a memento and trophy of their trip.48 The albums were 

slightly different from other ñcurios,ò requiring purchasers to select and compile images 

between the album covers. Thus, photograph albums offered another way for travelers to 

show off their experience in Japan for their family and friends back in their home 

country. By selecting photographs for these bespoke albums, these albums documented 

the views and scenes the travelers encountered or wished to encounter in Japan. They 

provided an affordable and effective way to document their experience, and these albums 

are found with other objects in many collections of Japanese objects from this period. 

Albums were sold in specialized photography studios and shops on the streets of 

Yokohama (Figure 1.1). These photograph shops were temporary businesses with many 

offices in Tokyo and Yokohama, and unfortunately, little information remains today; 

 
47 Guth, Longfellowôs Tattoos, 94-100. 
48 Guth, Longfellowôs Tattoos, 83. 
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many records, such as inventories and receipts, would have been destroyed in the Great 

Kanto Earthquake in 1923 and the U.S. fire-bombings of Tokyo in 1945. While little 

information about how buyers chose the cover designs and how the albums were bound is 

available today, much may be surmised from close study of the albums.  

Of nearly a hundred albums that I have seen in my research, there are no two 

identical albums with the same choice or order of photographs, demonstrating that many 

customers themselves likely chose the photographs inside their own albums. As discussed 

further in Chapter Two, one photographerôs studio catalogue remains extant. Kusakabe 

Kimbei (1841ï1934) was one of the most active photographers of his period and many of 

his photographs appear in these albums. Comparisons between photographs in albums 

and Kusakabe Kimbeiôs studio catalog suggests how purchasers might order photographs 

(Figure 1.2). As may be seen in this example, many photographs have small strips on the 

edge of the image, such as here, ñ615. Shiba Temple.ò This number and text on the strip 

correspond with Kusakabe Kimbeiôs catalog, and it seems likely that customers could 

make their orders using those numbers. Some images appear in a lot of albums, such as 

portraits of a geisha in kimono or of a tattooed man (Figures 1.3 and 1.4). Many extant 

albums also include selections that suggest that the clients could customize the 

photographs in the album by adding their favorite images onto a select set of 

recommended photographs at the store. It is likely that photograph studios had close ties 

with lacquer cover makers, so that the clients could order a lacquer covered album with 

selected images and have them bound at the studio. 
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Physical characteristics 

Extant souvenir albums, or more broadly albums that contain commercial Japanese 

photographs, can come in various forms including those with lacquer, leather, or textile 

covers. They could be compiled in Japan at a Japanese photography store or back in the 

buyerôs home country. This dissertation focuses on albums that have two material 

characteristics. First, the souvenir albums contain professionally produced hand-colored 

photographs. Second, the album has leather spine and lacquer covers with maki-e 

paintings. While many albums from this period that contain black and white photographs 

of Japan with brocade or leather covers survive in many parts of the world, these two 

characteristics are the most treasured variety of the souvenir albums. The albums with 

hand-colored photographs and lacquer covers are most commonly found and exhibited in 

museums and libraries today. 

These albums usually measure about 30 x 40 cm. They contain about fifty to a 

hundred hand-colored photographs, one pasted on every page or every other page. 

Sometimes the pages have tissue papers to protect the photographs. These photographs 

are produced by professional photographers who sold photographs primarily for foreign 

travelers in Yokohama during the nineteenth century. Every album contains a unique 

collection of landscapes, and everyday scenes, as I discuss in the second chapter. The 

album hardly contains any text except for the titles of the images labeled on the 

photograph prints. Tamamura and Farsariôs albums sometimes have decorative 

frontispiece prints with the brand logos of their studios and their popular images (Figure 
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1.5). However, few albums have any text about the identities of the makers or any 

information about the depicted scenes. 

The covers are made with luxurious lacquer with maki-e decorations, as I will 

extensively discuss in Chapter Three. The souvenir album is a rare instance in the history 

of Japanese books to be bound with lacquer covers. The black or red lacquer covers give 

a decorative appearance while making it a hefty and delicate object. 

Finally, the most deluxe albums have illustrations on the margins of every page. 

(Figure 1.6) They depict Japanese peopleôs everyday lives or native birds and flowers in 

watercolor. Because some albums have empty pages (no pasted photographs) with these 

illustrations, these illustrations were likely applied before photographs were pasted.  

Some illustrations on the margins relate to the photograph on the same page. For 

instance, figure 1.7 from the Batchelder album shows the photograph of Mount Fuji by 

the lake with an illustration of the waterfront. The boats on the lake in the photograph are 

repeated on the small boat in the illustration at the bottom left of the page. On the top 

right, a woman sits indoors with a wind chime, holding a fan in her hand. The woman in 

the illustration seems to be enjoying the breeze by the water and creates a summery 

atmosphere. While the photograph presents a simple view, the illustration gives a 

seasonal tone to the page. 

 

A Narrative in an Album  

In this album format, the owners could create a narrative through the juxtaposition of 

photographs. Though provenance records are rarely found on the photograph albums, 
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many clients bought photographs of the places they personally visited in the order that 

they traveled.49 Many albums have a typical order, to first lay out the images of famous 

places that are then followed by everyday scenes. I will explain further about the order of 

photographs and their meanings in the second chapter.50 The album offers endless 

possibilities to create meaning through the combination of images. Compared to loose 

prints, photographs in an album can have various implications when juxtaposed in a 

distinct order. 

The album can create a perfect, idealized version of the trip, which may 

represent or may divert from the travelerôs actual experience. Many of the high-quality 

and hand-colored photographs show signs of artificial settings. For example, they use 

hired models posing for many of the photographs. Theatrical props and paintings in the 

background also can be seen in multiple photographs from the same studio. Hand-

coloring is also evidence of alteration to the photographic image. Yet altered images may 

yet have retained emotional proximity to the viewers because they may have encountered 

places and people similar to what was represented in similar scenes. The albums may also 

have responded to desires to see private scenes that they would otherwise not be able to 

see. These depictions of Japan optimized and even glamorized representation of their 

actual (as well as their imagined) experience. 

 
49 Guth, Longfellowôs Tattoos, 60. 
50 The order of the snapshots in the Allen album suggests their travel route but the 

arrangement of the hand-colored photographs in this album does not follow that itinerary. 

This suggests that they ordered and arranged commercial photographs using another 

rationale than the one they used for their snapshots. 
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Japanese souvenir albums were produced in Japan with mostly Japanese 

materials and many Japanese photographers. However, many European photographers 

laid the foundation for this business catering specifically toward the audience from 

Europe and the United States. These albums thus demonstrate the intersection of different 

album conventions in East Asia and Europe. In these ways, souvenir albums offered the 

owners to keep Japan close even after they left Japan. Temporary and geographic 

distances disappear in the album, and viewers can go back to their time in Japan every 

time they open the albums. These albums captured the places and views that the travelers 

encountered during their trip in professional quality and in color, bound in luxurious 

lacquer cover with gold details. The deluxe finish of these albums embellished the 

travelersô experience with these extra decorations of detailed hand-coloring, margin 

illustrations, and lacquer covers. The following sections evaluate how Japanese souvenir 

albums relate to the traditions of Japanese and European albums and consider the unique 

characteristics of the Japanese album as a format that made it a major export product in 

nineteenth-century Japan. 

 

Japanese Albums 

How do these souvenir photograph albums relate to the history of albums in Japan? East 

Asian cultures have a long tradition of collecting textual and graphic fragments in book 

forms. In Japanese, many words relate to the concept, ñalbum,ò the closest translation 

being chǾ , which is also a counter word for orihon  or an accordion style book. 

Orihon style books were often used for the collection of writings and images. This 
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character, chǾ , makes compound words, such as hǾjǾ  and shȊjǾ , both 

meaning album of collected calligraphy. GajǾ (also pronounced gachǾ)  is an album 

of images or illustrations.51 ShȊ  is another way to indicate a collection or an anthology 

in book form, such as shishȊ  (lit. poetry anthology or collection) and gashȊ  (lit. 

collection of paintings or drawings).  

From many types of Japanese albums, I have selected a couple of distinctive 

examples for this section to consider what kinds of roles the album as a format played in 

Japan. The two examples are from before and after the invention of photography: 

tekagami, a type of album that includes a collection of calligraphy, and a photograph 

album of the Edo castle. These two albums offer insight into the types of meanings these 

albums had in Japanese peopleôs lives, and how, in fascinating ways, they negotiated and 

represented the sense of authenticity. 

 

Tekagami 

One of the most well researched type of Japanese albums is a collection of calligraphy, 

tekagami , also called hǾjǾ  and shȊjǾ . Takagami could also indicate an 

album of illustrations, but the term is popularly used to describe the calligraphy album. It 

is one of the oldest and most popular forms of East Asian albums that shows the practices 

around albums in Japan. This example helps us consider what people collected in an 

album for what reasons and purposes. 

 
51 Other instances of the use of the word nǾkeichǾ , an album of Buddhist scripts 

and icons, and album of fabrics are called kogirejǾ . 
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Tekagami, literally meaning ñthe mirror of the hand,ò is a collection of 

fragments of calligraphy. The pieces can be from a novel, prose, poetry, or Buddhist 

scripture, or other, and are often by historical figures acclaimed for their excellent 

handwriting. Rather than the meaning of the text, calligraphy in tekagami is appreciated 

for the visual aesthetics of the calligraphic fragments. Even if the text does not make 

sense as a fragment, the beauty of the calligraphy is treasured for its form. Because 

calligraphy has been considered the highest form of visual art in East Asia, calligraphic 

fragments by historical figures became desirable pieces for collectors, typically 

intellectuals and aristocrats.52 Albums with calligraphic fragments offered examples for 

scholars to learn and imitate writing of the most sophisticated form. The tradition of 

collecting calligraphy samples dates back to 200 C.E. in China. In Japan, the practice of 

collecting calligraphic fragments started around the Momoyama period, then became 

popular in the Edo period as a form of dowry for aristocrats and high-rank warriors.53 

One of the most important examples of tekagami is called Minu yo no tomo, now 

designated as a National Treasure and held at the Idemitsu Museum of Art, likely 

compiled in the first half of the nineteenth century (Figure 1.8). This tekagami is an 

accordion style album with brocade covers. Each page has calligraphy pieces in various 

sizes and colors. Some pieces can show just a couple of lines while others show more 

than ten lines of writing. The paper itself is another important part of the calligraphy 

 
52 Setsuko Beppu, ñKohitsu Tekagami: Kokuho minuyonotomo to moshiogusa,ò in 

Kohitsu Tekagami (Tokyo: Idemitsu Museum, 2012), 6. 
53 tekagami can be applied to albums that include paintings, too, such as ǽoka 

Shunbokuôs Ehon tekagami from 1720. https://library.si.edu/digital-

library/book/ehontekagami00oyok 

https://library.si.edu/digital-library/book/ehontekagami00oyok
https://library.si.edu/digital-library/book/ehontekagami00oyok
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fragment. Called ryǾshi  in Japanese, the writing paper often has patterns and 

illustrations as a decoration. The calligraphy pieces in this volume are accompanied by 

thin labels on the right identifying the calligrapher, and each is thus authenticated. This 

album includes examples of the calligraphers considered to be the greatest at the time it 

was compiled in the Edo period, with fragments dating from the Nara period to 

Muromachi period (710-1573). Many of the writers are famous and important figures in 

Japanese history, such as former Emperors ShǾmu (701-756) and Goshirakawa (1127-

1192), statesman Fujiwara no Kamatari (614-669), and poet-calligrapher Ki no Tsurayuki 

(872-945).54 

The convention of collecting calligraphy fragments was an esteemed activity in 

the Edo period. Because the identification of the author for each calligraphic sample was 

essential to guarantee the quality of the album, there were professionals called kohitsumi 

 who authenticated the writers of the calligraphic fragments. The Kohitsu family 

became famous as authenticators for this specific purpose.55 Their name, Kohitsu , is 

a word for calligraphy pieces, and literally means ñold brush (or calligraphy),ò coming to 

be used as the family name. Minu yo no tomo includes authentications by the Kohitsu 

family. Some calligraphy albums have authentication strips, called kiwame  with 

Kohitsu familyôs seals, as seen in Beinecke Libraryôs Tekagami-jǾ (Figure 1.9). 

 
54 Kenji Tasaka, ñKokuhǾ kohitsu tekagami ǽtekagami, KanbokujǾ, Moshiogusa, Minu 

yo no tomo taishǾhyǾ,ò Bunken kenkyu no kai (7), 1980, 33-46. 
55 Other families of authenticators, such as the Kanda, Hatakeyama, and Asakura 

families, are documented in Wakan shoga kohitsu kanteika-in fu 

. See, Setsuko Beppu, ñKohitsu Tekagami,ò in Waka to kana no katachi: ChȊsei 

kohitsu no naiyǾ to syoyǾ (Tokyo: Kasama Shoin, 2014). 



45 

 

While the authentication of the calligraphic hands significantly affected the 

value of the tekagami albums, they did not necessarily suggest that they truly were the 

original handwriting as the labels indicated. The calligraphers include the most famous 

historical figures like the emperors, high-ranking aristocrats, or feudal lords covering 

nearly a thousand years. The original handwriting would have been extremely difficult to 

collect, much less in a single volume. Scholars argue that these authentications, 

especially for the authors from before the late Kamakura period, should be considered 

more as the calligraphy in the style of whoever the historical figure that they claim they 

represent.56 Tekagami shows how the authenticity of the calligraphic fragments in fact 

relied on the viewerôs understanding of the potential for falsity but the close imitation 

served as recognition of an authenticity of style. Regardless of whether the calligraphy 

fragments truly were by the hands of historical figures, the association of the aesthetics of 

the calligraphy with the famous historical figures increased the value of the album as a 

whole. 

The title of this album too implies the kind of impact the viewers expected from 

a tekagami. The phrase, minu yo no tomo, translated as ñFriends of the World Unseen,ò 

refers to a phrase in the thirteenth chapter of Tsurezuregusa (Essays in Idleness) 

composed in the late Kamakura period around the mid-fourteenth century: ñThe 

pleasantest of all diversions is to sit alone under the lamp, a book spread out before you, 

 
56 Takashi Masuda and Hironobu Hibino, Keian tekagami (Kyoto: Shibunkaku Shuppan, 

2017), unpaged. 
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and to make friends with people of a distant past you have never known.ò57 A collection 

of the best calligraphy of all time, this album is a space in which the most important 

calligraphers in Japanôs history could come together, and the viewer in the contemporary 

world could witness the gathering of historical figures.  

This sentiment of imaginary encounter can be seen in other Japanese albums and 

books. A popular example is the uta awase books that depict the thirty-six immortal poets 

and their poems; in these books, poets from different time periods have an imaginary 

poetry competition. Many of these books contain paintings, in which case, they can be 

called gajǾ (or gachǾ)  (picture album). Jidai fudǾ uta awase emaki at the Tokyo 

National Museum (originally a handscroll currently bound as an accordion style album) is 

an example of this genre of albums. The title Jidai fudǾ, or ñregardless of time,ò suggests 

that the poetry competition among the greatest poets transcends time. 

These Japanese albums, tekagami and uta awase, thus created an imaginary field 

in which great historical figures can come together beyond the sense of time and space. 

As albums they allowed viewers to engage in the activity described in Tsurezuregusa, of 

the pleasant diversion of becoming acquainted with another world through the pages of a 

book. 

 

The Photograph Album of Edo Castle 

 
57 ₈└≤╡ ─╙≤⌐ ╩└╤→≡⁸ ⌠ ─ ╩ ≤∆╢↓∕⁸↓╟⌂℮

╗╦↨⌂╣₉KenkǾ, translated by Donald Keene. Donald Keene, Essays In Idleness: 

The Tsurezuregusa of KenkǾ (New York: Columbia University Press, 1998), 12. 
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After photography arrived in Japan, the medium became more popular as a form of 

historical documentation or commercial souvenir than as a method for portraiture, as it 

was in Europe. One of the earliest examples of this use is the photograph album of the 

Edo castle. The production of this album dates to 1871, when souvenir photography was 

still in its early years. The castle represented the center of the Tokugawa rule, which had 

at this point become the symbol of Japanôs past when this album was published. The 

Great Council of State, Ninagawa Noritane (1835-1882) commissioned KyȊ Edo-jǾ 

Shashin-chǾ (Album of the Old Edo Castle) in order to document what was left of the 

Edo castle at the beginning of the Meiji period after parts of the castle had been destroyed 

by earthquakes and fires in the 1850s and 60s.58 The photographer was Yokoyama 

MatsusaburǾ (1838-1884) and the colorist was Takahashi Yuichi (1828-1894), known 

today as the pioneers of photography and oil painting, respectively. 

The images in the album depict different parts of the castle from various angles. 

The photographs in the album, currently held at Tokyo National Museum, have names of 

important locations and buildings, directly written in ink by Ninagawa. Every picture has 

a number inscribed on it, indicating that Ninagawa decided the specific order of these 

images in the album. The order of the photographs does not make sense geographically. 

Photographs in the beginning show wide views overlooking multiple buildings around 

honmaru and ninomaru, the two main buildings of the castle. Then follow images 

 
58 Tokyo-to Edo Tokyo Hakubutsukan, ed. Ukiyo-e kara Shashin e: Shikaku no Bunmei 

Kaika [From Ukiyo-e to Photography: Cultural Awakening in Japan's Visual Field] 

(Kyoto: Seigensha, 2005), 90.  
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depicting close shots of key gates and architectures. The album as a whole thus gives the 

broader overview first and closes into the details of the castle. 

The photographs of the castle gates in this album have a variety of compositions. 

For instance, ñImage 31, Nakano-mon/JȊbako yaguraò shows the gate at an angle, the 

structure receding into the background (Figure 1.10). There are many people, mostly 

men, in kimono in front of the gate, many of them looking to the left side of the image. 

ñImage 35, Renchi-monò has a birdôs eye view overlooking the gate and the structures 

around it (Figure 1.11). The neighboring keeps and other buildings are labeled in ink so 

that the image demonstrates the whole area around the gate. Another image of the gate, 

ñImage 38, Fukiage-mon,ò is a completely different kind of image that looks through the 

thicket of several trees (Figure 1.12). The small gate appears afar between the branches. 

A person in a red robe, probably a gatekeeper, stands facing the camera. Compared to the 

other two images of the gates, this photograph shows the gate hidden in between the trees 

heavily covered with ivy. Every image of castle gate has its own distinct composition, 

rather than all of them having similar compositions for easy comparison. Though this 

album was made to document the extant architecture of the castle, these varied 

compositions make the album more than just simple recordings of the area. 

The colorist, Takahashi Yuichi, had been studying European-style painting, 

particularly oil painting, for almost ten years at this point. As seen in previous examples, 

all of these images are almost fully covered in transparent pigment, details of the 

architecture, trees, moat, and people carefully traced and colored by hand. ñImage 16, 

Ninomaru kuichigai-monò shows multiple people in kimono on top and at the bottom of 
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the stone wall (Figure 1.13). Though it may be difficult to recognize at first, the kimonos 

are carefully colored to distinguish these individuals. In addition to merely coloring, the 

painter added shading to the textile, making the people look more naturalistic in the 

photograph. ñImage 15, InuinijȊ-yagura/Yuzukita-monò depicts the keep and the gate in 

the center extending to the upper right side of the photograph, overlooking the walls on 

the lower left side (Figure 1.14). The main feature of the print, InuinijȊ-yagura falls on 

the center but it is so far from the camera that some details seem to be lost on the print. 

However, the hand-drawn lines trace the shape of the tower, dramatically adding to the 

original photograph but keeping the architecture clearly visible. Looking closely, ñImage 

16ò also traces the stone wall of the moat, again clarifying the image. Thus, on top of 

adding colors, Yuichi supplemented necessary information onto the images through this 

coloring work. 

This album demonstrates the use of photography as a new technology. On 

ñimage 42ò, the photograph of the Soto sakurada-mon gate shows a person taking a 

photograph in the center of the image (Figure 1.15). In front of the moat by the Sakurada-

mon gate, the photographer with his equipment covers his whole head with the dark cloth 

and looks into the camera, while a passerby is watching. The focus of this picture is 

clearly the photographer and his camera: the photographer is right in the center of the 

image that shows little description of the architecture. This is a self-referential picture of 

the act of photographing. It is unclear who the photographer in this picture is or what the 

subject of his photograph is. This photograph was taken in 1871 when the camera was 

still a new technology in Japan. By including this picture, the album not only documents 



50 

 

the historical architecture but also demonstrates for the viewers how this photography 

project took place, suggesting this project itself too is a historical moment. This album 

shows the makersô reflection on photography and the album format as new ways to 

record Japanese history. 

In the early years of photography, Ninagawa considered it to be an effective 

means to document important Japanese art.59 With a variety of compositions and intricate 

hand-coloring, the album documented the Edo castle in an unprecedented format. Rather 

than simply recording each view in the same composition, the album presented many 

angles of the castle with varying angles and colors. As an official document for the 

government that contains the legacy of the Tokugawa rule, the album preserves every 

image in compelling visual details. The photographs in this album were published again 

in Meiji 11 (1879) and TaishǾ 5 (1916) in different formats, suggesting that this 

photograph album continued to be regarded as an important resource for Japanese 

history. 

Close study of these two forms of Japanese albums reveals how the format was 

used in efforts to collect and present visual materials in the best quality possible. 

Regarded as a resource that would last for a long time, the album edits individual images 

to fit their purpose and organizes the images in the most effective order. In both instances 

of the tekagami and the Edo castle album, the presentation of their materials as authentic 

 
59 Morio Kanai, ñNinagawa Noritane to Kobijutu shashin-ka Yokoyama Matsusaburo no 

gyǾseki,ò in Kyoto National Museum GakusǾ [The Kyoto National Museum bulletin] 11 

(1989): 101-111. Around this time, Japan was also preparing for the Vienna international 

exhibition. 
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is crucial to make them historic and aesthetic resources. The tekagami clearly marks the 

authorship of each handwriting, and the Edo castle album utilizes the latest technology of 

visual reproduction, both in order to increase the credibility of the visual representations. 

However, these strategies to create the impression of authenticity are in fact largely 

fabricated or modified. 

At the same time, the comparison of these two examples shows how albums 

changed in the Meiji period. Apart from the obvious difference in the material, 

technology, and the audience, the purpose of the album shifted. Tekagami was made for a 

closed inner circle of elites and aristocrats, whereas the Edo castle album shows the effort 

to present architecture for the public. Using photography makes it easier to reproduce 

versions of the album, or even publish it for a larger audience. The latter example targets 

both domestic and international audiences, showing the castle that signifies the previous 

leadership of the nation. While both have educational roles, tekagami enriched a closed 

intellectual community while the photograph album promoted the historical architecture 

for the world. The photograph album also advertised the technical advancement of 

photography and photographic practices in Japan. 

 

Viewing Souvenir Albums 

When Japanese tourist albums became popular in the latter half of the nineteenth century, 

albums were already commonplace in European drawing rooms and American parlors. 

According to Patrizia di Belloôs study on Victorian conventions around family albums, 

the album was more a social object than a private one, as they often displayed the 
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ownerôs interests and personal relationship to people outside of the family.60 In drawing 

rooms and parlors, albums served as conversation pieces. Many middle-class households 

owned photograph albums, which could be categorized into four types: travel albums, 

family albums, celebrity albums, and thematic albums.61 The Japanese souvenir 

photograph album could thus have been stored with other travel albums from other parts 

of the world. This section looks at a variety of albums from nineteenth-century Europe 

and the U.S. to consider what kinds of meanings and effects albums had for viewers and 

how Japanese souvenir albums fit in that context. 

This section first looks at a unique example of an American familyôs album from 

their trip to Japan that contains commercial hand-colored photographs and personal 

snapshots. The album of Albert and Lillian Allen held at the Kislak Center at the 

University of Pennsylvania Libraries contains photographs from their trip to Japan in 

1901. The existing resources about travelers to Japan and their photograph album from 

their trip have been limited. One of the few examples would be the collection of Charles 

Longfellow, about whose albums Christine Guth has discussed in a chapter of her book, 

Longfellowôs Tattoos. The Allen album is another rare example of an album from a trip to 

Japan. This album reveals the intention of the owner who compiled the photographs in an 

album. 

 
60 Patrizia di Bello, Women's Albums and Photography in Victorian England: Ladies, 

Mothers and Flirts (Aldershot, England; Burlington, VT: Ashgate, 2007); Elizabeth 

Siegel, Galleries of Friendship and Fame (New Haven: Yale University Press, 2010). 
61 William Culp Darrah, Cartes De Visite in Nin[e]teenth Century Photography 

(Gettysburg PA: W.C. Darrah, 1981). Cited in Osamu Maekawa, Remediating 

Vernacular Photographies (Tokyo: Tokyo University Press, 2020), 202. 
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By comparing the Allen album to other examples of American and European 

photograph albums, I explore how American and European viewers may have perceived 

albums in this period. One is Francis Frithôs Egypt and Palestine (1858-1860), which 

could be described as an album but was also published as a photobook. This album 

documents the views of the parts of the world that many Europeans and Americans had 

yet to visit in this period, and offered a first-hand account of the photographerôs travels. 

This album shows how commercial photographers responded to the desire to see the 

places around the world, as traveling got easier in the nineteenth century. These 

photographers relate to Japanese photographers who catered to similar types of 

audiences. 

Another example is a photograph album of carte-de-visites, compiled by Queen 

Victoria (1811-1901).  The carte-de-visite photograph, patented by André Adolphe 

Eugène Disdéri in 1854, is a standardized palm-size (approximately 6.4 x 10 cm) portrait 

made in the wet-collodion albumen process. The photographs inside are commercial 

images sold by Mayall, a popular photography shop that stocked images of the royals and 

celebrities. Though collecting carte-de-visites was a popular activity for the middle-class 

in the nineteenth century, Queen Victoria also participated in this culture. As a personal 

collection of carte-de-visites, this album exemplifies how albums could record and even 

fictionally create a personal history for the owner. The Frithôs album and Queen 

Victoriaôs album share two aspects with the Allen album, which includes both 

commercial images of foreign countriesô views and the personal collection of friends and 
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family. The contrast of these three albums helps us consider the socio-historical context 

of the Japanese souvenir albums. 

 

The Allen Album 

The Allen album seems to be a unique example within the larger genre of 

Japanese photograph albums. In contrast to all others I have surveyed, this is one of a few 

examples that includes commercial hand-colored nineteenth-century Japanese 

photographs and the Allenôs own personal snapshots. Called ñAl and Lillò throughout the 

album, the album was compiled by Albert Cooper Allen (1875-1972) and his wife, 

Lillian (dates unknown). They married in Utah in 1899 and traveled to Japan in 1901 

with their baby ñMary.ò62 The Japan Times from October 15th, 1901, reported the arrival 

of the family of A. C. Allen by the ship called the Coptic (Figure 1.16).63 The newspaper 

describes them as traveling with their daughter Mary and a nurse. 

The Allens selected commercial photographs depicting activities and historical 

sites for the first half of their album. Each of these photographs is a professionally 

produced high-quality image with hand-coloring. There are also large photographs that 

take up whole pages. Eighteen pages of hand-colored photographs are followed by 

sixteen pages of personal snapshots mostly taken by Al. In contrast to the large 

commercial photographs, these small snapshots lack precise focus and contrast. They are 

also smaller in size with about five to nine pictures pasted on each page. These black-

 
62 ñAlbert C. Allen photographs, c. 1914-1950s,ò University of Oregon Libraries, 

accessed December 14, 2017. 
63 ñPassengers Arrived,ò The Japan Times, November 5, 1901. 
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and-white snapshots depict the family members and their friends from the trip. 

Accompanied by hand-written captions, these smaller pictures reveal the specific places 

they visited and activities they experienced. This combination of commercial 

photographs and personal snapshots in this album provides an interesting perspective to 

think about documenting a trip in a photograph album. The order, juxtaposition, and sizes 

of the photographs, in addition to the album covers and binding, altogether create 

meanings to the series of photographs, making the album more than the sum of its parts. 

In this album format, high-quality colored images of Japanese landscapes merge with the 

people and their experience seen in the black-and-white snapshots, composing its own 

distinct picture as a whole. The Allen album thus prompts a closer look at how they used 

the album format. 

The Allen album starts with a birdôs eyeôs view looking over the iron bridge in 

Kyoto. This and later photographs capture views of Japanese cities in great detail, and 

most of the commercially produced photographs present scenes from two locations, 

Kyoto and Tokyo. The images feature historical sites and architecture, as well as 

everyday lives of people in these places. For instance, photographs of Chionôin and 

Higashi Honganji temples in Kyoto show the architecture and interiors of these medieval 

sites with meticulous coloring (Figure 1.17). The photographs of the interior of Chionôin, 

in particular, carefully recreate the colorful and brilliant interior decoration; detailed 

coloring imitates the gold leaves and bright pigments on the ceiling and the walls (Figure 

1.18). These hand-colored commercial photographs have clear focus and contrast, and the 

large scale articulates the smallest details of the architecture. These large and clear 
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images make the photographs an ideal resource for viewers to learn about Japanese 

architecture. 

The snapshots that follow the commercial prints show scenes taken by Al that 

play a completely different role in the album. The photographs thoroughly document 

their trip from moments on the ships to and from Japan, the people and places they 

visited in Japan, and even the fire at their hotel in Yokohama. On the ships and in many 

parts of Japan, Al and Lill met many fellow travelers and formed friendships. (Figure 

1.19) We also meet here Mary, their daughter, and her nurse who accompanied the trip. 

(Figure 1.20) Bringing a small baby on a long journey to Japan was still rare in this 

period. On the newspaper record of travelers in Yokohama that document their arrival, 

they are the only ones that brought a child and a nurse to their trip.64 Images in these 

smaller snapshots are not as clearly articulated as the professional photographs in the first 

half of the album. Many of the snapshots have imperfect exposure, shaded faces, and 

busy, cramped compositions, obscuring the circumstances where some of the pictures 

were taken. However, these flaws suggest the more spontaneous and artless conditions in 

which these photographs took place. While the photographs by portable camera cannot 

depict the smallest details of architecture, they candidly deliver the imperfect 

circumstances and immature technique of Al as a photographer. Showing many scenes 

with Lill and their newly formed friends, this second half of the album documents 

personal memories.  

 
64 ñPassengers Arrived,ò The Japan Times, November 5, 1901. 
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Through the combination of professional photographs and personal snapshots, 

the Allen album as a whole describes the places that they visited as well as their personal 

experience. The hand-colored photographs supplement, in a way, the low-quality 

snapshots of Alôs handheld camera by depicting the detailed and colored view of the 

locations they visited. The professional photographs first lay out the stage in which the 

characters, Al and Lill, perform in the snapshots later in the second half of the album. 

The professional photographs show the scenery of Japan in full color with perfect focus 

and contrast, creating a sense of fantasy in the flawless depiction of Japan. The imperfect 

snapshots of the family and the people they encountered function more as  evidence of 

moments they wanted to commit to memory. The blurs and uneven lighting imply the 

pragmatic environment and the speed that the photographs were taken. The snapshots 

reinforce the authenticity of their trip with the portrait pictures of the travelers 

themselves, claiming that they truly saw the beautiful scenery of Japan that is shown in 

the hand-colored pictures.  

The Allen albumôs combination of commercial photographs and personal 

snapshots adds a strong sense of personal sentiment. The combination further blurs the 

lines between public images and personal experience. When Al and Lill showed their 

albums to their family and friends, they would likely narrate their stories so their guests 

could virtually experience the trip and learn about Japan as they turned the pages of the 

album. With so many personal photographs, the album also carried a part of their past. 

For their daughter Mary, their album documented an experience that she would barely 

remember, as a part of the history of their family. The album thus creates a space where 
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fantasy and memory oscillate, disclosing a different version of the trip to every viewer in 

effect. 

The Allen album shows how souvenir photographs in an album record the 

memory of the owner and write a part of the history of the family. While this album is 

different from typical souvenir photograph albums containing only commercial 

photographs between lacquer covers, it offers an insight into how a photograph album fits 

into a familyôs life. Contrasting the Allen album with two examples of albums from the 

late nineteenth century, the following further explores the roles of albums in peopleôs 

lives in this period. 

 

Travel Photography: Francis Frith, Felice Beato, and the World Beyond 

The case of Francis Frith demonstrates how photography could be used to document 

distant travel, offering scenes that resemble in critical ways those so often encountered in 

Japanese tourist albums. Here, scale matters in the representation of distant lands, and 

Frithôs photographs required larger size albums. By contrast, the first photographic 

process, daguerreotype photographs, were usually stored in metal folding cases with 

clasps resembling a small book. Frithôs photography also was participating in a dialogue 

about documenting the natural world. This has been previously explored by Anna Atkins 

in what was the first photographically illustrated book, Photographs of British Algae: 

Cyanotype Impressions, published in 1843. William Henry Fox Talbot published his 

slightly later but better-known photobook, The Pencil of Nature (1844-46). 
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Maxime Du Campôs Egypte, Nubie, Syrie: Paysage et Monuments, 1849-1850 

and Francis Frithôs Egypt and Palestine (1858-1860) are useful comparative examples of 

travel albums employing photography. These photographer-entrepreneurs were rivals in 

European travel photography and catered to European desire to learn about, and 

ultimately exploit, Africa and Asia. They set the kinds of precedents imitated in the  later 

Japanese souvenir albums, and like the hand-colored commercial photographs in the 

Allen album are crisp high-quality reproductions of famous places.  

These large albums of black and white photographs presented landscapes and 

large monuments in Africa and Near East in grand scale. Du Campôs book measures 49 x 

33 x 6 cm and Frithôs 46.1 x 33.8 x 3.3 cm, both so large volumes that they would require 

a big table to open and see them. Many of these prints are still in prime condition today, 

as these publishers used the highest printing technology available at the time. These 

publications were important projects in which the printing companies invested greatly. 

Frithôs Egypt and Palestine included images and texts that attracted many 

readers (Figure 1.21). The album contains 76 plates in two volumes. The photographs do 

not seem to follow geographic or thematic order. It seems almost as if Frith prioritized 

visually balanced images of landscapes and monuments over the geographical order. The 

series of photographs start with an image of Francis Frith sitting in a Turkish costume 

(Figure 1.22). With his left arm on the armrest, he sits on layers of cloth cross-legged 

with one knee up. He gazes to his left wearing a fez hat, with his face covered with a long 

beard. The corresponding description gives a general explanation of Turkish clothing 

throughout the year. He also fills in on what is missing in the black-and-white print in the 
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text, such as ñthe splendour of its coloursò and about the clothing in the winter. He even 

adds a speculative direction of how to make trousers like ones that he is wearing. The 

colonial context is clear here with the closing sentence that says, ñHasten to see [the 

costumes] before Europe has entirely disrobed Asia!ò 

The detailed text explanations on other photographs, too, closely guide viewers 

to the depicted locations and express Frithôs personal experience; many of these read as 

European chauvinist comments to us today. Notably, he describes in great detail how he 

took each photograph. He discusses the weather, the time of photographing, and the 

people with whom he traveled. He tells first-hand an account of the trip, providing a 

virtual tour for the viewers. As Carol Armstrong suggests, Frithôs frank personal 

impression of being in these locations appealed to the European positivists in the 

nineteenth century.65 This strong tie between images and text, on top of the application of 

photography to depict these locations, seems likely to have increased a sense of 

authenticity for the viewers.66 The album format thus provided a place to juxtapose the 

images and its corresponding texts next to each other, providing viewers with 

documentation of cultures around the world. Through their possession the owners could 

reflect on their own acquisition of what they regarded as a more metropolitan education 

and refined taste. 

The production of travel albums became a popular business in Europe, and 

photographers traveled the world to make commercial travel albums in India, China, and 

 
65 Carol Armstrong, Scenes in a Library (Cambridge: MIT Press, 1998). 
66 Douglas Nickel, Francis Frith in Egypt and Palestine (Princeton: Princeton University 

Press, 2004), 76. 
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many other parts of the world. Many photographers traveled on their own, but some had 

also accompanied diplomats to document the visits as well. Felice Beato (1832-1909) 

likewise traveled around the world to produce photographs in a similar style. He 

eventually established a commercial business in Japan of photography that catered 

specifically to foreign travelers. Beato and painter-journalist Charles Wirgman (1832-

1891) worked together to create a photograph album, now held at the Victoria and Albert 

Museum (341-1918). This album also contains explanatory texts by Wirgman. The 

similarities between Frithôs and Beatoôs albums in style and content point to an 

international trend where the photograph album became a symbol of worldly knowledge. 

Notably, while their albums included texts, later Japanese albums made as souvenir 

albums do not contain texts except for the labels of photographs. Without the texts, the 

production of the album was quicker for the makers, and the buyers could give their own 

meaning to each image. 

Neither Japanese souvenir albums nor the Allen album have elaborate 

explanatory texts like those of Frithôs. However, meticulously hand-colored images with 

the names of locations seem to reflect similar desires for acquiring greater knowledge of 

foreign or distant cultures. Leafing through such an album, the viewer might learn 

through looking, while owners might share their understanding by showing the images to 

guests. The albums enabled viewers to visit and revisit the places depicted in the album, 

whether they had personally visited the place or not. 

Another aspect of the Allen album is its more intimate narrative told through the 

snapshots. Compared to the professional photographs in the first part of the album, the 
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snapshots often show Lill while several show Al, their daughter Mary, and the nurse. 

Showing the places and people they met on the trip, this part of the album is a more 

personal record of their own experience, told through the lens of Alôs personal camera. Al 

and Lill could remember their trip to Japan and share their memories with friends and 

family through these images with themselves in the pictures. In these pages, the album 

represents a personal memory in a way that is different from the series of professionally 

produced photographs in the first part. The type of sentiment in this part of the Allen 

album shares similarities with albums made of carte-de-visite portraits of family and 

close friends. 

 

Queen Victoriaôs Album 

Other forms of albums in Europe often contained signatures, messages, pieces of 

hair, and many other fragmented objects, notations and things that represented the 

ownerôs social relationships.67 In the 1850s, the invention of the carte-de-visite 

photograph further fueled this culture of the album in Europe. Carte-de-visite 

photographs enabled mass production of portrait images, making eight or ten pictures in 

one sitting, in contrast to earlier forms of portrait photography such as daguerreotype that 

took much longer to create a single picture. This made the carte-de-visite more affordable 

and convenient for middle class consumers to have their own photographic portraits. 

 
67 di Bello, Women's Albums and Photography in Victorian England, 107. 
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Soon after its introduction, the carte-de-visite became an international trend in Western 

Europe and North America.68 

People could exchange and collect cartes among friends and family to paste 

them onto an album. As this kind of ñcarte crazeò demanded a place for organizing cartes 

in an enclosed personalized space, publishers started producing volumes with spaces 

designed for pasting them.69 Publishers and book binders made, some even patented, 

empty albums specifically for cartes. Godeyôs Magazine from 1862 describes this trend 

with graphic detail: 

 

At a popular publisherôs house, ñduring the holiday season, these graceful 

volumes, in all their styles of binding and gilding, from expensive Turkey 

antique, with gilded clasp, to simple cloth, with its spray of "forget-me-nots" on 

the cover, were the chief centre of attraction. é This shows the unprecedented 

popularity of this new phase of the Heliographic art, which has surprised even 

the fortunate suggestor of the plan. It would pass belief, if we could gather the 

number of thousands of carte de visites exchanged in the holiday season.70 

 

The invention of the carte-de-visite was thus a transformative moment for photography 

not only because it made photographs accessible for a wide audience, but also for 

generating the related desire for albums as a place to collect photographic portraits.  

 
68 Even though cartes enabled consumers to create their own unique portraits, all of the 

cartes had similar appearances in this standardized format: full-length portraits in front of 

some backdrop surrounded by generic props. 
69 Siegel, Galleries of Friendship and Fame, 74. Rachel Teukolsky, "Cartomania: 

Sensation, Celebrity, and the Democratized Portrait,ò Victorian Studies 57, no. 3 (2015): 

462-75. 
70 ñPhotographic Album.ò Godeyôs Ladyôs Magazine, February 1862, 280. 
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Englandôs Queen Victoria was one of many who eagerly participated in this 

practice. She had multiple carte-de-visite portraits of her own and collected other 

peopleôs. The Royal Collection Trust in England owns an album compiled by Queen 

Victoria (Figure 1.23). This accordion style album is bound in French calf leather made 

by the luxury stationery maker, Maison Maquet, and contains a hundred portrait 

photographs of the members of the English and foreign Royal families and celebrities. 

Dated 1859-1862, this album gives us a glimpse into Queen Victoriaôs enthusiasm for 

this new media. She had many portraits made of herself in a variety of costumes and 

settings and published millions of those prints to the public for purchase. These prints of 

Queen Victoria and the members of the Royal Family became extremely popular 

collectibles. Anyone could own prints of the Queen and other celebrities and keep them 

in their own family albums. 

The family album became a common object in European and American 

households, regardless of the ownerôs social or economic status in this period.71 These 

albums represented their ownersô relationships with family and friends. In addition to 

images of acquaintances, many of these albums included portraits of the Royal Families 

or celebrities, usually in the latter part of the albums to show the ownerôs cultural 

interests. These personal albums thus contributed to defining their identity through 

placement of photographs. Moreover, the carte-de-visit album created a timeless space 

where family and friends came together for the owner all the time. Even when the album 

 
71 The practice of collecting cartes, taken up by the Queen, in fact, flattened the social 

hierarchy among the royal family, celebrities, and the middle-class. Maekawa, 

Remediating Vernacular Photographies, 194. 
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is closed, the people bound inside the album were always sitting together in the form of 

cartes inside the album. 

These two comparative examples of albums from the nineteenth century show 

how albums were an important tool to establish the owner and their familyôs identity 

through the selection and juxtaposition of the images inside. For the album owners, to 

choose images and edit them in an album meant writing their own personal history. As an 

object to be displayed in public spaces in a household, the albums helped establish the 

ownerôs identity on public display. 

The Allen album relates to these two types of popular albums produced around 

the late nineteenth century. Indeed, the Allen album is a unique example which through 

the combination of different types of prints creates its own distinct meaning for the period 

viewers. The Allen album put professionally produced photographs and personal 

snapshots together to integrate these Japanese views as part of their personal experience. 

Still, they did not mix these images in one page, maintaining some distinction between 

the hand-colored professional images and amateur snapshots. Rather than aligning the the 

Allen album with Frithôs travel album or carte-de-visite albums, this comparison points to 

how Al and Lill responded to these various practices around albums in their own way. 

These three examplesï the Allen album, the travel album, and the carte-de-visite 

albumï serve to set the historical background for the Japanese souvenir albums. Although 

they are different in appearance, content, production process, and meaning, these types of 

albums were commonly placed in the drawing room to entertain guests and provide 

conversation topics. The kinds of albums people had in the drawing room defined the 
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social status and cultural background of the host. This was likely the setting in which 

Japanese souvenir albums resided after they were brought back to European and 

American parlors. 

 

Authenticity and the Album  

These examples of Japanese and European albums describe some of the common 

characteristics of the album as a medium, even though they come from different locations 

and time periods. The album creates its own enclosed realm that is separated from reality. 

The world inside the album is often based on the places, people, and experiences in the 

real world, but the contents are processed and often enhanced versions of the actual 

experience. The contents in the album are selected, ordered, labeled, colored, and 

modified in the process of compiling albums. Albums maintain a fine balance between 

authentic and fabricated representations of the real world. 

The albums that I have discussed in this chapter all have their own ways of 

creating their versions of authenticity. First, tekagami labeled the names of the authors of 

the calligraphy fragments. The definition of authorship in takagami is uncertain, and the 

viewers likely understood the flexible understanding of authenticated calligraphy. Still, 

these labels gave it the authority and value in an album that contains the calligraphic 

models in the similar quality as the original pieces by indicated historical figures. 

In the Edo castle album, Ninagawa Noritane, the producer of the album, chose to 

use photography to reproduce the castle as truthfully as possible. The production 

involved generous hand-coloring on the photographs in order to show the Edo castle as 
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close to the actual state as possible, even though the coloring could also obscure the 

original photographs by highlighting certain parts of the image. These alterations were 

necessary to make these images seem as authentic as possible. 

Frithôs album of photographs in Egypt and Palestine uses the latest printing 

technology to document the views of these countries. The images accompany text 

explanations by Frith himself. The text written by Frith describes the settings through his 

personal and subjective perspective, with little attention to the voices of the people living 

in these locations. The voice of the European photographer who personally traveled to 

these countries carried much weight to the period audiences as a true account. 

Carte-de-visite albums enclose the social circle of the owner. The individual 

prints themselves can already show the idealized representation of the sitters by setting 

up props and backdrops. The album itself, which sometimes includes pictures of popular 

celebrities, is a fabricated version of the social circle to which the owner wished to 

belong. These fabrications modify many aspects of the album, such as the identity of the 

owner and their social position. However, those alterations are what give the album its 

own story and make it desirable and valuable for the owner. These modifications are 

necessary, even if it means to distort the reality, which could be actual experience or the 

social relationships, in order to convey a convincing story in an album.  

Finally, the Allen album tells the story of one familyôs trip by combining two 

different types of images: commercial photographs and snapshots. Hand-colored 

photographs show architectures and famous sites in crisp detail and in color. The 

snapshots have handwritten texts by Al that explain the context in which the photographs 
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took place. These two types of photographs supplement each other in representing details 

of the place as well as the experience. The arrangement of images in this album also 

presents the evidence of their visit to Japan, as it follows their travel itinerary. 

 

Souvenir albums 

The Japanese souvenir album too tries to create this distinctive sense of authenticity as 

well. In the album, through the process of selecting specific images, buyers reproduce the 

memory of being in Japan compressed into the photographed and hand-colored images. 

For European and American travelers, a trip to Japan was an event of their lifetime that 

required a great investment of money and time. The album, with shiny lacquer covers and 

colorful photographs, documented the trip in a perfected form. The lacquer covers 

symbolized a technique with a long history in Japan and the photographs of Japanese 

people on the street give a candid feeling to the images. The hand-coloring, in addition, 

adds vibrant details to the black and white prints. The album thus created the 

microcosmic representation of the travelerôs experience in Japan. However, the album 

involved a new production process specifically for this souvenir market. The photographs 

represent the views that the buyers saw or wished to see during their trip, as discussed in 

the next chapter. The lacquer album covers were new products that were invented as 

souvenirs for the tourists, as I will explore further in the third chapter. 

These characteristics of the Japanese souvenir albums reflect the common 

qualities of the albums that I have discussed in this chapter. Japanese albums too have 

techniques that make a seemingly authentic representation of Japan, while it involves a 
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complicated production process, slightly or dramatically distorting the actual views or 

experiences. The album thus creates its own microcosm through this fabricated sense of 

authenticity. I consider in the following chapters how the making process of Japanese 

souvenir albums reflects the attempts of Japanese artists, including photographers, 

painters, and craftsmen, to identify and demonstrate ñauthentic Japanò for the 

international audiences as Japan quickly implemented European and American artistic 

traditions. 

  



70 

 

CHAPTER 2. PHOTOGRAPHS: THE STORY INSIDE THE ALBUM  

 

The history of photography in Japan starts with the daguerreotype that came to Nagasaki 

from the Netherlands in 1843.72 Fascinated by the technology, the daimyǾ of the Satsuma 

clan Shimazu Nariakira researched photography and had his portrait taken around 1857, 

now held at ShǾkoshȊseikan in Kagoshima. (Figure 2.1) By this time, wet-collodion 

albumen printing, a newer photographic technique, had also developed in Japan, and it 

was through this easier and more efficient technique that photography became 

popularized as new visual media and a commercial product.73 Working with experienced 

foreign advisors, Japanese photographers established their photography studios and 

shops. Orrin E. Freeman (dates unknown) likely was the first person to open a 

commercial photography shop in Japan by 1860.74 From this earliest commercial 

production, the prints had their characteristic hand-coloring. Within a couple of years, 

Japanese photographers, such as Ukai Gyokusen (1807-1887), Shimooka RenjǾ (1823-

1914), and Ueno Hikoma (1838-1904), opened their own photograph shops in their 

respective locations of Yokohama and Nagasaki. As a traveling commercial photographer 

who sold his images previously in India and China, Felice Beato (1832-1909) together 

 
72 Nihon Shashinshi Gaisetsu (Tokyo: Iwanami Shoten, 1999), 6. 
73 Not many Japanese people wanted to have their pictures taken at first, as cameras were 

considered to take away years out of peopleôs lives. Mio Wakita, Staging Desires: 

Japanese Femininity in Kusakabe Kimbei's Nineteenth-Century Souvenir Photography 

(Berlin: Reimer, 2013), 65. 
74 Yokohama Bijutsukan and Yokohama Bijutsukan Gakugeibu, Bakumatsu meiji no 

yokohama ten (Yokohama: Yokohama Bijutsukan, 2000), 164. 
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with Raimund von Stillfried (1839-1911) expanded the photography business that was 

already targeted primarily at foreign travelers in Japan.75  

These commercial photographs for travelers documented various subjects, such as 

famous places and everyday scenes in Japan. The photographs were sold in albums and in 

loose prints to be compiled into albums. The previous chapter proposed that the album as 

a format creates a platform for storytelling. This chapter turns to the actual story that the 

album tells, through the choice and order of photographs. This type of photograph has 

been called Yokohama photographs (Yokohama shashin ), hand-colored 

photographs (chakushoku shashin ), or historical photographs (koshashin 

).76 I call this type of photographs ñexport photographs'' (yushutsu shashin ) or 

ñsouvenir photographsò (miyage shashin ) in this dissertation to emphasize their 

character as images that traveled internationally. By using these terms, this chapter also 

considers their roles in shaping national images and personal memories of Japan.77 The 

characteristics of Japanese export photography offer insights into the complexities of the 

 
75 Luke Gartlan also discusses how a photographer Raimund von Stillfried contributed to 

shaping the Japanese photographic industry as a whole. Luke Gartlan, A Career of Japan: 

Baron Raimund von Stillfried and Early Yokohama Photography (Leiden: Brill, 2016), 

167. 
76 ñYokohama photographyò and ñhand-colored photographyò are also misleading. Many 

of these photographs were also sold in major cities outside of Yokohama, and some of the 

photographs that traveled abroad were not hand colored. Wakita, Staging Desires, 19. 
77 These prints likely were also too expensive for domestic consumers. Wakita, Staging 

Desires, 57. While my chapter mainly looks at how the makers responded to the demands 

of foreigners, Japanôs domestic political and social climate too influenced the 

photographersô choices of subjects and styles, as discussed by Gartlan. Luke Gartlan, A 

Career of Japan, 2. 
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Meiji visual culture, in which photography was part of the larger group of objects for 

export. 

Japanese souvenir photographs were popular for their distinctive appearance. The 

defining characteristic of export photography is hand-coloring, which came into practice 

around this time in the 1860s.78 Not all export photographs were hand-colored, but it is an 

important aspect that stands out in the global history of photography around this period. 

Hand-coloring on photographs was not unique to Japan, but Japanôs mass production of 

hand-colored prints was unrivaled. This market for commercial photographs produced 

hundreds of thousands, or possibly even millions, of prints.79 Japanese photographs in 

this style were highly in demand by foreign diplomats, scholars, and tourists as images to 

take back to their home countries. At the height of its popularity around the 1880s, the 

studios of Japanese photographers like Kusakabe Kimbei and Tamamura KǾzaburǾ along 

with many others had successful businesses in Yokohama with multiple branches selling 

these souvenir photographs.80 Albums from Kimbei and Tamamuraôs shops are often 

 
78 Felice Beato is believed to be the first one to incorporate hand-coloring in Japanese 

photography, though the evidence is unclear. Japanese photographers also had resources 

and materials for coloring their photographs, considering RenjǾ and other photographers 

also had training in Japanese-style pigment painting and oil painting in addition to 

photography. Sebastian Dobson, ñYokohama Shashin,ò in Art & Artifice: Japanese 

Photographs of the Meiji Era : Selections from the Jean S. and Frederic A. Sharf 

Collection at the Museum of Fine Arts, Boston (Boston, MA: MFA Publications, 2004). 
79 In 1896, Tamamura produced more than 400,000 prints for publication about Japan for 

export, likely in addition to his normal production to sell at the storefront. Dobson, 

ñYokohama Shashin,ò 34. 
80 Watercolor paintings were also popular in this souvenir market. The 2021 exhibition 

and accompanying exhibition catalog Japanese Landscapes Discovered at Kyoto 

National Museum of Modern Art explored the series of paintings from the Meiji period 

made and sold as souvenirs. Emiko Yamanashi, ShȊichi Kajioka, Rei Kiyasu, Risa Fuke, 
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bound in lacquer covers, suggesting that they may be responsible for incorporating the 

lacquer covers. The hand-colored albumen prints lost popularity around 1900 when 

handheld cameras became common for tourists, and postcards started circulating as a 

cheaper option of souvenirs. 

This dissertation focuses less on the authorship of the photographs than the 

subjects of the images. Thanks to previous studies on souvenir photography, much is 

already known about the various photographersô biographies and their styles. These 

studies have also included attribution of many images. Such attribution, however, is 

extremely complicated as many of the negatives were shared, sold, or passed down 

among the photographers, requiring detailed analysis of the network of photographers. 

Resources for tracing such networks are still limited.81 My interest in this dissertation lies 

instead in the collecting practice and viewing experience of the album as well as how the 

images created meanings for the viewers through the album format. 

This chapter looks at photographs from several albums to consider the meanings 

of these images. As a set of images in an album, these photographs conveyed various 

messages about Japan through the choices of subjects and the stylistic features. The large 

production of souvenir photographs became an arena for experimentation in the foreign 

mode of representation. It was also a chance to contemplate the subjects appropriate for 

this particular type of buyers. How did Japanese makers use this new and foreign media 

 

and Beth Cary, Hakken sareta Nihon no fȊkei: utsukushikarishi Meiji e no tabi (Tokyo: 

Mainichi Shimbunsha, 2021). 
81 Wakita, Staging Desires, 20. 
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of photography to produce representations of Japan that are desirable to foreign 

audiences? 

Souvenir photographs are found around the world today. Studies in both Japan 

and abroad have investigated and discussed the topic in multiple languages. Previous 

studies have often described these photographs as inaccurate representations of what 

Meiji Japan looked like. They argue that, because the buyers were primarily European 

and American travelers, the images reflect fabricated scenes of exotic Japan. In other 

words, the photographs ñcapitaliz[ed] on the Westôs romanticized notion of an óOld 

Japan.ôò82 ñOldò in this case indicates the time before Japanôs increased interaction with 

Europe and the United States, when buyers considered Japan as free from foreign 

influences. Though, of course, Japan had had active interaction with countries like China 

for centuries before the Meiji period. David Odo in The Journey of ñA Good Typeò 

considers these photographs in ethnographic context and proposes that these photographs 

serve to ñsalvageò Japanese culture as Japan became industrialized and Westernized in 

this period.83 Christine Guth also discussed that ñthe ultimate effect [of these 

photographs] was to create a fantasy of a simple, primitive Japan that appealed to foreign 

 
82 Anne Nishimura Morse, ñSouvenirs of óOld Japanô,ò in Art & Artifice: Japanese 

Photographs of the Meiji Era : Selections from the Jean S. and Frederic A. Sharf 

Collection at the Museum of Fine Arts, Boston (Boston, MA: MFA Publications, 2004), 

41. David Odo described these photographs as ñimagined Japan, é material 

manifestations of foreign attitudes about Japan during the periodò David Odo, The 

Journey of "A Good Type": From Artistry to Ethnography in Early Japanese 

Photographs (Cambridge: Harvard University, 2015), 4, 27. Luke Gartlan makes a 

similar point about how these images served to salvage the disappearing views of Japan. 

Gartlan, A Career of Japan, 202. 
83 Odo, The Journey of "A Good Type," 70. 
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tastes.ò84 Sarah Fraser even suggested that the photographic images were ñpurposely 

avoiding the new Western-style buildings, railroads and other technological 

advancements that indicated the changes taking place in nineteenth century Japan.ò85 

Terms like ñfictional,ò ñromanticized,ò ñimaginary,ò ñexotic,ò and ñfantasyò have often 

been used to describe these souvenir photographs. These discussions follow a 

postcolonial approach to analyze these images in the context of Orientalism. While these 

observations hold true for some souvenir photographs, there are other types of images 

that seem to play different roles than just to highlight exotic views of Japan.  

Mio Wakita and Luke Gartlan complicated these arguments by paying attention to 

the makers.86 Wakita focused on a Japanese photographer Kusakabe Kimbei and his 

photographs of Japanese women. She suggests how, in order to produce marketable 

images, Japanese photographers studied how the foreign buyers understood typical 

Japanese views. She argues that Japanese photographers actively participated in creating 

and reinforcing stereotypical images of Japan. Gartlan considered the impact of an 

Austrian photographer on the development of photography in Japan by examining 

Raimund von Stillfriedôs career. He proposes that the choice of subject-matter in the 

photographs reflect not only the buyersô desires but also what the makers wanted or 

needed to show, at times based on the censorship of the Japanese government. Their 

 
84 Christine Guth, Longfellowôs Tattoos: Tourism, Collecting, and Japan (Seattle, WA; 

London: University of Washington Press, 2004),  41, 51. Morihiro Satow also discusses 

how these images appeal to the exoticism of the European and American audiences. 

Morihiro Satow, Topogurafi No Nihon Kindai (Tokyo: SeikyȊsha, 2011), 69. 
85 Karen Fraser, Photography and Japan (London: Reaktion Books, 2011), 40. 
86 Wakita, Staging Desires; Luke Gartlan, A Career of Japan. 
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discussions acknowledged both the European and Japanese photographers and how they 

worked together to create images of Japan through these photographs. 

This chapter offers broader perspectives to examine these images and complicate 

the postcolonial analysis of nineteenth-century photography. While previous scholars 

tended to focus on one type of image, such as images of women or landscapes, I look at a 

wide variety of images including landscapes and views of everyday life, based on how 

they were included in an album. Rather than choosing one genre of images from the vast 

pool of photographic images, my approach considers the viewing experience of the 

album in which the set of photographs, depending on the choice and order, creates a 

certain impression of Japan as a whole. 

First, this chapter considers photography as the new medium of its time. Invented 

in Europe in the 1820s, photography was regarded as an innovative, exciting technology 

around the world by the mid-nineteenth century. One of the important aspects of 

photography is its scientific method that makes a copy of the natural world. Photography 

was thus perceived as a more ñtruthfulò media than other visual representations in this 

period. I describe how this particular characteristic of photography affected the encounter 

and reception of photography in Japan. In addition, this section also reflects on how 

Japanese life and views were represented in different media in previous periods. 

Particularly, collections of drawings and paintings in European collections offer 

interesting comparison to the photographic representations. The innovation of 

photography brought many changes to the subjects and the style of the previous forms of 

representation about Japan. 
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Then, the following section examines the examples of souvenir albums to 

consider how different types of photographs shaped ideas about Japan for the album 

owners. The Library of Congress owns an album previously owned by John Davis 

Batchelder (1872-1958), an American collector who may have visited Japan himself. 

This album, containing forty-five photographs between the lacquer covers, is a typical 

album from this period that reveals common choice and order of the photographs. 

Descriptions of several other souvenir albums suggest that the photographs in a 

souvenir album can be categorized into different types. Based on the examination of nine 

souvenir albums, this section describes the different types and their meanings. The 

categorization also considers the catalog from a photography studio of Kusakabe Kimbei. 

The analysis of these examples reveals the complex views of Japan that the images 

convey in an album. Some images indeed emphasize the exotic views of Japan, while 

others present the views of industrialization. The souvenir photographs in fact do not 

ñavoidò the depictions of Japanôs industrial advancement in this period, as Fraser 

discussed. Thus, I propose that souvenir photographs satisfy more than just the desires for 

images of an exoticized Japanese culture, but also for the foreignerôs need to learn about 

the latest technological and cultural developments in Japan. 

Through this chapter, I aim to explore how souvenir photographs present the 

relationship between the makers and the viewers. They represent the negotiation of what 

the makers want to show and what the viewers want to see, as well as the balanced mix of 

the viewersô literacy of visual sources about Japan and the advancement of photographic 

techniques in Japan. In this way, this chapter gives agency to the makers in the choice of 
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subjects and styles of photography while also crediting the viewerôs desires as a driving 

force for the production. 

 

Photography to Represent Japan 

Though extensive literature has discussed how photographs can easily deceive viewers, 

photography creates a sense of realism in a way that other visual media cannot.87 This 

proximity to reality in photographic images was the reason it quickly gained popularity in 

Europe when it was invented. The image of La Daguerreotypomanie (Figure 2.2) is a 

famous representation of the excitement photography brought to French people. Making 

an enormous line, everyone is eager to get their portraits taken in daguerreotype. While 

owning a portrait of oneself used to be a symbol of status and wealth, the appearance of 

daguerreotype enabled affordable and easy access to personalized portraits. Most 

importantly, photographs could quickly create realistic images in a way a painter could 

not.  

Photographyôs realistic reproduction of the world was a significant innovation in 

visual representation, as Roland Barthes has discussed. While photographs may not 

always be the accurate representation of what was happening in front of the camera, they 

reproduced what was in front of the camera.88 Susan Sontag further explored the appeal 

of photography in its ñpresumption of veracity,ò giving photography the ñauthority, 

 
87 Sarah Dellmann, Images of Dutchness: Popular Visual Culture, Early Cinema and the 

Emergence of a National Cliché, 1800-1914 (Amsterdam: Amsterdam University Press, 

2018), 16. 
88 Osamu Maekawa, ImǛji o sakanadesuru (Tokyo: TǾkyǾ Daigaku Shuppankai, 2019), 

90. 
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interest, [and] seductiveness.ò89 Photographyôs ability to produce a realistic image was a 

desirable feature where it was invented. 

In contrast to this European reaction to photography, the Japanese public was 

rather skeptical of it, as I have described in the Introduction to this dissertation. While 

photography was in some ways independently researched by Japanese people in its early 

years around the 1850s, there was a strong sense of photography as foreign and new 

media among others when it widely reached the public in the 1880s. Photography, along 

with many engraving and etching prints and watercolor and oil paintings, brought a 

significant change in Japanese peopleôs visual perception. The Edo Tokyo Museum 

described this moment in the title of their exhibition, as Cultural Awakening in Japanese 

Visual Field at the transition from the late Edo to Meiji period.90 

Photography was among the many new and foreign things that came to Japan in 

the mid-nineteenth century. The Japanese term for photography was created as a 

translation of the European term, photography. Today, photography is called shashin 

, which directly translates into ñrealistic copyò or ñcopy of truth.ò Before shashin was 

popularized as a term for photography in Japan, there were several options, such as 

shinôei ( ) or ñreflection of truth.ò Shashin is a term that originates from natural 

science, rather than visual art, as Fukuoka Maki discussed in depth.91  Though accuracy 

of forms and colors was a valued aesthetic of East Asian art, ñrealistic copyò like 

 
89 Susan Sontag, On Photography (New York: Anchor Books, 1990), 6. 
90 Akiko Okatsuka and Naomi Wagatsuma, Ukiyoe kara shashin e (Kyoto: Seigensha, 

2015). 
91 Maki Fukuoka, The Premise of Fidelity: Science, Visuality, and Representing the Real 

in Nineteenth-Century Japan (Stanford: Stanford University Press, 2012). 
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photography was not the most prized character. Principles of East Asian art have valued 

works that represent the artist's emotions or the atmosphere of a natural landscape, rather 

than mathematical laws of perspective.92 The motivation to create a realistic copy of 

nature originated in the natural studies in Japan, as a way to accurately grasp the 

characteristics of the species of plants.93 

In addition, an ukiyo-e print describes how the arrival of photography from 

overseas impacted Japan. Utagawa Yoshifujiôs print, Kaika kyȊhei kǾhai kurabe ï 

Civilization, Rise and Fall of the New and Old, Comparedò from 1882 comically depicts 

the competitions of new and old customs in Japan (Figure 2.3).94 The print shows an 

ocean in the background with ships arriving into the bay. The concept of photography in 

personified form with a picture as its head is fighting against prints-man, next to bran-

warrior fighting against soap. The photography-man says he copies the truth and hates 

being wrong, while the prints-man says he will not lose in making clear and beautiful 

pictures. While the print does hint at the defeat of traditions, or the inevitable replacement 

of the old by the new, each battle evaluates the advantages on both sides. Rather than a 

flood of new trends washing away Japanese traditions, this print depicts the competition 

between Japanese native practices and their new European counterpart.  

The origin of terminology as well as the representation in prints suggest that there 

was likely a strong sense that photography was a stranger to the Japanese public around 

this period. Realism was a remarkable characteristic of photography in Japan as it was in 

 
92 Timon Screech, ǽedo shikaku kakumei (Tokyo: Sakuhinsha, 1998), 194. 
93 Fukuoka, The Premise of Fidelity. 
94 Okatsuka and Wagatsuma, Ukiyoe kara shashin e, 47. 
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Europe, but it was not necessarily the most desirable character in visual representation in 

Japan, especially for the representation of people. Thus, the way photography was 

popularized in Japan was largely due to the demands of international trade rather than 

because it was readily adopted as a popular medium by Japanese people.  

A part of the appeal of Japanese souvenir photographs for foreign buyers seems to 

be the impression that they represented views in realistic ways; their verisimilitude thus 

stood in contrast to previous forms of representation. For these viewers, souvenir 

photographs seemed to capture the ñrealò Japanese people that stood in front of the 

camera.95 Even without the names or the identity of the sitters, photographs offered the 

notion that they showed Japanese people in an intimate way that paintings, prints, or 

sculptures could not. This new technology brought Japanese views and people closer to 

European audiences than ever before. Furthermore, hand-coloring added to the sense of 

reality for these viewers by showing the Japanese views in full color. Coloring also 

complimented the photographs by adding details to blurred parts of photographs. Rather 

than only highlighting the important parts of images, the colors usually fill the whole 

picture to recreate the scenes as close to the actual viewing experience as possible. 

Photographyôs sense of truthfulness lent authority to photographs and could thus be used 

as evidence for the stories told by their buyers/owners. Souvenir photography had this 

brand-new sense of proximity to the country that had long been inaccessible to many in 

Europe.  

 

 
95 Roland Barthes, Camera Lucida (New York: Hill and Wang, 1981), 115. 
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Producing Images of Japan for Foreign Viewers 

European photographers like Felice Beato had expertise in producing desirable images 

for this specific market catering to international travelers. By the time Beato arrived in 

Japan, he already had extensive experience in producing photographs in India, China, and 

other parts of the world for commercial purposes. In Japan, he worked closely with 

Charles Wirgman, a watercolor artist and newspaper illustrator from England. Wirgman 

likely built a large network of artists and news media in Yokohama and Tokyo to help 

Beato expand the photography business.96 Together, they created a successful business 

that supported the tourist industry, involving Japanese assistants, many of whom later 

became photographers themselves. Albums from this period include Japanese souvenir 

photographs alongside pictures from other parts of the world like India, China, and 

Egypt. The album in the Philadelphia Museum of Art is one such example, including 

images of Abu Simbel Temples in Egypt. (Figure 2.4, 2.5, 2.6) As mentioned in Chapter 

1, photograph albums were a popular way of recording travelersô journeys around the 

world in this period.  

 

Before photography 

These photographers developed strategies to produce photographs desirable to 

international travelers. The coloring on high quality prints was indeed an attractive aspect 

 
96 Hugh Cortazzi ñCharles Wirgman (1835ï1891): Artist, Journalist and Caricaturist - 

Forerunner to Gerges Bigot in Japan,ò in Georges Bigot and Japan, 1882-1899: Satirist, 

Illustrator and Artist Extraordinaire, ed. Christian Polak (Folkstone, Kent: Renaissance 

Books, 2018), 34-40. 
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of souvenir photographs rarely found in pictures from other parts of the world. In 

addition, the makers of the souvenir photographs made images that were easy to 

understand for the foreign viewers. 

While photography presented a new way of showing Japanese culture to the 

world, there is a similar and related prehistory of Japanese images that were made for 

international audiences. Among the most well-known and well-researched Japanese 

images made particularly for European viewers before the Meiji period are images by 

Kawahara Keiga (1786-1860?) and others that were acquired by Dutch collectors.  Many 

paintings, drawings, dolls, and three-dimensional models were produced specifically as 

export products for Dutch audiences in the early nineteenth century, during the period in 

which the Dutch were the only Western nation allowed to trade with Japan at the port of 

Nagasaki. Dutch scholars like Philipp von Siebold (1796-1866) commissioned 

documentation of Japan to bring back to the Netherlands. Most notably, Kawahara Keiga 

produced many paintings and drawings for Siebold in Nagasaki.  

As a painter in Nagasaki, Kawahara Keiga had access to rich resources on 

Chinese and European style painting and drawing from the time that he was a young 

pupil. While he did study Japanese traditional style painting in his training, he was also 

adept at shading and perspectival techniques of European painting. Keiga used painting 

styles that were appreciated by his Dutch patrons. Notable images by Keiga include 

illustrations of people with various occupations, depicted in many series such as Album of 

Illustrated Figures (Jinbutsu gajǾ ) currently housed at the Five Continents 

Museum in Munich. Keigaôs paintings demonstrate the people and their tools strictly 
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through visual means with hardly any texts other than a short label, as seen in figure 

2.7.97 While some anatomical structures of his paintings may be imperfect, he tried to 

depict spatial depth and volume in his paintings to make them more legible for the Dutch 

viewers. Although European style realism was known to Japanese artists by the later 

eighteenth century, only a few artists worked in this realistic style because it was not as 

appreciated by Japanese viewers at the time. Keigaôs paintings demonstrate his 

conscientious deployment of a foreign style on behalf of a foreign audience. 

Similarities may thus be drawn between Keigaôs painting style and photographs 

by Felice Beato and others in their images of Japanese occupations. Though I do not 

intend to suggest a direct influence of Kiegaôs paintings on souvenir photographs, the 

striking similarities of their visual elements in both contexts point to common tactics 

being used to make images more legible to viewers unfamiliar with the subjects.98 

Similar subjects and themes are found in both Keigaôs paintings and in souvenir 

photographs. In his Album of Illustrated Figures, Keiga depicts various types of people to 

show individuals in their respective costumes. Souvenir photographs often show the same 

figures. For example, the image of the blind masseur with his whistle and cane is shown 

in both a Keiga painting and a set of souvenir photographs (Figures 2.8 and 2.9). Both 

represent the blind figure as bald men whistling with closed eyes and holding canes. 

Slight differences appear in these representations, as can be seen in Keigaôs illustration 

 
97 Detailed records of how the objects in these collections were assembled are scarce. 

Among the many craftsmen who worked for these Dutch commissioners, we know the 

most about Kawahara Keiga. 
98 Some scholars suggest that at least some of the photographers may have had access to 

paintings by Keiga. 
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clearly showing the inrǾ and tobacco hanging from the manôs obi, while what the man in 

the photograph is holding under his arms is hidden by white cloth.  

A man with a tattooed back is also shown in both Keiga images and photographs 

(Figures 2.10 and 2.11). Here, these images show the man with his wholly tattooed back 

toward the viewer, lightly turning his head to show his face and the top knot. The 

postures of the models and their physical appearances closely correspond to each other. 

These descriptive images focus on one person, highlighting the details of the personôs 

belongings and clothing with little details of their surroundings.  

The striking similarities in the choices of similar subject matter, figural postures 

or attributes, as well as the compositions overall suggest a connection between the visual 

modes employed in Keigaôs paintings and the export photographs. Both presented portrait 

images as uninterrupted depictions of individual persons with minimal information other 

than the people themselves. Little is shown of the figuresô surroundings, taking them out 

of context; nothing is included that informs the viewer of where they are, with whom they 

work, or what kinds of customers they may have. They do not depend on textual 

explications, although the photographs include simple English captions. These 

comparisons suggest that the producers of these images likely understood how to make 

the style of depiction clearly legible and to increase their desirability for their clients. 

This comparison also suggests that Keigaôs paintings paved the way for establishing a 

variety of styles for representing Japan to international audiences before the introduction 
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of photography.99 While the impact of photography on painting, especially oil painting, 

has been discussed in previous scholarships on Japanese modern art, this case presents an 

example in which paintings became the model for photographs.100 

 

The Batchelder album as a typical souvenir album 

John Davis Batchelderôs album at the Library of Congress is a typical example of 

souvenir photograph albums made for tourists during the Meiji period. This album 

contains forty-five images bound between luxurious lacquer covers. The Batchelder 

album follows what seems to be a typical order of subjects in souvenir albums: 

landscapes followed by everyday scenes. This is a common format, as I will explain in 

detail later in this chapter through comparison with other examples. Out of these forty-

five photographs, thirty-one are landscapes and fourteen are everyday scenes. Each page 

includes hand-drawn illustrations on its margins. By analyzing the images inside the 

album, this section considers the meanings that the pictures in an album produce, in ways 

different from a collection of loose individual photographs. 

 

Landscapes 

The first photograph in the Batchelder album is a birdôs eye view of Yokohama from 

Noge Hill (Figure 2.12). Cherry blossoms in full bloom fill the space in the foreground, 

and the street leads to the torii  gate entrance to the shrine; the photographer likely stands 

 
99 Keiga may have had access to photographs but likely after Siebold comes back in 

1859. 
100 Shun Uchibayashi, Kaiga Ni Kogareta Shashin (Tokyo: Shinwasha, 2015), 118. 
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within the shrine looking out to the gate. The street seems to lead to the town below the 

hill. Small children glance at the camera under the torii  gate prominently placed in the 

center of the image. In the town in the background, what looks like a Christian church 

stands among Japanese houses and buildings. The church stands out in the background as 

one of the largest and tallest buildings in the image, especially with the clear light 

exposure and hand-coloring. The hand-coloring works like a highlighter in the image of 

the whole town seen from above. The street leads to the town of Yokohama, the entry 

port to Japan for many foreigners. The scene invites viewers into these views of Japan as 

represented in the photographs selected for the album. 

The next thirty photographs are all landscape photographs, depicting Yokohama, 

Tokyo, and NikkǾ, and then follows the TokaidǾ Road to Kyoto, then finally ends with 

Nagasaki. This route from Yokohama to Tokyo and NikkǾ to the northeast, followed by 

travel southwest down the TǾkaidǾ road to Kyoto, with Nagasaki the final destination, 

was likely a common route for foreign visitors to Japan. After entering Japan through 

Yokohama, the tour continues to Tokyo, the newly established capital of Japan, and then 

takes the TokaidǾ Road to see Mount Fuji and to arrive in Kyoto, the old capital of Japan. 

The TokaidǾ had long been known as a famous historical road from Tokyo (previously 

Edo) to Kyoto since the Edo period and was likely familiar to many travelers through its 

depiction in many ukiyo-e prints and illustrated books. The port of Nagasaki on the island 

of KyȊshȊ, while much more distant, was likely also well known for its long history of 

trade with the Netherlands and China for centuries. The order of the landscape 
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photographs likely represents the original ownerôs itinerary or an ideal trip in Japan for 

any foreign traveler. 

Some of the photographs in the album, showing sites such as the Hakone hot 

springs and views of Fuji, were popular subjects in ukiyo-e prints. For instance, the 

twenty-fifth photograph in the album, ñA 529 FUJIYAMA FROM TAGONOURA, 

SURUGA,ò depicts Mount Fuji from the same location as The Paddies of ǽno-shinden 

from Katsushika Hokusaiôs series Thirty-six Views of Mount Fuji (Figures 2.13 and 

2.14).101 The two scenes take slightly different approaches to showing their subjects, with 

the woodblock print by Hokusai focusing on the life of the farmers at the end of the day, 

while the photograph emphasizes the clear view of Mount Fuji from the lake. The 

previous scholarship on souvenir photographs has pointed many similarities between 

ukiyo-e prints and souvenir photographs, including both landscapes and everyday scenes. 

However, it is important to bear in mind that the purposes of these images are different. 

On the one hand, Mount Fuji in Hokusaiôs image is the great presence that oversees 

everyday life of the common people. On the other hand, the photograph celebrates Mount 

Fuji as the symbol of Japan that is known around the world. By including this image, the 

photograph album signals the owner of the album has visited or at least recognized the 

famous view of Mount Fuji as one of the ñmust-seeò places in Japan. 

However, photographs sharing similarities with ukiyo-e prints are not the common 

type of image in this album. Instead, the images in the Batchelder album mostly depict 

 
101 While they are technically different locations with respective names, Tagonoura and 

ǽnoshinden are both in Fuji city today about 3 kilometers apart. 
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places and scenes that would not have been the subject of ukiyo-e prints from the Edo 

period. One of the most popular places that appear in souvenir photographs more 

generally is the city of Yokohama and its new streets, train stations, and port. What was 

formerly a small farming village became one of the most exciting cities in Japan by the 

middle of the nineteenth century. The Batchelder album includes two images of the 

streets of Yokohama, depicting the ñNATIVE TOWNò with traditional Japanese 

buildings and a ñGRAND HOTEL,ò a large Western-style brick building, placed back-to-

back in the series of seven photographs from Yokohama (Figures 2.15 and 2.16). In 

similar compositions, the set of photographs clearly shows the transformation of 

Yokohama as it became the melting pot for international travelers and Japanese residents. 

Another popular subject in many souvenir albums are images of the NikkǾ shrine 

complex. While the Batchelder album includes only one image of the Sacred Bridge at 

NikkǾ, many albums include more than three photographs of various shrines, temples, 

streets, and waterfalls in the NikkǾ area (Figure 2.17). The NikkǾ shrine complex was not 

a popular subject in Japanese art before the Meiji period, but it became popular in the 

Meiji period as the symbol of the Tokugawa rule, or the perfection of Japanese feudalism, 

as period travel guides have described.102 

After a series of photographs from the TokaidǾ road and several views of Nara, 

Kyoto, and Hyogo, the Batchelder album includes two photographs of Nagasaki at the 

end of its series of landscapes. One is an ordinary view of a couple of women on temple 

 
102 R. Palit, A Guide to Japan with Early History of its People, Religion, and Government 

(Calcutta: A. T. Dhur, 1910). https://archive.org/details/dli.bengal.10689.21776/ 
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grounds, but another photograph is a remarkable view of the Christian church (Figure 

2.18). This Catholic church still stands today in Nagasaki as ǽura tenshu-dǾ . It 

was built in 1864, and this is the oldest extant Christian architecture in Japan today. 

Christianity had been banned for more than two-hundred years, and thus this picture 

shows a new era when the Japanese government started to allow the practice of religions 

from Europe again. This picture was probably taken after the expansion and renovation of 

the church in the 1870s. This image signifies that Japan ñopened its doorsò not just for 

trade, but also for religious beliefs.  

 

Everyday Scenes 

The picture of two young women in the last landscape photograph from Nagasaki serves 

as a transition to the next set of photographs in the album showing everyday life. 

Fourteen images of everyday life follow the series of landscape images in the second half 

of the album. These pictures show Japanese people on the streets or in studios; these are 

presented as supposedly candid scenes of Japanese people, although some scenes were 

likely directed by the photographer. The first two images show women being carried on 

kago, or palanquin. Man-powered transportation was a popular subject in photographs 

and other visual representations in this period as Japanôs distinctive custom (Figure 2.19). 

While the photographs in the Batchelder album show a casual type of carriage, rickshaws 

(jinrikisha) were also an extremely popular image in souvenir photographs, as well as on 

the lacquer covers of the souvenir albums. 
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The following image in the album shows an empty interior of a Japanese house. 

Then, seven images depict people at work, including domestic labor like cooking as well 

as handcraft work such as umbrella making. One of the notable images is of an amazake 

(sweet sake drink) seller, and this same figural type is also featured on the cover of the 

album at the top left of the lacquer plate, as I will discuss further in the next chapter 

(Figure 2.20). The amazake seller carries two red boxes containing sweet sake, 

emphasizing the distinctive appearance of this tradesman.  

The images that follow highlight the unique appearance of Japanese figures, many 

of whom have professions made distinguishable by their costumes. For instance, the 

image of a priest is further highlighted by his voluminous and decorative robe and bright 

and careful printing and hand-coloring (Figure 2.21). The details of patterns on the robe 

are clearly articulated in the print. His physical features are also clearly depicted with his 

bald head and palms tightly put together in worship. These photographs that emphasize 

physical features and costumes participated in describing the typology of various 

occupations and status of people in Japan. 

As I have described in detail here, the images in the Batchelder album represent 

Japan from various angles, starting with landscapes and followed by the types of people. 

As we have seen, the landscape images follow a typical travel path of a foreign traveler, 

beginning with the views of Yokohama and its changes. Then, the album shows the 

places that symbolize Japanôs past and present, such as the NikkǾ shrine complex and the 

ǽura church in Nagasaki. These scenes of appreciated locales are then followed by 

studies of individual figures presented in a typology representing Japanese society. 
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In fact, this organizational scheme is frequently seen in souvenir photograph 

albums. In my survey of nearly a hundred extant albums held in the United States, 

Europe, and Japan, I have discerned that the common order of images for an album is to 

begin with landscapes, often arranged according to geography from east to west, and to 

follow these with views of everyday life. For instance, in another example, Album 12 in 

the Kurokawa collection, the order begins with thirty-five landscapes followed by fifteen 

everyday scenes (Figure 2.22). In another album from the Kurokawa collection, Album 

88, the progress from opening to end proceeds with thirty-one landscapes followed by 

nineteen everyday scenes (Figure 2.23). Album 39 in the same collection is organized in 

a similar order as well (Figure 2.24). In the album credited to Adolfo Farsariôs studio in 

the collection of the Museum of Fine Arts, Houston, the sequence of photographs follows 

the same order, with fifty-six landscape images followed by thirteen everyday scenes 

(Figure 2.25). As may be seen in my survey of nine albums from the Library of Congress 

(the Batchelder album), the Kurokawa Collection, the Museum of Fine Arts, Houston, 

and the British Library included in the appendix, this sequence of photographs seems to 

have been preferred by the albumsô compilers. 

My analysis of these albums further demonstrates that it was typical for albums to 

have more landscapes than everyday scenes. This points to a critical feature about the 

souvenir photograph albums. To date, scholarship on souvenir photography has tended to 

focus on the everyday images and how they represent Japanese culture, putting emphasis 

on these images as exoticizing or ethnographic images. However, as my research 

demonstrates, intact albums typically included more landscape images in an album. 
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While images of everyday life may have indeed been appreciated as resources to show 

the distinctive aspects of Japanese society and culture, compilers of albums seem to have 

preferred to represent their experience in Japan through their selection of landscapes. 

These landscape images likely had a more important role for the album owners, to show 

the places they visited or wanted to visit during their stay in Japan. By looking to albums 

as selections and compilations, and by paying attention to what as well as how many 

scenes they represented, my research offers a new, more holistic approach to the study of 

souvenir photographs. 

Though there is a typical format for souvenir albums, what is also clear is that 

each album is unique. It is the product of the choice and ordering of the images by the 

original owner. In other words, each album shows its ownerôs particular preferences. 

Some albums include only landscapes, as may be seen in Album 63 in the Kurokawa 

collection; this example contains twenty-seven landscapes and no scenes of everyday life 

(Figure 2.26). On the other hand, Album 16 in the Kurokawa collection includes images 

only of womenôs private life along with a few nude pictures (Figure 2.27). The Allen 

album is even more extraordinary, as mentioned in the first chapter of this dissertation, 

combining commercial prints and private photographs.  

Taking the Batchelder album as an example, I have described the typical images 

that can be found in souvenir albums. While every album is different, it seems typical 

that an album with fifty photographs usually contains around thirty images of landscape 

followed by about twenty everyday scenes. Having established the typical order of 
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images in the souvenir album, this chapter now turns to the different categories of images 

and their meanings. 

 

Categorizing Images 

There are a great variety of subjects in the souvenir photographs. It is difficult to 

determine their collective meaning or to generalize the message about Japan that this 

whole genre of photographs convey. A close analysis of the various types of subjects in 

souvenir photographs helps us to consider how these distinctive images work together to 

create complex messages about Japan through the space of an album. The photographs 

can be divided into two large categories: landscape and everyday scenes. Within 

landscapes and everyday scenes, there are more detailed divisions between types and 

locations. 

This distinction between landscapes and everyday scenes follows the 

categorization for image types used in the Meiji period, as demonstrated by the catalogue 

for Kusakabe Kimbeiôs photography studio (Figure 2.28). This catalog, held by the 

National Museum of Asian Art, has an elaborate inscription: ñColored Photographs 

Views & Costumes of Japan Beautifully Colored Transparencies, Magic Lantern Slides,ò 

suggesting that this was a catalogue for the slides, instead of for the prints. These magic 

lantern slides were sold around the same time as the photograph prints, and they were 

likely made from the same negatives. Though the slides and prints might have been 

different stock images, the catalogue shows how their subjects were categorized around 

this time. These categories, used to help buyers find the image they want, give an idea 
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about their producersô understanding of the images. The catalogue also shows many 

hand-written notes for additions and removal of images, suggesting that the storeôs stock 

in images changed constantly (Figure 2.29).  

In the catalogue, ñlandscapes and everyday scenesò were called ñviews and 

costumes,ò respectively. To be clearer and more accurate, I use the terms ñlandscapesò 

and ñeveryday scenesò in this dissertation. The catalogue divides landscape images into 

different locations, and uses a single term for all of the everyday scenes as ñcostumes.ò 

This chapter makes more detailed categorizations using the frame of landscapes and 

everyday scenes, breaking down the two categories into different types according to their 

subjects. The landscapes are divided based on the subject, such as street views and 

historical architecture, instead of locations. The everyday scenes are discussed 

thematically as well, such as images of women and craftsmen. This catalogue has a 

section on ñEarthquake viewsò at the end, containing twenty-four pictures. This is a rare 

type of photograph but was indeed produced commercially, attracting the interests of 

many travelers. I will expand on this unusual type of image at the end of this section. 

 

Landscapes 

Many of the landscape images are arranged in similar ways in many albums. Some have 

more images of the NikkǾ temples, for example, while others have more images of 

nature, as the selection depended on the interests of the owner. The order of the images 

roughly follows the geography, from east to west, as I have mentioned previously, which 

is similar to how the catalogue arranges landscape images, and the sequence of these 
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pictures may show the locations the owners visited in the chronological order of their 

travel itinerary. Most landscapes depict meisho, notable places or famous attractions. 

Images of famous places have reflected the popular places and attractions of the time in 

ukiyo-e.  Others may show other locations that had rarely appeared in f Japanese prints, 

new locations that represented changes to the category of ñfamous placeò during this 

period. What is striking is how much the choice of various places in the photograph 

albums corresponds to places that had become popular in the late nineteenth century and 

that became attractive as sites of travel for foreign buyers of souvenir photograph albums.  

These images of popular places had various meanings, though they may seem to 

depict similar subjects. In other words, even two similar pictures of temples could have 

different meanings. My study of landscape photographs demonstrates that the genre  can 

be divided into four types with clear purposes: to reinforce Japanôs national symbols, to 

introduce Japanôs history, to emphasize Japanôs relationship to nature, and to display 

signs of modernization in Japan. 

The frequency of some subjects demonstrates that these photographs were also 

made with an awareness of reinforcing Japanôs national symbols. This is most clearly 

apparent in the numerous images of Mount Fuji. Mount Fuji is one of the most popular 

subjects in souvenir photographs, as it was with ukiyo-e prints dating from the early 

nineteenth century. Many of the souvenir albums I have studied contain at least one or 

two images of the famous mountain, indicating that Mount Fuji was regarded as an 

essential image. For example, the Batchelder album contains two images of Mount Fuji 

from different locations (Figure 2.30). Looking at the catalog of Kusakabe Kimbeiôs 
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studio, it includes images of Mount Fuji from various angles, taken in more than twenty 

locations. Photograph shops had plenty of options of this subject for buyers to select for 

their albums. 

Mount Fuji became a significant national symbol of Japan in the Meiji period and 

it remains so still today. Mount Fuji emerged as a topic in painting and prints during the 

Edo period; this was due in part to it being visible from the city of Edo (Tokyo), then the 

shogunôs capital, yet it had important spiritual and political roles for centuries prior, as 

Andrew Bernstein describes.103 Mount Fuji appeared in many prints by Katsushika 

Hokusai (1760-1849) and Utagawa Hiroshige (1797-1858) as well as in other images and 

literary accounts. It had long been associated with the shogunôs power in Edo, depicted in 

many works made for the shogun, daimyo, and others, as well as in export objects for the 

Dutch trade during the Edo period.104 Woodblock prints exported abroad in the later 

nineteenth century established the image as a Japanese symbol for European and 

American viewers. In the Meiji period, the image of Mount Fuji was further reinforced as 

a symbol of the new, central government led by the emperor. As Bernstein noted, the 

Meiji period employed the symbol of Mount Fuji as part of a ñ multidimensional effort to 

foster a national consciousness along with national institutions.ò105 The abundance of 

Mount Fuji images in multiple media, such as prints, illustrations, texts, and photographs, 

 
103 Andrew Bernstein, ñWhose Fuji? Religion, Region, and State in the Fight for a 

National Symbol,ò Monumenta Nipponica 63, no. 1 (2008): 51ï99. 

http://www.jstor.org/stable/20535183. 
104 Jan de Hond and Menno Fitski, Ippon no hosoi hashi: bijutsu de himotoku oranda to 

nihon no koryu shi [A Narrow Bridge: Japan and the Netherlands from 1600], trans. 

Akihisa Matsuno and Yumi Sugawara (Osaka: Osaka Daigaku Shuppan-kai, 2020), 133. 
105 Bernstein, ñWhose Fuji?,ò 59. 
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strengthened the connection between Mount Fuji and Japan. At the same time, Mount 

Fuji carried various meanings for other viewers due to its historical, spiritual, and 

political aspects, resisting a single definitive connotation at home. 

Another purpose of landscape photographs seems to have been to introduce 

Japanese history, often through images of historical architecture. The NikkǾ shrine 

complex became another extremely popular image as a representative subject of Japan's 

history. In my study of the eight albums each containing about fifty photographs, four 

albums have more than five images of the NikkǾ area. Remarkably, the album compiled 

by Adolfo Farsari held at the Museum of Fine Arts, Houston, includes twenty images of 

NikkǾ from its total of seventy photographs. Turning to the Kimbei catalog, it includes 

sixty-three images of the shrine complex and eighty-eight other images of waterfalls and 

hotels from the surrounding area.  

 The site of NikkǾ was known to the travelers as the site for the mausolea for 

Tokugawa Ieyasu (1543-1616) and Tokugawa Iemitsu (1604-1651), the first and the third 

shoguns of the Tokugawa period. Some photographs bear titles like ñIyeyasuôs Tombò to 

indicate its significance (Figure 2.31). NikkǾ was the symbol of feudal rule, representing 

Japanôs past. Period travel guides allocate many pages to explain the history of the site, 

suggesting many travelers went to NikkǾ. Basil Hall Chamberlainôs Travelerôs Handbook 

to Japan gives an extensive account of the site and its history over more than 10 pages. In 

addition to describing important sights in Japan, the guidebooks explain at length about 

Japanese history, religion, and culture. It discusses the political transition of Edo to Meiji 

period, as well. For similar reasons, the site of ZǾjǾ-ji in Shiba park, a temple that houses 
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tombs of a number of Tokugawa shoguns, became another common location for souvenir 

photographs. The pictures of famous sites documented the important places in Japanese 

history.  

A third objective of landscape images served to emphasize views of nature. These 

images participated in a narrative that presented Japanese appreciation for nature. Many 

albums contain images of nature which have little association with Japanese history. 

These images depict seasonal flowers or streets in the woods. Some prints also show 

interesting geology, such as hot springs. For instance, an image of two men sitting by the 

river watching the flowing water emphasizes an atmosphere of appreciating nature, rather 

than any specific detail or the history of the location. (Figure 2.32) 

The appreciation of nature became another means of creating Japanese identity 

during this period, as historian Julia Adeney Thomas has discussed.106 As 

industrialization advanced in Europe, English and French people, in particular, looked 

towards Japan as a place where people lived closer to nature and without the disturbance 

of technology. Thomas argues that the use of nature in the representation of Japan reflects 

ña series of radically reconfigured ideasò that transcend the dichotomy of nature versus 

culture, or primitive versus modern.107 The ambiguous idea of Japanese connection to 

nature, which is still a common stereotype of Japanese culture, has sent complex, mixed 

messages about Japan. 

 
106 Julia Adeney Thomas, Reconfiguring Modernity: Concepts of Nature in Japanese 

Political Ideology (Berkeley: University of California Press, 2002). 
107 Thomas, Reconfiguring Modernity. 
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In the photographs, images of seasonal flowers may point to the sensibility of the 

changing nature throughout the year. Some images of people gathering by the flowers 

also show that Japanese people get together to enjoy seasonal events (Figure 

2.33).108Images of waterfalls may highlight the interesting geology of the archipelago. 

Some images also include people in front of the waterfalls, possibly even referring to the 

spiritual power that Japanese people believed in such natural wonder (Figure 2.34). 

Another example, images of a wide field or a wide field with a single architecture, as 

seen in figure 2.35, might suggest that nature might be an area to be developed by 

modernization. Such an image leads this discussion to the next type of landscape 

photographs. 

The last and perhaps, for the purpose of this dissertation, the most interesting 

typology is landscape images that show Japanôs transformation, in other words, 

representations of signs of modernity, Westernization, and industrialization. This is a 

notable aspect of landscape photography that is rarely discussed in previous studies. 

While many images establish and emphasize the cultural symbols of Japan like Mount 

Fuji, there are also other types of images that display technological advancement and 

cultural hybridity. For instance, in Figure 2.36, labeled ñTo look over iron bridge from 

Uji river,ò the photograph centers the newly built iron bridge in a scene of people 

enjoying a boat ride. The title and the prominent placing of the iron bridge explicitly 

indicates the main subject of the photograph. The contrast with a wooden bridge in the 

 
108 Some images of people gathering by nature may be categorized as everyday scenes, if 

the image focuses heavily on the people, e.g. the facial expressions of the subjects are 

visible. 
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background further highlights the advancement of modern engineering in Japan. The 

people seem casual and relaxed; a couple of men are shown drinking on the boat. This 

image suggests ways in which Japanese daily life started to embrace modern technology 

in the late nineteenth century. 

Although the number of images that depict these views of industrialized Japan is 

significantly fewer than images of symbolic and historically important sites, there are a 

variety of images that demonstrate modernization and globalization in Japan. Some 

albums include photographs of European style brick buildings. The last two pages of one 

of these albums contain eight smaller photographs of streets in what seems to be a 

foreignerôs settlement (Figure 2.37). Assuming from their smaller size and their 

placement at the end of the album, these may be cheap prints or possibly commissioned 

works. Figure 2.38 shows train stations and tracks that took foreign travelers from 

Yokohama port to Tokyo. With the growing number of foreign advisors around the 

1880s, it was important that European and North American visitors could travel and work 

comfortably in Japan.  

The Batchelder album contains six photographs out of forty-five that show 

modern buildings. Among the nine albums I chose for this study, five albums contain five 

to twelve images of brick buildings and train stations. The survey of nearly thirty albums 

that I have inspected in the Kurokawa collection provided a similar result, about half of 

the albums including more than one image of modern engineering and Western-style 

brick architecture. I propose that they were important images that were visible and 

desirable to many of the viewers of souvenir photographs. 



102 

 

 

Everyday Scenes 

Another common type of souvenir photography is images of everyday life. These 

significantly contributed to shaping ideas about the lives of Japanese people. These 

photographs show Japanese people often clad in kimono in their houses or on the street, 

providing a peek into their private lives. Previous scholars have argued that souvenir 

photographs worked to establish stereotypical views of Japan. Certain elements in these 

photographs included attributes that made them easily recognizable for foreign viewers. 

These ñeveryday scenesò appear often in a variety of albums and collections, revealing 

how they carefully constructed exotic views of Japan and established typical Japanese 

views. Yet images of everyday life that appear in albums seem to indicate individual 

ownerôs interests more clearly, as compared to those of landscape. Some albums focus on 

images of women, while others demonstrate preference for images of people in different 

stages of life. In order to consider the images of everyday life in detail, I divide these 

photographs into three types: street scenes, women, and occupations.  

Street scenes including seasonal events, such as people gathering outside or on the 

veranda are another popular street image in many albums (Figure 2.39). Some 

photographs were taken outside on location, and others were taken in a studio with a 

painted backdrop showing some scenery like Mount Fuji and a castle. Transporting 

people on carriages was a particularly common theme in this type. A palanquin (kago) 

and a rickshaw (jinrikisha)ïa palanquin is a large carriage with a bar carried by two 

people at the front and back while a rickshaw has two wheels and pulled by one personï
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were popular not only in photographs but also for the lacquer covers of the album as well 

as in literature.109 Similar types of carriages existed before the nineteenth century, but 

rickshaws (termed after the Japanese word, jinrikisha) were a Japanese invention during 

the Meiji period. This human-powered transportation was popular among the foreign 

tourists as a cheaper transportation than horse carriage and for shorter trips when they 

made many stops on their way westward from Tokyo.110 Repetitively represented in 

images and texts, rickshaws became well-known touristôs attraction in their own right. 

Scenes such as these were usually directed by the photographer. The images show 

a balanced composition with perfect placing of the actors and the props. At the same 

time, posing for the photographs could also create awkward images, as the models are not 

used to posing for the camera. Particularly, many rickshaw pullers of this period were 

low-class men who would have encountered cameras for the first time. They stare at the 

camera with empty facial expressions, adding a strange tone to the photograph. (Figure 

2.40) Some photography studios hired models for this purpose and thus produced what 

looked like a more natural view of everyday scenes. 

Many of the paid models were women, often geisha, who sat for everyday scenes. 

Images of Japanese women are another popular genre in souvenir photographs. These 

photographs of young Japanese women often show private scenes that are usually hidden 

 
109 I will expand on this topic with regards to the lacquer album covers in Chapter 3. Also 

in Allan Hockley, ñPackaged Tours,ò in Reflecting Truth:Japanese Photography in the 

Nineteenth Century, eds. Nicole Coolidge Rousmaniere and Mikiko Hirayama 

(Amsterdam: Hotei, 2004), 66-85. 
110 W. Puck Brecher, ñContested Utopias: Civilization and Leisure in the Meiji Era,ò 

Asian Ethnology 77, no. 1/2 (2018): 33ï56. https://www.jstor.org/stable/26604832. 



104 

 

from the travelerôs eyes. For instance, figure 2.41 shows six young women in kimono, 

two of whom are in especially luxurious dresses, having drinks by the Kamo river in 

Kyoto. This is one of the most popular images in souvenir photography, which was also 

recreated in lacquer on several album covers, as seen in figure 2.42 and 2.43. It shows a 

scene of young women entertaining slightly older and more casual women. This 

photograph depicts Japanese women from various angles. The hair styles and ornaments, 

the kimono, and especially the obi on the girl in the center are clearly documented. Hand-

coloring on the garments highlight the colors and patterns of the kimono. This picture 

presents a complete look of a womanôs kimono from different angles, in addition to 

showing the private scene of Japanese women. 

Representations of women in souvenir photography is a topic that deserves a 

monograph, as Mio Wakita has done in her book, Staging Desires. Wakita focuses on 

photographs of women taken by Kusakabe Kimbei to consider how Japanese women 

were represented by the male Japanese photographer for European and American 

viewers. She suggests that ñone of the selling points of souvenir photography was its 

capability of providing visual sensationsò especially through exotic images of Japanese 

women.111 Male Japanese photographers like Kusakabe Kimbei studied the market for 

souvenir photography in this period to acquire the gaze of the Euro-American 

photographers in producing desirable and thus marketable images for the appropriate 

audiences. In the process, she argues, the Japanese photographer exoticized his own 

 
111 Wakita, Staging Desires, 65. 



105 

 

culture, breaking the simple, binary understanding of the Orientalist visual representation 

in which Western viewers control how Eastern subjects are depicted. 

Indeed, images of Japanese women reinforced the idea that beautiful Japanese 

women represent the beauty of Japan.112 Many photographs of women depicted and 

celebrated the beauties while insinuating their exploitable status. These representations 

often resemble ukiyo-e, as well as japonaiserie paintings by George Hendrik Breitner 

(1857-1923) and Alfred Stevens (1823-1906), among others, which depict European or 

American women wearing and admiring Japanese clothing and objects (Figures 2.44 and 

3.45). For instance, figure 2.45 depicts a woman looking into the mirror wearing kimono, 

an image of a relaxed woman with exotic garments. She gives a blank stare at herself in 

the mirror reflection, dressed in a decorative kimono, the latest womenôs fashion in Paris. 

Facing her back to the viewer, she shows the back of her neck directly to the viewer and 

her breasts through the mirror. The viewer is given the space to admire her beautiful 

garments and her fair skin as she looks at herself.  

For instance, ñSleeping Beautyò by Stillfried allows an invasive gaze into the 

sleeping young women perfectly set up in a room with a lamp and a screen (Figure 2.46). 

They sleep on the floor on a thin mat, wearing kimono and covered in duvet. The image 

captures the faces of two young women turning to the camera with closed eyes. They 

sleep with their hair set in coiffeur on a hard box-pillow, pointing to a distinctive custom 

of Japanese women. The photographs of women like this one provided a voyeuristic gaze 

 
112 Wakita, Staging Desires, 90. 
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into the private lives of young women via the penetrating visual description of them and 

their clothing.  

Both the photograph and the painting give a secure position for the viewers as the 

women remain unaware of or indifferent to the viewerôs gaze. Still, some aspects are 

different between the photograph and the painting. The japonaiserie painting highlights 

the curved body and the luxurious outfit of the woman with her skin appearing peeking 

through her loosely worn kimono with her hair in a messy bun. By contrast, the 

photographs show women sleeping with their hair in perfect arrangement and fully 

covering their bodies with their duvet. While the painting successfully creates the 

decadence of the atmosphere in the room, the photograph has an organized composition, 

presenting a rather static and sober view of the two young women. 

European travelers in Japan in this period included painters, who produced works 

that resembled japonaiserie paintings like those of Stevens and James Tissot (1836-

1902).113 Indeed, many photographers like Beato and Stillfried came from Europe likely 

with the knowledge of such visual representation of Japan and its popularity among the 

Euro-American audiences. While Japonisme is known as the influence of Japanese art on 

European art, Japonisme in painting likely had an effect in return upon souvenir 

photographs, targeted towards Euro-American consumers. 

This common type of image in souvenir photography has led viewers today to 

believe that the main purpose of these photographs was to show exotic aspects of Japan. 

 
113 Emiko Yamanashi, ñSeiyo jin ni miidasareta Meiji-ki no nihon,ò in Hakken sareta 

Nihon no fukei ed. Emiko Yamanashi, et al. (Tokyo: Mainichi Shimbunsha, 2021), 6. 
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Indeed, not only paintings but also theater plays represented exotic and submissive 

Japanese women. Plays like Geisha and Madame Butterfly are popular examples that 

represent how stereotypes about Japanese women developed around this time.114 The 

story of a passionate Japanese woman falling in love with an U.S. officer, who has a wife 

at home, and their tragic love affair ending up in her suicide by seppuku has shaped the 

idea of submissive, emotional, and destructive Japanese women. 

Although many of the photographs of Japanese women focus on the beauty of 

women and allow one-way gaze into the womenôs lives, there are other images that 

complicates the viewerôs position. The comfortable place of the viewer as an outsider 

peeking in is disrupted when the sitters address the spectators. A gaze of the 

photographed subject, an existing person from the past, pierce through the viewer in the 

present.115 For instance, in figure 2.47, an older woman, probably the owner or manager 

of a tea house, is helping a young geisha get dressed. Next to the make-up cabinet another 

young girl, who seems like an assistant, looks straight at the camera. In this scene, at the 

same time that viewers get to peek into the private life of a young geisha, the young 

assistant actively responds to the gaze by coldly staring back. She sits facing the geisha 

turning her head slightly to look at the camera, acknowledging the photographer and 

ultimately the viewers. She seems bored as well as suspicious about the camera.  Her 

stare agitates the relationship between the sitters and the viewer as her engagement 

 
114 Helen Burnham, Jane E. Braun, Nozomi EndǾ, Emily A. Beeny, and Irene Konefal, 

Bosuton Bijutsukan Kareinaru Japonisumu Ten [Looking East: Western Artists and the 

Allure of Japan from the Museum of Fine Arts, Boston] (Tokyo: NHK, 2014), 87. 
115 Masaki Kondo, ñShashin, manazashi, tasha,ò in Dezain riron 40 (2001): 66. 
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reminds the outsiders of their own identities as they peek into behind the scenes of a 

geishaôs life. 

Though not as common as the exotic images, some photographs reveal the 

competing ideals of Japanese women for domestic and international audiences around the 

mid-Meiji period (in the 1890s?). Some photographs show women engaged in intellectual 

activities, such as reading. By this time, Japanese women had started incorporating 

Western garments, and the government had started promoting the roles of women as 

active participants in society, exemplified by the famous phrases like good wife wise 

mother. While popular images of women did emphasize the exotic and often sexualized 

aspects of Japanese peopleôs lives, that certainly was not the only type in the images of 

women. 

Another popular subject in the scenes of everyday life is the peopleôs ñtypes.ò 

This is a particular category of image that depicts an individual's costumes and physical 

features according to their occupation or certain age and gender. ñType,ò or also called 

ñnative typesò was a concept that often appeared in the nineteenth century social 

sciences, and it refers to the ñnormalized categories of people based on ostensibly 

standard physical characteristics, which were in turn associated with certain moral or 

cultural qualities.ò116 David Odo refers to this idea in his book, The Journey of ñA Good 

Typeò, which analyzes  souvenir photographs and how Japanese types are represented in 

relation to the contemporary trend of early anthropology. These images of types 

introduced to the foreign viewers various occupations and distinctive types of people in 

 
116 Odo, The Journey of ñA Good Type,ò 3. 
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Japan. Odo includes some images of women, such as full-length portraits, as part of this 

group. These images present the subject as an anthropological source about costumes 

according to womenôs ages, rather than as a view into their private life.  I include images 

of craft workshops or certain occupations that depict groups of people working together 

as part of the ñtypeò image, as they also serve a similar purpose to describe Japanese 

occupations. 

The ñtypesò photographs are popular and representative images of everyday 

scenes. The term, ñCostumes,ò a term often used in the photograph store catalogs to 

indicate the images of everyday life, likely originates from this group of photographs. 

The images clearly emphasize the clothes and accessories of the models. The images of 

an amazake seller and a priest from the Batchelder album fall under this category. As I 

have mentioned, the photographs and the coloring carefully depict the details of their 

costumes and physical characteristics. In addition, a group of craftsmen are another 

common subject. For instance, figure 2.48 shows the bronze ware manufacturer Nogawa 

in Kyoto with a large branding label. Crammed in a small room, five craftsmen work 

together by the wall displaying rows of their bronze products. They work on their 

disparate projects in their spaces. This image likely functioned as an advertisement, 

introducing the hand crafting of each of the Nogawa products. 

Documentation of peopleôs labors and customs is not new in this period or with 

photography. Depictions of various occupations are commonly found in both Japanese 

and European visual traditions. In Japan, shokunin zukushi  (or a collection of 

occupations) is a type of painting and illustration in which different types of craftsmen 
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are collected in a single form like an illustrated book or a standing screen. It is a tradition 

that started around the Kamakura period and was popular around the Edo period.117 The 

most common format for shokunin zukushi is an illustrated book, such as kyoka ehon 

shokunin kagami by Hishikawa Sori, a printed book published by Tsutaya Juzaburo in 

1804. (Figure 2.49)  

A similar practice of documenting various craftspeople is also found in Europe. 

For instance, Casper Luykenôs Het Menselyk Bedryf (after Jan Luyken, 1695) is a series 

of a hundred etchings with images showing peopleôs labors. The inscriptions describe the 

job at the top and a rhyming poem at the bottom. (Figure 2.50) De Pottebacker is one 

print from the series and illustrates a pottery maker and his surroundings. The etching 

shows the workers in his studio using his special tools. These examples show that 

observing various types of labors was a common visual practice in Japanese and 

European contexts centuries before photography. 

The descriptions of various laborers were also popular as export products in the 

early nineteenth-century. As mentioned earlier in this chapter, Kawahara Keigaôs 

paintings from the people album (jinbutsu gajǾ ) exemplify the typical 

descriptive images of Japanese people made for Dutch audiences. Keigaôs illustrations of 

various types of people show individual people in their respective costumes. These 

descriptive images focus on one person, highlighting the details of the personôs 

belongings and clothing with little details of their surroundings. Compared to the 

 
117 KinzǾ Uchida, ñKinsei shokunin zukushi ekotoba wo megutte,ò Ukiyo-e geijutsu 104 

(1992); 3-12. https://www.jstage.jst.go.jp/article/ukiyoeart/104/0/104_907/_pdf  

https://www.jstage.jst.go.jp/article/ukiyoeart/104/0/104_907/_pdf
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aforementioned publications of occupations like shokunin zukushi, Keiga reduces the use 

of texts to a minimum. Many of Keigaôs images exclude text altogether, while some have 

short labels for different types of occupations. Instead of observing and celebrating 

peopleôs professions through description and poetry like the traditional shokunin books, 

Keigaôs paintings demonstrate the people and their tools strictly through visual means.118   

The photographs of peopleôs types follow a similar technique to Keigaôs images 

in that they usually depict one person (or sometimes a group) in a studio often with little 

props or background paintings other than the accessories that attribute them to a specific 

occupation. These photographs of peopleôs types show laborers and people in various 

stages of life in clear and simple ways to present them legibly to the foreign viewers. 

They used similar methods in order to visually represent Japanese culture to Western 

viewers. 

 

Miscellaneous 

Though most souvenir photographs can be divided into either landscapes or everyday 

scenes, there are a few images that are rather unique. One example is images of 

earthquakes. Earthquake views are included in the Kimbei catalog too, 24 images with 

numbers E1 to E24, documenting the 1891 NǾbi Earthquake, based on the depicted 

locations (Figure 2.51). This 1891 earthquake is still one of the largest earthquakes in 

Japan since the Meiji period. Earthquake images are not as common as others, but there 

 
118 The detailed records of how all of the objects in these collections were assembled are 

scarce. Among the many craftsmen who worked for these Dutch commissioners, we 

know the most about Kawahara Keiga. 
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are albums that include one or two spreads of them. Earthquakes were likely 

extraordinary, if not terrifying, events for travelers from America or Europe, where 

earthquakes rarely happen. These photographs were a documentation of Japanôs geology 

and a reportage of a natural disaster. Album 39 from the Kurokawa collection includes 

three photographs of the earthquake from this area, possibly bought at the Kimbei 

studio.119 The Allen album, discussed in Chapter 1, also has a spread of earthquake 

images (Figure 2.52). These photographs are taken by Al with his own camera and 

documents their hotel being destroyed in the earthquake, marking the hotel rooms they 

were staying with a large X (Figure 2.53). 

I have described the different types of souvenir photographs often included in the 

albums. As I have shown, the albums included a variety of images showing different 

aspects of Japanese culture and nature. Rather than conveying one particular aspect of 

Japan, such as emphasizing the typical view of women on rickshaws or Mount Fuji, the 

souvenir albums showed images of the latest engineering or distinctive labors. In fact, 

images of the latest developments were purposefully pictured as ñan ironic or astonishing 

contrast to the old, adding a layer of dissonance that updates but does not upend older 

stereotypes.ò120 

There are albums that only contain pictures of women, and these albums would 

have represented Japan fully through their beautiful women. Albums with pictures of 

only landscapes are also found in several collections. After all, the benefits of creating an 

 
119 While the locations depicted in the photographs correspond to the locations on the 

catalog, they have different titles on the black strips. 
120 Odo, The Journey of ñA Good Typeò, 108. 
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album were that the owner could collect any image they desired. I contend here that the 

common type of album, which was likely a must-have souvenir for many international 

travelers in Japan, attempted to include a variety of images that showed the complex 

culture of Japan without selectively showing one particular perspective. 

 

Conclusion 

This chapter has demonstrated how photography became an attractive media for 

international tourists and considered the meanings of images as they were compiled in an 

album. My analysis approaches the souvenir photograph by focusing on the selection and 

sequence of photographs as seen in an album. I propose that this method offers an 

effective method for the history of photography to analyze how meaning is conveyed 

through images by considering how the arrangement of the album conveys the 

perspective of the patrons for albums. Previous methods for studying souvenir 

photography focused on one photographer or one type of photograph. Other approaches 

for the history of photography have also interpreted images through a theoretical 

framework, such as a feminist perspective or from an anthropological point of view. 

However, these approaches take the images out of context and could lead to the over-

simplification of a complex visual practice, especially when considering the visual 

culture of the Meiji period. Such simplification may also misunderstand souvenir 

photographs as a mere genre with one certain meaning or used for a single purpose.  

The study of souvenir photography is a difficult field as prints were mass-

produced with few records of the authorship or inventory. While catalogs may 
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demonstrate how many kinds of landscape images were made, they do not represent how 

many prints were produced for each type. Tracking extant prints is extremely difficult 

considering many albums were stored as private possessions of travelers who came from 

various parts of the world. The album is a useful format to consider how viewers 

encountered and selected photographic images. 

Photography in the nineteenth century had applications in various fields like 

ethnography, physiognomy, and psychopathology. In many cases, as we have seen with 

souvenir photography, authorship for these images is unreliable or insignificant, and the 

exact number of prints depending on the image types are difficult to measure. Focusing 

on a particular album or a collection and analyzing how the images are organized is a 

fruitful method. It also offers insights into collecting as a part of photography culture of 

this period that was taken up by both men and women.121 Analysis of the viewing 

experience of photography reveals how photograph prints as physical objects fit into the 

ownerôs lives. 

An innovative modern invention, photography became a popular media to 

document the views in Japan. Though the Japanese public was skeptical of the hyper-

realistic visual representation, photographs depicted landscapes and people of Japan that 

the travelers saw or wished to see. The photographs documented the views as thought 

they were truthful reflections of reality, serving as the evidence of the travelerôs 

 
121 Elizabeth Siegel, Galleries of Friendship and Fame: A History of Nineteenth-Century 

American Photograph Albums (New Haven: Yale University Press, 2010). 



115 

 

experience in Japan. The success of the photography business for international tourists 

advanced the technology further in Japan. 

By looking closely at the images inside, I have shown that souvenir albums have a 

typical organization of the photographs, as exemplified by the Batchelder album. I have 

also discussed how buyers had many options to choose for their albums. Even within the 

category of landscapes, there were various types of images. Some, like pictures of Mount 

Fuji, reinforced the landmark as the national symbol of Japan, while images of nature 

highlighted an emerging discourse promoting Japanese peopleôs close connection to 

nature. Other photographs depicted images of the latest technologies in Japan, showing 

how Japan was developing into a modern nation. Everyday scenes also included various 

types, such as beautiful women in kimono or people at work. They reiterate the familiar 

image of beautiful women in Japan as seen in many ukiyo-e prints as well as in theaters 

in Europe, while also introducing distinctive occupations in Japan. 

These images established the common sights in Japan without exactly creating a 

single meaning or single stereotype about Japan. Combined in an album, individual 

images of various subjects create complex meanings. Though previous scholarship has 

suggested the souvenir photographs highlighted stereotypical views of Japan, the albums 

in fact combined various types of images to present multifaceted culture of Japan. The 

way that the albums reinforce Japanese visual symbols without giving it a single, definite 

meaning is similar to how Christine Guth talks about Hokusaiôs Great Wave as a flexible 
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subject that has ñinterpretive fluidity.ò122 The repetition of certain images like Mount Fuji 

and rickshaws clearly establish these subjects as symbols of Japan, but they could have 

multiple meanings. Mount Fuji can stand for the new central government and the old 

feudal system of Japan as seen in the prints at the same time. Images of nature, too, as 

Julia Adeney Thomas has described, can contain multiple, sometimes contradicting, 

meanings at the same time. In this way, souvenir photographs introduced and reinforced 

the icons of Japanese culture while maintaining fluidity of the meaning. Individual prints 

could have different meanings depending on the other photographs in the same album. 

Rather than merely creating exotic or fantasy images, the souvenir albums depicted 

multiple aspects of Japan. 

  

 
122 Christine Guth, Hokusaiôs Great Wave: Biography of a Global Icon (Honolulu: 

University of Hawaiᾶi Press, 2016), 137. 
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CHAPTER 3. LACQUER COVERS ON THE ALBUM  

 

The cover to John Davis Batchelderôs album shows four motifs with bright gold lines 

against a dark black background (Figure 3.1). A falcon is shown tied to a screen inside a 

dark blue rectangle, while to the left, an oxcart is placed inside a plum-shaped frame. 

Motifs are placed outside these two framed sections, with a scene on the lower left of a 

litt le boy asking his mother to buy a cup of amazake, and on the lower right two women 

are shown occupied in doing the laundry. On the rear cover, the album features a peony 

on the left while a dragonfly hovers over a gourd with dianthus on the right (Figure 3.2). 

These decorations on the front and back have a colorful palette and varied textures. These 

lavish covers are made with lacquer, using a painting technique with powdered gold 

called maki-e. Lacquer covers like these decorated Japanese commercial photograph 

albums, making them luxurious souvenirs for foreign travelers in Japan during the Meiji 

period. While lacquer was long a popular material for containers, such as boxes and tea 

caddies, these photograph album covers present a rare instance in which lacquer is used 

as book covers. In this chapter, I consider these luxurious covers as offering a new role 

for lacquerware during the Meiji period, looking at production and trade, then turn to 

discuss how lacquer covers contributed to the experience of viewing albums. 

Lacquer has been used for more than ten thousand years in Asia.123 The 

production of lacquer is unique to East Asia and Southeast Asia, as lacquer trees only 

 
123 The oldest example of the lacquer (urushi) tree is from 12600 years ago. Urushi wares 

have been found in sites in Japan dated to about 9000 years ago. There are some debates 

about where the use of lacquer to make wares originated, whether it was in China or 
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grow in these areas. Commonly applied to tableware and furniture, the glossy deep black 

color of lacquer has attracted diverse audiences. It adds value to these utilitarian objects 

since lacquer is resistant to heat, water, and acidity, making lacquer objects harder, 

stronger, and able to last longer. Lacquer also works as glue to join fabrics, wooden 

pieces, and ceramics. 

Lacquerware is expensive as it requires both the use of rare natural material and 

a complex process of application, but its practical qualities have made lacquerware a 

suitable material for everyday use and interior decoration in wealthy households from the 

medieval era on. In the Edo period, it became common for powerful feudal families to 

present lacquerware as part of a bridal trousseau to display their status. The Hatsune 

Trousseau at the Tokugawa Museum is a famous example of luxurious bridal trousseau 

given to Tokugawa Iemitsuôs daughter when she married Mitsutomo in 1639 (Figure 3.3). 

Outside of these household uses, lacquerware boxes were used to protect important 

objects and documents in religious and political contexts as well. Lacquered boxes were 

often used to contain sutras and books in religious institutions, or important documents in 

political settings. 

Although lacquer objects were common in the lives of Japanese aristocrats and 

feudal lords, their material qualities and complex production processes are hardly 

discussed in scholarship. To clarify this terminology, ñlacquerò is a name of the natural 

 

Japan. The example from 9000 years ago is older than the oldest example found in China. 

See, Kokuritsu Rekishi Minzoku Hakubutsukan, Urushi: urushi fushigi monogatari = 

Wonders of urushi: The 12000-year history of people and lacquer in Japan (Chiba-ken 

Sakura-shi: Daigaku kyǾdǾ riyǾ kikan hǾjin ningen bunka kenkyȊ kikǾ Kokuritsu rekishi 

rinzoku hakubutsukan, 2017), 26. 
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paint that can be made from the sap of lacquer trees. In Japanese, the term ñurushiò  

refers to both the lacquer tree and to lacquer paint. Lacquerware, or objects with lacquer 

paint, are called ñshikkiò , literally meaning ñlacquer vessels.ò Lacquerware, or 

shikki, can refer to ñnuriò , objects covered in simple black or red lacquer paint, as well 

as to lacquer objects with ñmaki-eò , a painting technique using gold powders. In the 

maki-e process, lines are drawn with lacquer paint, then gold is sprinkled on the wet 

lacquer lines. The term, ñmaki-e,ò comes from the Japanese word, ñto sprinkleò (maku 

), and it literally translates into ñsprinkled picture.ò 

Previous research on photograph albums have focused mainly on the photograph 

images and the photographers, apart from a few short essays on the album covers.124 The 

covers have been largely overlooked in the field of Meiji period Japanese art because 

they are not treated like decorative works, or as crafts, but are seen as part of commercial 

albums, and they do not quite belong to the history of photography either as they are 

lacquer objects. However, other forms of lacquerware have been studied more 

thoroughly, mainly as export objects, within a history of trade that spans from the 

sixteenth century to the present. Numerous museums and palaces around Europe, 

including the Victoria and Albert Museum in London and the Musée Guimet in Paris, 

have significant collections of Japanese lacquer objects and have researched and 

 
124 Allen Hockley, ñPackaged Tours: Photo Albums and Their Implications for the Study 

of Early Japanese Photography,ò in Reflecting Truth: Photography in Nineteenth Century 

Japan, eds. Nicole Coolidge Rousmaniere and Mikiko Hirayama (Amsterdam: Hotei 

Publishing, 2004), 66-85; Masayuki Okabe, ñToransupearenshi no japonisumu: maki-e 

arubamu kara garasu suraido e [Japonismeôs Transparency: from maki-e album to glass 

slide],ò Studies in Japonisme 35 (2015): 85-92. 
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exhibited their collections, with album covers sometimes included in these studies. Oliver 

Impeyôs Japanese Export Lacquer 1580-1850, a study of works in European collections, 

has become a canonical work showing the breadth of Japanese lacquerwares exported to 

Europe since the sixteenth century.125 In Japan, the Kyoto National Museum put new 

focus on the subject in an exhibition called Export Lacquer: Reflection of the West in 

Black and Gold Maki-e (Japan Maki-e: kyȊden o kazaru TǾyǾ no kirameki) in 2008.126 

These studies have revealed that some lacquerwares were made for important foreign 

clients, such as Marie Antoinette, and demonstrate great achievement in the quality of 

export wares, comparative to those produced for wealthy feudal lords in Japan.127 These 

studies demonstrate that foreign clients were essential patrons for maki-e makers, and 

raise the implication that these distant patrons played a significant part in shaping the 

history of Japanese maki-e. 

In 2014, an exhibition on the production of lacquerwares since the beginning of 

Meiji period, KYOTO, Re-creation of Reminiscence: Lacquerware in Modern Japan 

(Urushi no kindai), held at the National Museum of Modern Art, Kyoto closely examined 

the domestic and international forces that transformed the production of lacquerware 

 
125 Oliver Impey and C.J.A. Jörg, Japanese Export Lacquer 1580-1850 (Leiden, The 

Netherlands: Hotei Publishing, 2005). Other publications on Japanese export lacquer 

include: Shayne Rivers, Rupert Faulkner, and Boris Pretzel, East Asian Lacquer: 

Material Culture, Science and Conservation (London: Archetype Publications in 

association with the V&A, 2011); Monika Kopplin and Christian Baulez, Les Laques Du 

Japon, Collections De Marie-Antoinette (Paris: R®union des mus®es nationaux, 2001). 
126 Kyoto National Museum, Japan Maki-e: kyȊden o kazaru TǾyǾ no kirameki [Export 

Lacquer: Reflection of the West in Black and Gold Maki-e] (Osaka: Yomiuri Shimbun 

OOsaka Honsha, 2008).  
127 Kyoto National Museum, Japan Maki-e, 24. 
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since the beginning of the Meiji period.128 This exhibition looked at international 

exhibitions as transformative for lacquer makers. International exhibitions, from their 

first occurrence in London in 1851, significantly changed the ways in which nations 

presented themselves as well as how people perceived cultures around the world. In this 

context, Japanese lacquer makers studied their markets abroad and responded to the new 

demands. At the same time, they searched for and created a unique style of Japanese 

lacquer that stood out from the global competition. Taking this exhibition and this 

historical context as my starting point, I will now turn to an analysis of maki-e album 

covers and their meanings. 

This chapter considers the work of lacquer makers involved in the production of 

export objects. Many lacquer makers who worked on the covers were nameless 

craftsmen, but their images reached around the world. Artworks made for export in this 

period are important resources that show how Japanese artists, dealers, and scholars 

formed their national identity in the larger international sphere. I analyze how these 

objects represented Japanese art and culture by examining the works of lacquer makers, 

particularly those who participated in the production of photograph albums. In doing so, 

my approach discusses works made for export as an important piece in the history of 

Meiji period Japanese art. 

First, I describe images and techniques applied on album covers to consider how 

lacquer covers invite viewers into the world represented by photographs inside the 

 
128 Yui Nakao and Chinatsu Makiguchi, Urushi No Kindai: KyǾto, "kǾgei" Zen'ya Kara 

[ KYOTO, Re-Creation of Reminiscence: Lacquerware in Modern Japan] (Kyoto: Kyoto 

Kokuritsu Kindai Bijutsukan, 2014). 
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albums. This section describes common characteristics of the lacquer covers. The choice 

of subject-matter on the maki-e design and the materials used for these covers distinguish 

the souvenir albums from any other types of albums from different cultures. The second 

section considers the makers of the album covers. While resources are limited to directly 

connect any named lacquer artist to the production of the album covers, the style of the 

maki-e design suggests that a group of lacquer makers participated in the production. The 

Shibayama school of lacquer makers produced many export lacquerwares during the 

Meiji period, including lacquer covers. As Shibayama artists became specialists in the 

export market, they worked closely with trade companies that studied the market in Japan 

and abroad in order to cater to the desires of foreign buyers. Lastly, this chapter discusses 

how the style of lacquer covers reflect important characteristics of Meiji period Japanese 

crafts, carefully considering the historical background. This chapter concludes by 

rethinking the implications of lacquer covers as a symbol of Japanese craftsmanship 

towards international audiences. 

 

Images on the Covers 

Commercial photograph albums had covers made with lacquer with luxurious maki-e and 

inlaid decorations on dark black backgrounds. Maki-e can create intricate images with the 

materiality of sticky lacquer paint. The unique texture of lacquer makes the painting 

process more complex and difficult than other forms of painting, like ink painting. Maki-

eôs specific materiality creates its own distinctive effects on the visual and tactile 

experience of viewing the album. Though they are both pictorial surfaces, maki-e has a 
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different appearance and meanings from the photographs inside. The combination of 

maki-e covers and photographs represent Japanese culture in interesting ways. 

Of the nearly one hundred albums that I have examined, no two album covers 

look exactly the same. Each was made by hand seeking particular effects through the 

delicate and complex production process for maki-e. However, there were popular 

subject-matters for maki-e designs. The two most common images on front covers are 

Mount Fuji and rickshaws. Mount Fuji is especially common, appearing in the 

backgrounds of everyday scenes or landscapes. It also appears in the background of 

images of rickshaws. The image of a rickshaw with a young woman sitting holding an 

umbrella while a young man pulls the rickshaw, as seen in figure 3.4, is an example of a 

typical maki-e image on the cover. 

These images on the covers reflect prevalent themes of the photographs inside 

the albums. Most photography shops had not one but many photographs of Mount Fuji 

and rickshaws, as discussed in Chapter 2. For instance, an elaborate image shows a studio 

photograph of a rickshaw in front of a painted backdrop of Mount Fuji and a castle with 

grass on the ground. (Figure 3.5) Successful photography studios owned many views of 

Mount Fuji seen from different places, as discussed previously, and as may be seen in 

Kimbeiôs catalog shows with about fifty images of Fuji from a total of about a thousand 

photographs of famous places and everyday scenes. The most prevalent type of image on 

the covers was also common for photographs inside albums, and these maki-e pictures 

emphasized the typical image of Japan by reiterating scenes that were popular for foreign 

consumers. 
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Contrast between images on album covers and photographs direct us to consider 

the specific characteristics of these respective materials. First, as may be seen in this 

comparison, they use colors in significantly different ways (Figures 3.4 and 3.5). Lacquer 

covers have bright and opulent effects achieved through the generous use of gold, red, 

and white of ivory, whereas the colors on photographs try to imitate the original colors of 

the kimono, the grass, and the details on the umbrella. The second aspect is the use of 

perspective. The photograph has a greater depth of field by assimilating a single-point 

perspective with the painted background for a picture taken in a studio. The maki-e image 

uses a bird's-eye view for the background landscape, showing villages in the mountains 

across the lake. Maki-e also uses relief techniques for parts of the image while the 

photograph is a flat surface. Against the flat background, the garments of the man and the 

woman have raised details using relief technique, while their faces are made with carved 

ivory pieces. These three-dimensional details make the maki-e picture a tactile surface, 

while the photograph remains entirely smooth. This contrast shows, on the one hand, how 

the photographic image directly addresses the viewer through the womanôs direct gaze at 

the camera. The photograph describes the kimono, and umbrella, as well as the structure 

of the rickshaw in detail. The photograph is descriptive and easier to understand for 

European and American viewers, as it recreates single-point perspective and depicts 

every element in detail. On the other hand, the maki-e illustration has a more complex 

composition and a limited color palette that requires more active viewing. Furthermore, 

while the photograph addresses the audience by including a figure looking at the camera, 

the lacquer covers occupy the physical space of viewers as a relief on the three-
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dimensional surface. viewers of albums must touch the cover to open the album and see 

the photographs, while they would rarely touch the photographic images. The 

photographs are attached to a paper cardboard, so the prints remain secure when turning 

the pages, thus requiring no intercession by the viewer. These characteristics of maki-e 

invite viewers to engage with images by seeing and touching the surfaces. 

There are several other types of maki-e frequently used as images on covers. For 

instance, illustrations for maki-e covers could illustrate imaginary scenes. The album in 

the London Japan Society collection shows a scene with personified animals. This busy 

and humorous scene depicts a party of insects; a frog plays the shamisen made with 

leaves while insects pour and receive sake. (Figure 3.6) These pictures recreate Japanese 

painting themes in which animals and insects are personified, a theme that appears in the 

handscroll, Animal Caricatures (ChǾjȊgiga; twelfth to thirteenth centuries). (Figure 3.7) 

Other instances may show scenes from history or a popular folktale, like the Peach Boy 

(MomotarǾ).129 The maki-e covers are thus able to depict fictional images referring to 

Japanese painting traditions that are difficult to recreate in photographs. 

Another type of maki-e covers shows multiple illustrations in small ornamental 

frames, as seen in the Batchelder album described in the beginning of this chapter. These 

small frames provide spaces for more than two images on one surface. The framing 

shapes may be simple circles or rectangles, or they could take the shapes of fans or 

 
129 Tokyo National Museum et al, Seiki No Saiten Bankoku Hakurankai No Bijutsu: Pari, 

Uǭn, Shikago Banpaku Ni Miru TǾzai No Meihin [Arts of East and West from World 

Expositions: 1855-1900: Paris, Vienna and Chicago]  (Tokyo: NHK PuromǾshon, Nihon 

Keizai Shinbunsha, 2004). 
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flowers. These small frames create pictures within a picture on the maki-e surface. The 

images in these framed sections often feature traditional maki-e subjects, such as 

aristocratic oxcarts or Japanese musical instruments. While the photographs inside the 

albums generally illustrate scenes of Japan from contemporary lifeðthough some scenes 

may refer to outdated customsðthese small illustrations highlight the artistic tradition of 

maki-e and East Asian painting. The Batchelder cover image also assembles multiple 

scenes and objects in one surface and collects these seemingly disparate themes as a 

group. 

Lacquer covers thus play their own distinct and important roles that the 

photographs inside the albums do not. On the one hand, the photographs inside the album 

depict the places and people that existed in Meiji period Japan, or to borrow Roland 

Barthesô words, the photographs can only show ñthe thing that has been thereò in front of 

a camera.130 On the other hand, these various types of lacquer decorations have much 

freedom in their subject-matter. These illustrations on the covers use various ways to 

allow viewers to explore and study maki-e images by looking closely and touching the 

surface. 

 

Material and technique 

While lacquer covers are common for these export albums, lacquer was not the only 

option for album covers. Extant souvenir albums use a variety of materials such as 

 
130 Roland Barthes, Camera Lucida: Reflections on Photography (New York: Hill and 

Wang, 2010), 32. 
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leather, textile, cardboard, or lacquer for their covers. These covers may have bindings 

using Japanese stitch binding or European style case binding. The diversity in albumsô 

styles results from different options for purchasing photograph albums. Tourists could 

buy loose photographs and compile their own albums, or they could order a bound album 

with their choice of photographs. Early photographers like Felice Beato and Raimund 

von Stillfried sold ready-made or bespoke albums with leather covers. One of the first 

Japanese commercial photographers and a student of Beato, Kusakabe Kinbei is believed 

to have introduced lacquer covers on albums around the 1880s.131 

Lacquer decoration is applied on both front and back covers, using mainly two 

types of techniques in black or red decorations. Black covers have maki-e applied on nuri 

black lacquer, a simple black coat. Red covers usually show a technique called suki-e, 

which will be discussed in detail shortly. Maki-e covers show generous use of gold with 

takamaki-e and lavish inlays. Takamaki-e is a three-dimensional relief technique, in 

which relief shapes are molded with lacquer then maki-e is applied on top. Inlays are 

made with a variety of materials including wood, metal, ivory, and various types of 

shells. Meticulously carved inlays shape faces and skins of figures. 

Album covers combine multiple traditional techniques that have existed in Japan 

before the Meiji period. For instance, raden is a popular type of inlay specifically 

referring to those using mother of pearls. Covers often use raden to represent natural 

motifs like flowers and birds. Raden uses thin flakes of shells pasted onto lacquer, 

 
131 Takio SaitǾ, Bakumatsu Meiji Yokohama Shashinkan Monogatari (TǾkyǾ: Yoshikawa 

KǾbunkan, 2004), 184. 
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wooden, or tortoiseshells. When shell pieces are thick, the ground is carved first so they 

can be inlaid. Raden is a popular technique that came from China around the eighth 

century, then it became popular as a decoration on lacquerwares and maki-e pieces in 

Japan around the twelfth century. 

Another technique in maki-e uses materials other than thin pieces of mother-of-

pearls, called zǾgan, usually translated simply as inlay in English. ZǾgan is a process in 

which sculpted pieces of metal, wood, ivory, shells, or other materials are placed onto the 

lacquer surface. ZǾgan can be applied to metalwork and wooden crafts as well. Three 

dimensional zǾgan using sculpted pieces became popular in the Meiji period with the 

expansion of export lacquerware. On some covers, ivory inlays are most common and are 

often applied as skins, such as the face, arms, and legs of figures, as seen in figure 3.5. 

While carved ivory was common as an export object in the Meiji period, it was still a rare 

and luxurious material. Using distinct materials for body parts intensifies the sense of 

physical connection for viewers touching the relief ivory skins of figures on the covers. 

Suki-e was another popular technique in the Meiji period, often used on lacquer 

covers. Suki-e covers often show cherry or plum trees with flowers. (Figure 3.8) This 

technique uses flower-shaped stamps to create flower shapes with gold, then the leaves 

and branches are painted with a brush.132 Here, the picture of trees and flowers has been 

covered with a transparent coat of lacquer, making the surface look translucent, almost 

like glass. The glossy surface of lacquer is enhanced in this technique, while still 

 
132 Akiko Suzuki, ñShibayama zaiku monogatari: Yokohama Shibayama shikki o omoni,ò 

KottǾ engi-chǾ 22 (2012-2013): 52-61. 
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retaining the same durability and lightness. Suki-e covers are also more durable than 

maki-e because sprinkled gold and inlay decoration on maki-e can show wear and inlays 

may fall out or become damaged over time. Suki-e in contrast is covered with a thick 

layer of lacquer, making the cover more likely to stay in good shape for a longer period 

of time. 

Suki-e can also be used as frames for maki-e, as maki-e started to become 

popular as its own genre of painting. Maki-e had previously been applied as decorative 

painting on objects, such as lacquer boxes or vessels. However, the international market 

that developed in this period made maki-e its own distinct form of art, which I will 

discuss in detail later in this chapter. In these cases, suki-e appears like a frame on album 

covers too. For instance, an album from the Tamamura studio currently held at the 

Museum of Fine Arts, Boston, features the use of gold maki-e to depict cranes flying into 

the sky with Mount Fuji in the background. (Figure 3.9) The maki-e picture of the cranes 

is framed by translucent, red suki-e with cherry blossoms. The picture uses luxurious gold 

ground called ikakeji and also uses takamaki-e technique, adding a relief detail. These 

vibrant colors, combined with the three-dimensionality of the inlayed material, offer a 

vivid and tactile experience when viewing the lacquer album. The suki-e frame elevates 

the luxurious cover by presenting the maki-e like a painting. While many of the 

techniques used on the lacquer covers existed previously, the combination of all of these 

techniques in a single object is so rare in the history of Japanese lacquerware that it may 

be said to be specific to the Meiji period. 
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The covers enclose and retain the contents of the album, separating the world 

inside the covers from the viewerôs temporal and spatial realm. The image and the 

materiality of the covers give ñthe illusion of closureò and protection of the time when 

the albumôs owners were in Japan.133 The album cover remains on view when the covers 

are closed and acts as the façade for the photographs, signifying for viewers the images 

and the memories enclosed inside. The covers of commercial photograph albums thus 

virtually transported viewers back to their time in Japan through these traditional lacquer 

techniques and motifs while physically demarcating the world inside the album. 

 

Lacquer for Export: Symbolizing Japan 

As mentioned previously, lacquerware, particularly maki-e, was an important 

export product since the sixteenth century.134 Compared to ceramics or textiles, maki-e is 

a type of craft that was almost exclusively produced in Japan. Like porcelain wares were 

referred as ñchina,ò some countries in Europe called lacquerwares ñjapanò as form of art 

that symbolized Japan, though the word ñjapanò was not as widely used as ñchinaò was 

for porcelain.135 Yet ñjapanò as a pronoun for maki-e or lacquerware may have only been 

found in British English literature, as Meiko Nagashima has argued.136 Though maki-e is 

 
133 Susan Stewart, On Longing: Narratives of the Miniature, the Gigantic, the Souvenir, 

the Collection (Durham: Duke University Press, 1992), 38. 
134 Lacquer export began when Muromachi shogunate exported lacquerwares for the 

Chinese literati art collectors around the fifteenth century. Meiko Nagashima, ñJapan 

Maki-e: kyȊden o kazaru TǾyǾ no kirameki,ò in Kyoto National Museum, Japan Maki-e, 

10. 
135 Kyoto Kokuritsu Hakubutsukan, Makie: shikkoku to Ǿgon no nihonbi (Kyoto: 

TankǾsha, 1997).  
136 Kyoto National Museum, Japan Maki-e, 21. 
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only produced in Japan for the most part, some Chinese lacquerwares show similar 

techniques, and indeed, Japanese maki-e may have its origins in these techniquest.137 

Though Europeans may have recognized lacquerwares as East Asian objects, there is as 

yet no reliable evidence to show that maki-e was considered to be a uniquely Japanese 

product. Still, Japan remains the only country that has continuously produced maki-e 

since the seventh century. 

Numerous maki-e products have made their way to Europe since the sixteenth 

century and even through the Edo period. Though the full description of this trade is 

beyond the scope of this project, a brief survey of Japanese export lacquerwares show 

that many were exported to Europe. When Portuguese and Spanish missionaries came to 

Japan in the mid-sixteenth century, they brought with them guns and Catholicism and 

took many lacquer products home with them. Lacquerôs distinct appearance and durable 

quality, better than European varnish at resisting water and heat, made lacquerwares a 

popular souvenir from Japan.138 The same lacquer makers who catered to the domestic 

market produced export wares.139 However, unlike domestic consumers in Japan, 

Portuguese clients preferred elaborate decorations using intricate inlays. These works 

include geometric patterns and bird motifs made with generous use of raden, suggesting 

some influence from Muslim design.140 (Figure 3.10) These are quite different from 

traditional Japanese maki-e, and these objects had designs that seemed exotic to their 

 
137 Such as zonsei or a technique in which thin lines are carved on maki-e and colors are 

applied on the dent. 
138 Nagashima, ñJapan Maki-e,ò 13. 
139 Impey and Jörg. Japanese Export Lacquer 1580-1850. 
140 Kyoto National Museum, Japan Maki-e, 248. 
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buyers, incorporating some designs from India and other parts of the world. Taking the 

name for Portugal-Spanish trade from this period, ñnanban trade,ò these lacquerwares are 

often called nanban lacquerwares ( : nanban shikki, lacquerwares for southern 

barbarians). 

Trade with the Portuguese ended when the Tokugawa shogunate placed 

restrictions on international trade in 1639. Then, the Dutch became the primary clients of 

Japanese export lacquerwares, mainly through the Dutch East India Company (VOC: 

Vereenigde Oostindische Compagnie). Dutch merchants had different taste for maki-e 

than Portuguese and Spanish consumers. Unlike nanban clients, they preferred styles that 

resembled designs for the domestic market with simple depictions and ample blank 

spaces. Dutch clients worked closely with lacquer craftsmen, making specific orders for 

designs.141 Lacquerwares made for this market is called kǾmǾ lacquerwares ( : 

kǾmǾ shikki, lacquerwares for the red-haired people). 

The Dutch VOC trade spread Japanese lacquer products across Europe. 

Numerous museums, palaces, and castles all over Europe came to acquire lacquerwares 

through this trade. As numerous catalogs from European museums and historic 

institutions have demonstrated, Japanese lacquer was admired by powerful families all 

over Europe. Lacquerwares were also important diplomatic gifts, as may be seen in 

examples held in the collection of the Ajuda Palace. Soon after the Treaty of Commerce 

 
141 Teresa Canepa, Silk, Porcelain and Lacquer: China and Japan and their Trade with 

Western Europe and the New World, 1500-1644 (London: Paul Holberton Publishing, 

2016), 400. 
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with the Portuguese was signed in 1860, the King of Portugal received a large gift, 

including lacquered saddles and writing boxes, from the Japanese shogun in 1862.142 

Demand for Japanese lacquerware achieved such high levels that there were 

specialized craftsmen in Europe altered export lacquerware to fit them into European 

architecture, a process called ñjapanning.ò Also known as vernis Martin in France, there 

were companies called marchands-Mercier that organized networks of production and 

trading in the seventeenth and eighteenth centuries.143 Numerous examples of European 

cabinets with lacquer panels are found around the world today, including, for example, 

the Philadelphia Museum of Artôs Cabinet (c.1785-1790). (Figure 3.11) It shows three 

ñjapannedò panels, likely created in the seventeenth century, placed on the doors, 

surrounded by gilt framing. These companies also produced imitation lacquer made with 

black paint and varnish made to look like Japanese lacquer. 

Lacquerware was well-known in Europe as a Japanese product by the nineteenth 

century.144 Large collections of Japanese lacquerwares in European museums suggest that 

Japanese makers and sellers of lacquerwares likely understood this demand for 

lacquerwares by European audiences even before the Meiji period. 

 

 
142 José Alberto Ribeiro, Uma história de assombro: Portugal - Japão: séculos XVI-XX 

[A striking story: Portugal - Japan: 16th - 20th Centuries] (Lisboa: Palácio Nacional da 

Ajuda, 2018), 117. 
143 Carolyn Sargentson, Merchants and Luxury Markets: The Marchands Merciers of 

Eighteenth-century Paris (London: Victoria and Albert Museum, 1996). 
144 Chi-ming Yang, Performing China: Virtue, Commerce, and Orientalism in 

Eighteenth-Century England, 1660-1760 (Baltimore: Johns Hopkins University Press, 

2011). 
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The Shibayama Studio, Makers of Album Covers 

Unfortunately, no documentation has been found yet that connects a specific 

lacquer maker and a photograph studio to establish a business relationship between these 

two distinct circles. However, the consistent style of lacquer covers suggest that many of 

them come from a specific school of artists. In addition, the complex inlay and maki-e 

require a network of craftsmen with specialized training in their respective fields. While 

photograph studios are known to have had their own photographers and colorists in 

residence, they likely outsourced cover making.145 

The combination of the intricate process mentioned earlier in this chapter is rare 

in the history of Japanese lacquer, and points to a specific type of lacquer made in 

Yokohama in the Meiji period, called Shibayama, after the Shibayama region where the 

style originated. These Shibayama craftsmen are also recognized as specialists in the 

production of other export and souvenir objects. Currently, resources on Shibayama 

crafts and specific artists who worked with the Shibayama technique are extremely 

limited. Some scholars have attributed album covers as Shibayama lacquerware, but even 

these discuss covers as part of the history of Shibayama or more generally crafts in 

Yokohama.146 Even the names of Shibayama craftsmen have not been fully identified. 

However, period documents and the extant works of Shibayama objects around the world 

help recover some names of these artists. This style originated from Shibayama city, 

 
145 SaitǾ, Bakumatsu Meiji Yokohama Shashinkan Monogatari, 169. 
146 Eiko Numata, ñShibayama saiku ni tsuite no kihon kenkyȊ: Yokohama tono kankei 

ochȊshin ni,ò Yokohama bijutsukan, Yokohama shimin garari kenkyu kiyo 7 (2005): 59-

76; Eiko Numata, ñKaikǾchi no yushutsu kǾgei, Shibayama saiku,ò Japonizumu kenkyu 

35 (2015): 77-84.  
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close to Narita airport in present day Chiba, in the Anôei period (1772-1781). When the 

market for other kinds of lacquerware started to decline after the Meiji restoration, they 

began to cater to foreign travelers and developed a successful business. Shibayama 

craftsmen produced numerous works for international exhibitions since the Philadelphia 

Centennial Exhibition in 1876, but Shibayama works occupied only a small portion in the 

category of lacquerwares shown on these occasions. 147 Covers became important 

products that they manufactured in large quantities for foreign travelers in Yokohama. 

Shibayama crafts are called Shibayama zaiku or Shibayama zǾgan in Japanese. 

ñsaikuò means hand-crafted object and ñzǾganò means inlaid. The technique of elaborate 

inlay is the identifying characteristic of Shibayama crafts. Shibayama crafts are most 

famous for inlaid works on lacquerwares, but craftsmen could also apply the inlay 

technique to metal or wooden surfaces. Their practice of inlay technique employs ivory, 

various shell pieces, tortoise shells, coral reef, and animal bones. Some of these were 

carved to replicate textures of flowers, birds, landscapes, and humans, and can be layered 

and placed together on ivory or lacquered surfaces. The most intricate works of 

Shibayama use the distinct luster of various types of shells to closely imitate the textures 

of flora and fauna. 

The Victoria and Albert Museum owns a small cabinet that displays one of the 

most accomplished skills of Shibayama craftsmen. It generously mixes various types of 

 
147 Compared to lacquer workers in Kyoto, Wajima, and Aizu that had large workshops 

since the Edo period, Shibayama makers only had a relatively new and small workshop. 

Royal Cornwall Museum is considered to have the largest collection of export Shibayama 

craft from the Meiji period. Gregory Irvine and Linda Cook, A Guide to Japanese Art 

Collections in the UK (Amsterdam: Hotei Publishing, 2004). 
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shells to represent different parts of a roosterôs feathers. (Figure 3.12) Each rooster on the 

cabinet is depicted differently from various angles, using a variety of inlay materials. 

Coral is used to imitate red combs and wattles while distinct green and plum shines of 

shell pieces shape parts of wings. The varying colors of shell pieces, whose shades shift 

when viewed from different angles, create a lively impression. Hair flowing on the 

roosterôs saddle and tail is made by using gold and brown shells. A gradation of colors 

from brown to white combined meticulous carving to recreate the shiny texture of the 

tail. The carving of every part of the rooster is extremely detailed and almost makes every 

piece of hair visible while distinguishing texture from more solid forms like feet and 

claws. The soft texture of the breast on the other rooster is produced through the 

placement of a shell with a puddle of brown on its bottom part. (Figure 3.13) This shows 

how carefully craftsmen first studied the different parts of a rooster, then selected 

appropriate shell and coral pieces to imitate different textures and shines. They carved 

each piece in great detail and put them together on the lacquered surface, adding 

shimmering nashi-ji  decoration, a technique in which tiny square flakes of gold are 

sprinkled over black lacquer background, making the cabinet look luxurious.  

Shibayama lacquer work involves a multi-step process, and one study shows that 

almost 500 contributors participated in its production.148 This process involved multiple 

specialists including the sashimono-shi , who shapes the wooden form; the nushi or 

nuri-shi , who paints the base lacquer colors; the shitaji-shi , who polishes and 

prepares the lacquer ground; the makie-shi , who applies maki-e; and finally the 

 
148 Suzuki, ñShibayama zaiku monogatari,ò 56. 
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shibayama-shi , who carves the inlaid pieces and places them on the lacquerware. 

The Victoria and Albert Museum cabinet has signatures of the artists, who were involved 

in the production;  ñShinryǾò  ϦϯϲΞϴϨϥΞϓϨϩϢϡϹϡϭϡΞϩϮϬϡϹΫΞᶲωϩϮϳϥϩᶳΞΧϯϲΞϓϨϩϮϳϥϩΨΞ

 for the maki-e. 

The founder of this workshop was ǽnogi SenzǾ . He later changed his 

last name to the name of the city and became Shibayama SenzǾ (also known by his artist 

names of SenzǾ Ekisei or SenzǾ Yasumasa) .149 The book listing 

the famous products of Tokyo, the Tokyo meikǾ kagami, includes Shibayama artists in 

Tokyo and Yokohama in Meiji 12 (1877) along with their specialties and brief 

biographies.150 The book first lists Shibayama SǾshichi , who worked under the 

artist name, ñSǾichi .ò He studied with the founder Shibayama SenzǾ and established 

the business around 1830. He is likely the one (or the first one) to have moved from 

Chiba to Tokyo. One of the works bearing his signature is a large cabinet combining 

lacquer panels with different styles of maki-e in the Philadelphia Museum of Art (Figure 

3.14).  

Another artist who held the Shibayama name is Shibayama SenzǾôs grandson, 

also named Shibayama SenzǾ Ekisei , and whose artist name was ShinryǾ-sai 

Ekisei . A small cabinet and a small screen at the Victoria and Albert Museum 

are likely his works, as they include the signatures ñShinryǾò or ñEkiseiò . 

 
149 Yokohama KaikǾ ShiryǾkan, Meiji no kȊru Japan Yokohama Shibayama shikki no 

sekai: Kaneko Teruhiko korekushon o chȊshin ni (Yokohama: Yokohama-shi Furusato 

Rekishi Zaidan, 2016). 
150 Tokyo-fu kangyǾ-ka, Tokyo meikǾ kagami (Tokyo: YurindǾ, 1879). 
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(Figure 3.15) He took over his grandfatherôs business around 1857 and worked for feudal 

lords until the Meiji Restoration. He had five craftsmen in his workshop and the book 

lists many artists who studied with Ekisei. 

There were mainly three channels for the export of Japanese crafts: through 

international exhibitions, souvenirs shops, and merchants in Yokohama. International 

exhibitions often had shops inside and outside the fairgrounds that sold Japanese objects. 

Travelers to Japan could also visit souvenir shops close to the foreign settlements in 

Yokohama and other port cities. Large port cities also had merchants who visited 

foreigners in their settlements and sold souvenirs that fit their tastes. Dealers and trade 

companies, called shokuhin-ka ( ) played a significant role in connecting craftsmen 

and these export channels. The three major traders for Shibayama crafts were the 

company KiryȊ kǾshǾ gaisha  and the dealers ǽzeki Yahei , 

Minoda ChǾjirǾ , and Arai Hanbei .151 These traders made it 

possible for Shibayama wares to be displayed at home and abroad. In fact, Shibayama 

Ekiseiôs works were displayed and awarded at the first domestic exhibition in 1877 

through the dealer ǽzeki Yahei.152 These dealers traveled to fairs to study foreign 

 
151 Minoda ChǾjirǾ and ǽzeki Yahee in Tokyo were main distributors of Japanese 

lacquerwares, in addition to ceramics and bronze wares. Minoda company is known for 

having a contract with the Walters Museum, in which they sold most of their products 

displayed at the Philadelphia Centennial to the Walters Museum. Hisako Sakamoto, ñAn 

outline of Japanese exhibits at the Philadelphia international exhibition of 1876 possessed 

by the Walters Art Museum,ò Research bulletin of Kyushu Junior College of Kinki 

University 36 (2006): 1-15.  
152 Yokohama Bijutsukan and Tokugawa Kinen Zaidan, Dai-kaikǾ ten: Tokugawa 

shǾgunke to bakumatsu Meiji no bijutsu, Yokohama kaikǾ 150-shȊnen kinen, Yokohama 

Bijutsukan kaikan 20-shȊnen kinen (Yokohama: Yokohama Bijutsukan, 2009). 
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demand and see other nationsô displays. They were essential in securing international 

audiences for Japanese artists in the Meiji period. 

These trading companies were founded as part of the preparation for the 1873 

Vienna international exhibition, which was the first where Japan participated with 

government support. The biggest of these trading companies, KiryȊ kǾshǾ gaisha, was 

established under the auspices of the Japanese government.153 The government funded 

this company to send Japanese crafts to international exhibitions in order to assert a 

strong presence in the international market of artworks and industrial products.154 KiryȊ 

hired their own craftsmen and designers who worked in various genres, such as lacquer, 

ceramics, shippǾ (cloisonné), bronze, and textile. Following the example of KiryȊ, other 

private companies like ǽzeki did similar types of work as dealers. Based on their 

experience at worldôs fairs, they determined the designs for and types of objects to be 

produced. The relationship between trading companies and craftsmen in this period is not 

entirely clear from existing studies, and it would require further investigation to map out 

the entirety of the involvement between trading companies and craftsmen. However, 

collaborative works like the Victoria and Albert cabinet were likely orchestrated by 

trading companies that had deep connections to craftsmen and buyers. These trading 

 
153 ToyojirǾ Hida, Meiji no yushutsu kǾgei zuan: KiryȊ KǾshǾ Gaisha no rekishi (KyǾto: 

KyǾto Shoin, 1998). 
154 ñThe Japanese are selling off their wares with great rapidity. ... Unlike many of the 

other depts where one looks in vain for a person to give info as to prices or to take an 

order, the Japanese have a man always at hand to answer questions and to inscribe the 

name of a purchaser.ò Martin P. Levy, "Manufacturers at the World's Fairs: The Model of 

1851," in Inventing the Modern World: Decorative Arts at the World's Fairs, 1851-1939 

(Pittsburgh: Carnegie Museum of Art, 2012): 46. 
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companies likely were crucial in directing artists and selecting works that would be 

successful in international markets. They also hired experienced and emerging painters to 

design craftworks in this period, securing employment at a time when many painters lost 

important patrons due to the political shift. 

Lacquerwares that traveled to Europe and represented Japanese identity went 

through a transition during the Meiji period through new ways of marketing. For nanban 

export to Portugal, elaborate, patterned inlays were popular on lacquerwares, while Dutch 

traders preferred simpler decorations, as has already been discussed. Foreign buyers in 

Yokohama during the Meiji period favored the Shibayama style, which used elaborate 

inlays in a variety of materials. International exhibitions were an important platform to 

study the preferences of these buyers and to present the highest achievements of Japanese 

craftsmen. 

 

Lacquerwares in the Meiji period 

Given the types of decorations and producers and makers of these lacquer 

covers, I turn now to the historic context that generated these lacquer products. Why do 

album covers have the decorations that they have, and what were the intentions behind 

selling albums with these designs? To answer these questions, I first consider 

lacquerware as a part of Meiji period Japanese crafts. Significantly, it was also in the 

Meiji period that Japan encountered and implemented the categorization distinguishing 

between ñfine artsò and ñcraftsò (or ñdecorative artsò) for displays at international 
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fairs.155 To take a step back and analyze the development of crafts as a genre in the Meiji 

period is an important process to clarify the transition in understanding of ñartò in Japan. 

 After the political system dramatically shifted at the beginning of the Meiji 

period, Japanese artists, including painters and craftsmen, gradually lost their patrons and 

had to find new clients to earn their living. They found a new business in the foreign 

market, as many diplomats, merchants, and tourists from Europe and the United States 

purchased souvenirs near the port in Yokohama. There were also trading companies for 

different countries in the settlement in Yokohama, where foreign merchants could buy 

from Japanese craftsmen in large quantities. Japanese crafts were also successful at 

international exhibitions, where visitors could buy products directly from exhibitors. 

Crafts and toys were extremely popular as trophies for foreign travelers abroad.156 The 

craftsmen responded to the demands of this new market. 

These business opportunities coincided with the new Meiji governmentôs need to 

gain foreign currency as they rapidly expanded international trades under unfair 

treaties.157 Realizing that Japanese objects were extremely popular as souvenirs and at 

international exhibitions, the Japanese government generously supported the artists. 

Japanese crafts were popular at worldôs fairs not just for the audience from the hosting 

cities but for exhibitors from many other parts of the world. The Worldôs Fairs at Vienna 

in 1873 and the Centennial in Philadelphia in 1876, in particular, were important 

 
155 DǾshin SatǾ, Meiji Kokka to Kindai Bijutsu: Bi No Seijigaku (Tokyo: Yoshikawa 

KǾbunkan, 1999). 
156 Christine Guth, Longfellowôs Tattoos: Tourism, Collecting, and Japan (Seattle, WA: 

University of Washington Press, 2004), 92. 
157 DǾshin SatǾ, Meiji Kokka to Kindai Bijutsu, 87. 
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opportunities for the Japanese government as well as artists to attract an international 

audience. Intellectuals like Ernest Fenollosa traveled to Japan after seeing Japanese 

displays at the Philadelphia Centennial Exhibition in 1876.158 These works of art, 

especially crafts, deliberately made for these audiences were called ñexport artò or 

ñexport craftsò ().159 While export art has been overlooked as purely commercial, 

mass-produced commodities, they are important resources for the foundation of various 

concepts of art present today. 

 As mentioned previously, international exhibitions served as platforms to 

establish the identities of participating nations and to allow them to compete with each 

other.160 Participating nations boasted their cultural and scientific progress through 

products that represented their highest achievement in art, technology, and education. In 

this context, decorative art presented the combination of artistic mastery and usefulness 

and were viewed as embellishments for everyday lives of middle-class visitors. To thrive 

in this competitive sphere, Japan brought countless numbers of ceramics, metalwork, 

lacquerware, textiles, and other objects to represent its sophisticated craftsmanship. This 

competition encouraged Japanese craftsmen to create elaborate and intricate objects that 

surpassed the capacity of even the most advanced machines. The unprecedented 

 
158 Guth, Longfellowôs Tattoos, 94. 
159 Chelsea Foxwell, Making Modern Japanese-style Painting: Kano Hogai and the 

Search for Images (Chicago: University of Chicago Press, 2015), 156. 
160 Jason T.  Busch and Catherine L. Futter, Inventing the Modern World: Decorative 

Arts at the World's Fairs, 1851-1939 (Pittsburgh, PA: Carnegie Museum of Art; Kansas 

City, MO: Nelson-Atkins Museum of Art; New York: Skira Rizzoli, 2012). 
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extravagance of Japanese crafts from the Meiji period is described as ñchǾzetsu gikoò 

, or ñextreme artistry,ò today. 

Though exhibitions were a place for competition, they were also a place for 

learning about innovations in other countries. A common characteristic of Meiji period 

craftworks is that they show inspiration from European crafts by incorporating foreign 

materials and techniques with traditional modes of production. Ceramics, bronze wares, 

and textiles all went through dramatic changes. Japanese scientists who traveled abroad 

bought foreign materials and equipment to improve the efficiency and quality of 

production in ways that extended to these crafts. European artists and scholars, called 

ñhired foreigners,ò were brought to Japan under the support of the government.161 This 

historical context created an international community for the production and appreciation 

of Japanese crafts. Lacquerwares remained the exception in this aspect, as it was a 

technique without comparison in Europe, and thus innovations abroad were not 

incorporated into maki-e.162 By adapting to the tastes and preferences of these new 

markets, Japanese crafts became more competitive, at the same time that they adapted 

new techniques and technologies. 

 

 

 

 
161 ñHired foreignersò or ñhired foreign advisorsò were specialists in art, science, and 

diplomacy from Europe and the U.S. whom the Meiji government employed in order to 

implement Western technology and government systems. Some were teachers for artists 

and others helped implement high-level education and political strategies. 
162 Seishi Namiki, Kyoto dentǾ kǾgei no kindai (Kyoto: Shibunkaku, 2012), 96. 
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Maki-e as a Form of Painting 

As we have seen, export art made specifically for foreign, mainly European and 

American, audiences adapted to these markets. Yet traditional objects, such as tea bowls 

and writing boxes, also became popular as they seemed more ñauthenticòðas Japanese 

objects made for use by Japanese people.163 However, in a venue like international 

exhibitions, presenters had to bring objects that could impress audiences and even 

triumph over other nationsô displays. There were multiple ways presenters achieved these 

objectives, and they were common to exhibitors from many parts of the world. One was 

through size. Monumental production overwhelmed the audience while miniatures shrank 

the world into palm size. Japan presented large porcelain vases and bronze incense 

burners. Another way for Japanese displays to gain attention was through overly intricate 

sculptural forms, such as Suzuki ChǾkichiôs meticulous portrayal of twelve bronze 

falcons or Miyagawa KǾzanôs extremely intricate mice crawling over a ceramic vase. 

(Figures 3.16, 3.17) These were effective strategies for Meiji period artists to attract 

audience attention.  

Meiji period craftworks made for exhibitions were adapted for this new context 

by being presented and appreciated in a frame. Following European exhibitionary 

practices, some Japanese crafts were presented in frames as well as in standing screens to 

emphasize their pictorial character.164 Prior to the Meiji period, Japanese paintings were 

 
163 Guth, Longfellowôs Tattoos, 90. 
164 Oskar Bªtschmann locates the Salon as the precedent for the Worldôs Fair 

exhibitionary style. Oskar Bªtschmann, The Artist in the Modern World: The Conflict 

Between Market and Self-Expression (New Haven: Yale University Press, 1997). 
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rarely presented in frames, rather they came as hanging scrolls, hand scrolls, or folding 

screens for the ease of storage and, in the case of screens, to function as another form of 

furniture. Compared to these conventional forms for painting, framed pictures are more 

contained, functioning as two-dimensional surfaces. Framed images remain visible and 

do not require being unrolled or unfolded to reveal their contents. By using frames 

images shift out of the traditional context for picture viewing and enter into a European 

exhibitionary space. Framing embroidery, cloisonné, and maki-e as pictures presented 

these traditional techniques as images purely to ñbe seenò rather than allowing them to 

function as a decoration on a useful object.165 (Figure 3.18) Within the hierarchy of art in 

the West, paintings had had the highest status as the pure form of art, as art for artôs sake 

especially in the early nineteenth century.166 Viewers regarding framed works could 

appreciate them without being concerned about how they would be used in their context 

of origin, in Japanese households. In this way, audiences could fully engage with images 

itself as well as with the craft technique employed for pictures, as pictures.167  

Yet pictures were also applied to crafts and often works were made with 

multiple pictures embedded in them, as we have already seen in the case of the 

Batchelder album cover. By placing many images on the surface of ceramic vessels or 

lacquer boxes, one object could be charged to carry multiple pieces of information at 

once. Often these images showed common themes of Japanese painting, such as birds-

 
165 Tokyo National Museum et al., Seiki No Saiten, 104. 
166 The European idea of art for artôs sake emphasized the value of art made purely for 

viewing, rather than as decoration on something made for use. 
167 Foxwell, Making Modern Japanese-Style Painting, 58. 



146 

 

and-flowers and famous places. Although this treatment of objects decorated with 

multiple images was not new in the Meiji period, the venue of the worldôs fair provided a 

space filled with information about Japanese painting, Japanese culture, and the ability of 

craftsmen to depict intricate pictures using traditional techniques.168 

At the same time that international venues offered occasions to reconsider how 

to present artworks, as well as to display pictorial craftworks like framed Western 

paintings, the subjects presented in these offered a new opportunity to convey positive 

information about Japan to this global audience. As Chelsea Foxwell has discussed, these 

objects showed ñtechnical sophistication while insisting on East Asian or Japanese 

cultural distinctness,ò thus having ñdouble duty.ò169 Using specialized craft techniques 

such as ceramics, textiles, and lacquer, these craftworks on display introduced the 

technical excellence of Japanese craftsmen. At the same time, images of Japanese 

landscape and natural motifs depicted on the craftworks symbolized unique aspects of 

Japanese culture for international audiences.  

I will push Foxwellôs argument further to say that these objects had more than 

ñdoubleò duties. The pictures on craft objects were also a way to educate international 

audiences about East Asian painting styles through types of compositions and 

perspectives that were different from European paintings, while offering a space for 

Japanese artists to experiment with European style of painting appropriate for framed 

pictures in a European household. Japanese crafts asserted that they were able to follow 

 
168 Foxwell, Making Modern Japanese-Style Painting, 65. 
169 Foxwell, Making Modern Japanese-Style Painting, 62. 
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stylistic conventions of European and American architecture and furniture. Furthermore, 

these exported objects, often available for purchase in and around the fairgrounds, would 

have become imbued with visitorsô memories of visiting the fair. In similar ways, 

souvenir objects would have been important items that bore personal experience of travel 

in Japan. Photograph albums took this further through having both the images in the 

photographs and the luxurious lacquer covers. Thus, in addition to the display of 

technical mastery and ñJapaneseness,ò as Foxwell has discussed, I argue that Japanese 

crafts, by using techniques to create pictorial surface, insisted that Japanese objects could 

exist harmoniously in Euro-American spaces while also bearing memories of a lifetime 

event of visiting an international exhibition or traveling to Japan. 

 

Maki-e and the Album Covers 

Lacquerwares were among the most numerous of the objects to be displayed at Worldôs 

Fairs in the late nineteenth century.170 Many listed in the catalogs are traditional objects, 

such as letter boxes, tea caddies, trays, inro, and incense burners. Many of these were 

also decorated with more conventional themes of birds and flowers or references to 

classical literature.  

 
170 At the Vienna and Philadelphia exhibitions, lacquerwares were one of the first objects 

listed on the catalog. Lacquer objects outnumbered those made in porcelain and bronze, 

but it is difficult to determine which of these became the most popular with viewers. See, 

Tokyo Kokuritsu Bunkazai Kenkyujyo Bijutsubu, Meijiki Bankoku Hakurankai 

Bijutsuhin Shuppin Mokuroku (TǾkyǾ: ChȊǾ KǾron Bijutsu Shuppan, 1997); Monika 

Bincsik, "Japanese Exported Lacquer: Reassessments and Summary of Sources," 

Impressions 31 (2010): 158-170. 
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Some artists exhibited at these venues, however, worked in their own more 

innovative styles. Shibata Zeshin (1807-1891) was trained in both in painting and maki-e 

and became one of the most prominent designers for lacquer in his lifetime.171  Later he 

became one of the first artists to hold Imperial Household Artist status, joining other 

artists, such as a painter, Hashimoto Gaho (1835-1908).172 His maki-e works are known 

today for their bold compositions. He often chose to present large still-life motifs against 

rich black backgrounds of ample empty space, sometimes applying metal and wooden 

inlays to add texture to his motifs. Zeshin often selected motifs from the natural world, 

such as birds, insects, and flowers, and he was particularly well known for images of 

gourds (Figure 3.19).  

Zeshinôs work is appreciated today for his interest in the tension between 

painting and lacquer, particularly in how he pursued both in his invention of urushi-e or 

lacquer paintings. In these, he used lacquer to bind color and painted on paper or silk 

(Figure 3.20). One of his albums of lacquer paintings, currently at the Metropolitan 

Museum of Art, includes some thirty-seven images of birds and flowers.173 He seems to 

have been curious about how to capture what he was seeing in foreign styles of painting, 

pursuing in the glossy texture of lacquer a similarity with oil painting, a relatively new 

 
171 DǾshin SatǾ, ñShibata Zeshin: Jidai to bunmei no ekkyǾsha,ò in ZESHIN: Shibata 

Zeshin no Shikkou, Urushie, Kaiga, ed. Nezu Museum of Art (Tokyo: Nezu Museum of 

Art: 2012), 9. 
172 Other artists who later became Imperial Household Artist include painters Kuroda 

Seiki, Fujishima Takeji, Uemura Shoen, photographer Ogawa Kazumasa, cloisonne 

Namikawa Yasuyuki, and others. 
173 I was not able to see this album in person. Information about the condition, binding 

method, and covers, are unclear. 

https://www.metmuseum.org/art/collection/search/57189 



149 

 

medium in Japan, having arrived at the end of the Edo period from Europe and the United 

States. Zeshin explored ways to create Japanese paintings that had similar textures as oil 

painting but in durable, local material and to pursue traditional subject-matter.174 His 

many framed maki-e works, such as figure 3.21, also show his attempts to present 

Japanese crafts for exhibitionary spaces, where audiences were more used to seeing 

pictures in frames, as discussed above.175  

 

Understanding this larger history helps in gauging the motivations of makers of lacquer 

album covers. As we have seen, these lacquer covers showed emblematic images, such as 

famous places and popular scenes., as well as more imaginative scenes adapted from the 

past, serving as a new spatial field for a variety of expressions. Techniques like maki-e 

framed with suki-e or intricate carved inlays likewise represent innovations in a longer 

tradition. Placing album covers in the context of a larger practice of craft in the Meiji 

period returns them to this vibrant field. 

One of these lacquer covers perfectly exemplifies this mediation of style and 

craft. It shows a fan, a square poem paper (shikishi), and a poem slip (tanzaku) as though 

lying on top of a suki-e image of a cherry tree (Figure 3.22). The tanzaku depicts morning 

glories in bloom while the fan includes an illustration of three birds flying among the 

sheafs of rice. The morning glories relate to summer, while the rice refer to the harvest 

season in autumn. The square poem paper implies a celebratory occasion, possibly the 

 
174 Nezu Bijutsukan, ZESHIN, 134. 
175 Tokyo National Museum et al., Seiki No Saiten, 49. 



150 

 

New Years, featuring a lacquer box with a fan, a flute, and an aristocratôs hat. This 

lacquer cover layers pictures within a picture, showing various ways Japanese small 

objects like a poem slip, a square poem paper, and a fan work also serve as pictorial 

surfaces. It also refers specifically to the pictorial tradition of maki-e in treatment of the 

birds and rice on the black fan as well as with the motif of the lacquer box on the shikishi. 

In this way, this album cover fills the lacquer surface with references to a variety of 

aspects of Japanese artistic and pictorial traditions, in this case with seasonal motifs. 

Covers like this one made Japanese artistic culture visible and available for a 

new international audience. Using materials and techniques unique to Japan, the album 

covers marked these albums as distinct from other books and albums produced in other 

locations from the same period. As flat surfaces, albums offered their makers the 

opportunity to make images that could be displayed like framed pictures when the album 

was not in use. When opened, the tactile covers with relief maki-e and carved inlays 

would have made the haptic interaction with the Japanese albums a special experience for 

their viewers. 

Returning to look again at the Batchelder album, the covers can be reinterpreted 

within the larger context of Meiji period strategies for presenting Japanese art to an 

international audience. The makers clearly understood how to present imagery within a 

luxurious medium to appeal to their viewers. First, the Batchelder album combines 

different types of images that represent traditional Japan in dialogue with contemporary 

life. The scenes of the boy asking for amazake and the women doing the laundry show 

the kind of scenes that tourists might have encountered during their travels, and, as 
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discussed previously, concur with some of the scenes shown in tourist photographs. The 

images of oxcart and falcon respectively represent the splendid life of an aristocrat and 

the impressive hobby of a feudal lord, both of which were long-standing motifs of 

traditional Japan, now fading from view in Meiji modernity. The genre scenes use clear 

physical and facial expressions, depicted with ivory inlays, making these figures more 

three-dimensional while also appealing to the sense of touch.  

On the back side, in contrast to the competing array of images on the front cover, 

the scene shows a modest still life, illustrating flowers and a gourd with an insect. 

Though the surface has a simple composition, the surface of the metal inlay on the gourd 

creates a sense of strong presence with its distinct color and texture. Although it is 

unlikely that Zeshin himself worked on this album cover, this design clearly refers to 

Zeshinôs signature gourd image.  

By employing maki-e technique for the traditional motifs in their small frames, 

and the innovative inlay technique for the more contemporary scenes, this albumôs cover 

demonstrated the full range of Meiji period lacquer technique. Its makers demonstrated 

their highest achievement of the traditional lacquer technique in a work made for sale to 

an unknown patron. The many motifs that appear on the Batchelder album illustrate how 

the pictorial images on Meiji period crafts can have double, or even more than double, 

meanings on a pictorial plane. Not only do the images describe the technical mastery and 

Japanese cultural marker, they invite viewers into the fantastic world of hand-colored 

photographs that serve to reflect the experience of travelers to Japan. 
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Conclusion 

Export crafts have attracted the attention of scholars and the public in the last couple of 

decades as the representation of the highest achievement of sophisticated and technical 

craftsmanship in Japan. Metalwork, porcelain, textile, and lacquer works made on a large 

scale and with extreme artistry exemplify the kinds of Japanese objects that were 

exhibited at international venues in the later nineteenth century. While some craft 

techniques like porcelain and textile incorporated foreign engineersô ideas and 

technologies, lacquer went through little technical change in the Meiji period. 

Lacquerware and maki-e, however, developed new ways for presentation, coming to 

focus more on maki-eôs pictorial aspect within frames for exhibition and on the surface of 

a variety of objects. The album cover provided another format for the application of 

maki-e, a surface to present a picture. 

Album covers, like so many other export crafts, have been widely disregarded in 

art historical accounts of the period due to their commercial nature. Indeed, some mass-

produced objects can be of poor quality, made inexpensively to meet the growing 

demands of the international buyers. Some lacquer album covers, despite lacquerôs 

durable materiality, have large cracks due to inferior production quality. However, craft 

objects, mass-produced or not, are important resources to consider within the larger 

context of Japanôs modernization, its art and educational politics. In order to compete 

with other nations in a variety of spheres, including the economy, the military, and the 

zone of culture, Japanese artists, dealers, and scholars promoted objects that presented the 

nation as powerful and intelligent. These craft objects represent how Japanese artists 
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strove to present the best technical performance of Japanese craftsmen while 

distinguishing themselves from the other parts of the world. Further research on export 

crafts, including studies on artists, dealers, production processes, and trade routes, would 

significantly expand the field of Meiji period art. 
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CONCLUSION 

 

In this dissertation I have discussed the history of photograph albums made in Meiji-

period Japan as souvenirs for foreign travelers. As a recently invented product that 

combined the work of photographers, craftsmen, and painters, and that was sold by  

dealers to a new market, these albums represent the combined contributions of a complex 

trade and production network. They were also part of the larger global networks that 

developed in the art world during the Meiji period. Here, I review my argument and 

discuss how my work contributes to the field of the history of Meiji period art. 

In the first chapter I discussed the album as a format that tells a story. In Japan, 

albums historically were used to collect and record pieces of treasured images, texts, and 

textiles. In Europe and the U.S., albums were likewise used to compile images of 

important sites as well as document personal history, particularly during the nineteenth 

century. The album was a format where information was assembled and made into its 

own story in any way its owners liked. As a platform that allowed its owners to freely 

collect photograph prints, the souvenir album became a convenient form of media to 

carry meaning specific to each owner of their travels in Japan.  

It was also a format that sat at the intersection of traditions from multiple cultures. 

In Japan, the tekagami album was used to collect treasured pieces of texts and create a 

world within that transcends time and space. In the Meiji period, the photograph album 

was employed to document the history and architecture of  the Edo castle, and it 

accomplished the task of becoming a historical resource by using the latest reproduction 

technology. In Europe, albums played similar roles by providing a space for collecting 
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portraits of family, friends, and celebrities, all of them gathering in one place to represent 

part of the ownerôs life. Serving as an intellectual collection, albums of photographs from 

the Near East and North Africa documented the views of foreign places for many in 

Europe. Despite the differences in use, materials, and cultural background, these 

examples show that the album format provided a specific space for collecting knowledge 

and recording histories in the late nineteenth century. 

By looking more closely at photographs contained in extant souvenir albums, as 

discussed in Chapter 2, more can be said about the stories that albums tell. These albums 

show the multifaceted culture of Japan in the Meiji period. On the one hand, many 

photographs depicted people and places that referred to ñOld Japan,ò often showing 

scenes from the feudal period of Japan. For travelers from Europe and the U.S., 

photographs of women in kimono and men in armor represented an ñexoticò culture far 

distant from their own. On the other hand, many photographs displayed the development 

of technology and engineering through images of iron bridges and train stations, showing 

the rapid modernization of Japan. The album format allowed their buyers to combine 

these contrasting images into one place, and the variety between these, as bespoke 

compilations, shows that these did not adhere to specific stereotypes about Japan. Rather, 

these albums show the many aspects of Japanese culture within this transformative era in 

the Meiji period. 

Using photography was appropriate for this specific purpose, and photographers 

used the medium to represent Japan in ways that viewers were used to looking. Due to its 

use of a single lens, photography produces a similar form of visual representation 
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consistent with the visual language of European paintings based on ñsingle-pointò 

perspective. Japanese photographers studied previous forms of representation about Japan 

made for Dutch audiences in the early nineteenth century, consciously adapting their 

approach to match the taste and expectations of their European and American patrons. 

Their images became popular export objects, as tourist photography, and marks an 

important moment in the history of Japanese photography. It was largely due to this 

market that high-quality productions of photography developed quickly in Japan. 

The last chapter on lacquer covers examined how this traditional Japanese craft 

technique was used to envelope the photograph prints made through the innovative, 

foreign method. Using lacquer for the album covers was a new approach, compared to the 

formats in the history of the book in Japan. Lacquer was also chosen to attract foreign 

buyers who already recognized lacquerwares with maki-e as Japanese products. 

Lacquerware, which had been a popular export product since the sixteenth century, 

attracted many viewers in international exhibitions and souvenir shops in the nineteenth 

century. By enclosing the experience of the trip to Japan between lacquer covers, the 

album allowed its owner to bring home a Japanese craft object that contained 

photographic images of Japan. The lacquer covers on these albums represent this trend to 

highlight the distinct features of Japanese art in multiple ways. 

These lacquerwares from the Meiji period reveal how artists and presenters 

contemplated European and American ideas about ñartò and ñfine arts.ò International 

exhibitions, in particular, offered opportunities to display the advancement of Japanese 

culture and industry. In order to compete in the same standards with the powerful nations, 
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Japan sought ways to effectively make their displays. This effort can be seen in how 

some Japanese craft objects attract the viewers through extreme artistry, using 

extraordinary size and details. Another method was to present works like paintings in the 

framed two-dimensional format. Using the traditional maki-e process with elaborate 

inlays, lacquer covers of the photograph albums represent this historical context. 

Throughout this dissertation, I have considered how the album represented 

ñJapanò in the most authentic way possible. The different parts of the album achieved this 

purpose in their own ways. The album provided a space to tell a story, within which some 

fictional scenes could be presented as truth in their own way. The story inside the album 

was told through photography, the latest technology of visual representation. As the exact 

copy of nature depicted by the light through the lens, the photographsðbe they candid 

street scenes, staged studio photographs, or landscapes of famous placesðpresented 

Japan in a way that seemed trustworthy. The lacquer covers binding the photographs 

were the physical evidence of Japanese craftsmanship. As a craft technique unique to 

Japan, the materials and basic techniques of maki-e remained unchanged through the 

transformative time. Indeed, the pictorial styles of maki-e changed in the Meiji period to 

suit the different types of audience, and the album cover is a discernible example of this 

change. Through the combination of these components, the souvenir albums presented 

Japanese culture for international audiences from multiple angles. 

I propose that souvenir photograph albums are one of the early examples of Meiji 

period art that represent the search for Japanôs national identity in art, which became a 

core issue in Japanese art in the Meiji period. A comparable example can be drawn with 
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souvenir paintings, the topic of the recent exhibition, Japanese Landscape Discovered: 

Views from and for the Outside World, held at Museum of Modern Art, Kyoto (2021-

2023). Although much research is still left to be done, this exhibition has shown the 

watercolor and oil paintings made as souvenirs; these served similar purposes as souvenir 

photograph albums. In the exhibition catalogue, Tanaka Masashi describes the 

importance of these souvenir paintings as a chance to reconsider the identity of Japan as a 

nation as well as a means of studying and acquiring the eyes and techniques to create 

Western-style paintings. These souvenir paintings, Tanaka argues, had a lasting impact 

on Japanese art since the Meiji period, particularly for Japanese oil painting.176 Thus, 

Meiji period souvenir objects, including crafts, paintings, and photographs, make up an 

important part of Japanese art history since the Meiji period.  

In both making and viewing, the souvenir album presented the question of what 

Japan is and what it looked like. The makers and buyers both sought representations of 

ñauthentic Japan,ò a vague idea that had different meanings to each individual, whether   

maker or buyer. Still, in order for the album to represent Japan in the most authentic way 

possible, these souvenir albums needed to represent a version of Japan that was close to 

what the tourists actually saw and what they expected to see. In the process of studying 

and responding to the desires of their foreign buyers, the makers and the dealers 

reconsidered the identity of Japan within its larger global world, and particularly with its 

engagement with nations in Europe and North America. 

 
176 Masashi Tanaka ñEgakareta NikkǾ to Ioki Bunsai,ò in Yamanashi, Emiko, ShȊichi 

Kajioka, Rei Kiyasu, Risa Fuke, and Beth Cary, Hakken sareta Nihon no fȊkei: 

utsukushikarishi Meiji e no tabi (Tokyo: Mainichi shinbunsha, 2021), 186. 
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This research has also brought to light the challenges of researching albums. First, 

the albumôs status as both a souvenir and an artistic object makes it difficult to find. An 

album can be found in various places, including museums, libraries, and even 

international societies, and where they are located in these institutions varies. Many 

major libraries around the world, including the Library of Congress , the New York 

Public Library, the British Library, and many others, own these albums and include them 

in special collections or area studies sections. In museums, albums are usually stored in 

departments of prints and photography, as part of the photography collection. However, 

albums can also be found in the Japanese art section or the museum libraries and 

archives. In other words, these souvenir albums can be dispersed across different 

locations even within one museum. This is because the album is difficult to categorize, as 

a book, a souvenir, a collection of photographs, or an art object.  

Cataloging these albums is complicated as well. In some cases, the prints are 

individually recorded but no record is made for the album itself as an object. These 

photographs may have consecutive accession numbers, though this way of cataloging 

makes it unclear whether the photographs are kept separately or bound in an album. The 

accession number does not always indicate the order of the images in the album. Some 

catalogs may omit information about the illustrations or inscriptions on the page margins, 

which were often added to souvenir albums. These issues made research especially 

difficult during the COVID-19 pandemic, when it was not possible to visit and access 

public and private collections. However, when an album is cataloged well, as it was done 

by the Library of Congress for the Batchelder album, the cataloging assists in clarifying 
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these details. The Library of Congress individually numbered the photographs according 

to the order as they appear in the album, while also clearly marking them as a group. In 

this aspect, libraries may be better equipped to catalog albums according to their systems 

than are many museums.  

Another complicated aspect of accessing these albums is how they are stored. The 

souvenir albums with lacquer covers present complex issues for storage. The conditions 

that suit photographs are inappropriate for lacquerwares. Photographs are best kept in a 

cold and dry area, but lacquer objects require high humidity. Many museums and rare 

book libraries have excellent conditions for photographs, but lacquer storage thus 

presents a challenge in museums and libraries especially outside of Japan. Lacquer is a 

durable material, and many have survived the print-room conditions so far. But for the 

long-term conservation of the lacquer covers, regular maintenance is necessary to keep 

them in good condition. It is also worth noting that lacquerware, even ones in everyday 

use in households, often go through regular polishing and restoration by specialists. 

As I have mentioned throughout this dissertation, the conventional narrative of 

Meiji period art has had many gaps that need to be filled to better understand this 

transformative period. The conventional narratives of Japanese art history since the Meiji 

period are told differently in Japan and abroad. On the one hand, Japanese-language 

scholarship has largely focused on paintings. The convention for this history is to track 

how Japanese painters reacted to the foreign methods of painting. This narrative 

introduces straightforward lineages of mainly two schools of painting: Western-style 

(called yoga) and Japanese-style (nihonga). This narrative separates the stories of these 
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two schools, with the communication between the two styles rarely discussed. Other 

forms of artistic practice are likewise little discussed in this approach. Indeed, the fact 

that many Japanese artists and dealers also faced similar struggles to adjust to the new 

system of government and constant influx of foreign people, objects, and ideas is left out 

of this narrative.  

On the other hand, Meiji period art in the U.S. and Europe has often been told 

through many craft objects that are in the collections outside of Japan. These objects, 

such as lacquerwares, textiles, and ceramicwares, have represented the Japanese art of the 

Meiji period in American and European museums. The splendid and spectacular objects 

from international exhibitions characterize Meiji period art in these institutions, while 

Japanese paintings from this period make up a very small part, with hardly any oil 

paintings, in the collection of Meiji period art outside of Japan. Yet most of the academic 

research in the U.S. and Europe focuses on the history of painting, in ways similar to the 

approach taken in Japan. 

Both narratives of Meiji period art, in Japan and in Europe and America, look at 

the changes that the increased exchange of ideas and objects brought to Japanese art, but 

through different types of objects. These different, and at times even contradicting, 

understandings of the Meiji period have overlooked many artists, scholars, and dealers, 

who shared similar challenges and goals that in fact characterize Meiji period art. 

Combining both narratives together would still leave much of the work of Meiji period 

artists in the dark. More work is yet to be done. 
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Throughout this dissertation, I have looked at painters, photographers, craftsmen, 

and dealers, who together faced the new challenges as the systems around the arts went 

through a dramatic transformation, with new audiences and patrons, as well as new forms 

of exhibition and education. Looking at the careers of people behind the production of the 

souvenir albums has uncovered the multifaceted careers of artists and craftsmen during 

the Meiji period.  

I have addressed the issues in the conventional narrative of the Meiji period art 

through my argument. First, the divide of nihonga versus yoga assumes that there was a 

shared understanding of what painting was in this period, and that there were only two 

types of painting. As I have discussed in Chapter 3, the concept of art, and specifically 

painting, was still ambiguous in this period. Artists like Shibata Zeshin produced works 

that attempted to assimilate one European notion for painting, in which an image is 

depicted on a fixed two-dimensional surface often with frames. The production of these 

objects for international exhibition exemplifies the struggles of the artists and presenters 

to define the identity of ñJapanese painting.ò As Japanese art developed into the Taisho 

and Showa era, the emergence of more avant-garde paintings makes it difficult to discuss 

paintings through only the two scopes of nihonga and yoga.177 My work offers an 

intervention in this narrative by looking closely at how artists, scholars, and traders faced 

the changing meanings of ñartò in this period. 

 
177 Junôichi Norota, Bakumatsu, Meiji no biishiki to bijutsu seisaku (Kyoto: Miyaobi 

Shuppansha, 2015), 8. 
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Another aspect is that neither narrative, in Japanese or English, describes the role 

of crafts in the international market in depth. Numerous lacquerwares, textiles, and 

pottery wares, traveled abroad for sale and for display during the Meiji period, and 

paintings were in fact only a small part of the Japanese displays at international 

exhibitions. Artists of Japanese crafts have received recognition in both domestic and 

international venues. The Japanese government today supports these artists to preserve 

their techniques as symbols of Japanese national identity through systems like the 

Imperial Household Artists, which is today known as the Living National Treasure.178 By 

considering lacquer covers and how they function as the facade of souvenir albums from 

the Meiji period, this dissertation examined crafts as an important factor in the making of 

Japanese identity in this period. 

Finally, this dissertation has also addressed the close connection between art and 

politics. Indeed, the National Treasure system represents how the Japanese government 

has evaluated its art. The designation of National Treasure implies that the Japanese 

government considers certain artworks and historical objects as important cultural 

properties and gives grants for conservation. This political involvement in the promotion 

and preservation of Japanese art still shapes an important part in defining Japanese art. 

The Meiji period formed and established the foundational system for supporting artists 

and objects deemed important for the nation. 

 
178 Oyama Otoha, ñóNingen kokuho tenô e no inori,ò in Ningen KokuhǾ Ten: umidasareta 

bi, tsutaeyuku waza : Nihon DentǾ KǾgei Ten 60-kai kinen [Engendering beauty, 

preserving techniques : artworks by living national treasures : the 60th Japan 

Traditional KǾgei exhibition], ed. Tokyo National Museum (Tokyo: Asahi Shimbunsha; 

NHK puromoshon, 2014). 
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Everything related to Japan is some representation of Japan abroad. Japanese 

objects shape ideas about Japanese culture, especially when they exist in great numbers. 

The souvenir albums are found around the world today and have shaped the ideas about 

Japan as a nation, not only in the nineteenth century, but even today. As one type of 

export objects from the Meiji period, the makers and the traders were aware of this effect 

of the albums. In studies of Japanese art and its modern developments, export products 

and how they shape ideas about Japan abroad provides important insights into how 

Japanese art contributed to nationalist and colonialist ideologies into the TaishǾ and 

ShǾwa period in the first half of the twentieth century. Continued research on the 

representations of Japan for foreign audiences would uncover the hidden works of Meiji 

period artists as well as the development of Japanese identity in the international sphere.  
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APPENDIX A. FIGURES 

INTRODUCTION 

 

 

 

Figure 0.1. Compiled by John Davis Batchelder, a page opening from Japanese people 

and views (Batchelder Album), c.1890, Photograph album with hand-colored albumen 

prints, Washington D.C. Library of Congress, Lot 9648. 
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Figure 0.2. Compiled by John Davis Batchelder, Japanese people and views (Batchelder 

Album), c.1890, Photograph album with hand-colored albumen prints, Washington D.C. 

Library of Congress, Lot 9648. 
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Figure 0.3. Hashimoto Gyokuransai, ñImage of foreigners purchasing lacquer in 

Honcho,ò from Yokohama Kaiko Kenmonshi (News from Yokohama Port), 1862-1865, 

Kislak Center Tress Collection of Japanese Illustrated Books.  
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Figure 0.4. Takahashi Yuichi, Oiran, 1872, Tokyo University of the Arts. 
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Figure 0.5. Kawanabe Kyosai, Kaika hyakumonogatari, 1875, Kislak Center Tress 

Collection of Japanese Illustrated Books. 
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Figure 0.6. Asai Chu, TǾsei fȊzoku gojȊban utaawase, 1907, National Diet Library, 

W166-44. 
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CHAPTER 1. REPRESENTING JAPAN IN AN ALBUM 

 

 
 

Figure 1.1. Unknown artist, Picture shop, 1890-1891. The British Museum.  
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Figure 1.2. Purchasing the Album: A Catalog Entry and the Corresponding Photograph 

ñ212. PLAYING KOTO & SHAMISENò 
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Figure 1.3. Attributed to Adolfo Farsari, Officerôs Daughter, c.1880-1890. Penn Museum 

Archives.  
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Figure 1.4. Raimund von Stilfried, Japanese Tattoo, c. 1870-1890. Penn Museum 

Archives.  
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Figure 1.5. Farsari and Co., Frontispiece of an album, c.1870-1890, Kurokawa collection, 

Album 20.  
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Figure 1.6. Compiled by John Davis Batchelder, A page from Japanese people and views 

(Batchelder Album), c.1890, Photograph album with hand-colored albumen prints, 

Washington D.C. Library of Congress, Lot 9648.
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Figure 1.7. Compiled by John Davis Batchelder, ñA 529 FUJIYAMA FROM 

TAGONOURA, SURUGAò from Japanese people and views (Batchelder Album), 

c.1890, Photograph album with hand-colored albumen prints, Washington D.C. Library 

of Congress, Lot 9648.  
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Figure 1.8. Maker unknown, Minu yo no tomo, compiled in Edo period. Idemitsu 

Museum.  
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Figure 1.9. Maker unknown, Tekagami-jo, Edo period, Beinecke Library.  
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Figure 1.10. Ninagawa Noritane, Takahashi Yuichi, Yokoyama MatsusaburǾ ñImage 31: 

Nakano-mon/Jubako yaguraò from KyȊ Edo-jǾ Shashin-chǾ (Album of the Old Edo 

Castle), 1871, hand-colored photograph, Tokyo National Museum.  
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Figure 1.11. Ninagawa Noritane, Takahashi Yuichi, Yokoyama MatsusaburǾ ñImage 35 

Renchi-monò from KyȊ Edo-jǾ Shashin-chǾ (Album of the Old Edo Castle), 1871, hand-

colored photograph, Tokyo National Museum. 
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Figure 1.12. Ninagawa Noritane, Takahashi Yuichi, Yokoyama MatsusaburǾ ñImage 38. 

Fukiage monò from KyȊ Edo-jǾ Shashin-chǾ (Album of the Old Edo Castle), 1871, hand-

colored photograph, Tokyo National Museum. 
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Figure 1.13. Ninagawa Noritane, Takahashi Yuichi, Yokoyama MatsusaburǾ ñImage 16. 

Ninomaru kuichigai-monò and detail from KyȊ Edo-jǾ Shashin-chǾ (Album of the Old 

Edo Castle), 1871, hand-colored photograph, Tokyo National Museum.  
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Figure 1.14. Ninagawa Noritane, Takahashi Yuichi, Yokoyama MatsusaburǾ ñFigure 14. 

Inuiniju-yagura/Yuzuki tamonò and detail from KyȊ Edo-jǾ Shashin-chǾ (Album of the 

Old Edo Castle), 1871, hand-colored photograph, Tokyo National Museum. 
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Figure 1.15. Ninagawa Noritane, Takahashi Yuichi, Yokoyama MatsusaburǾ ñFigure 42. 

Soto sakurada-monò from KyȊ Edo-jǾ Shashin-chǾ (Album of the Old Edo Castle), 1871, 

hand-colored photograph, Tokyo National Museum. 
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Figure 1.16. Passenger Arrival List from The Japan Times, November 5, 1901. Page 6. jt-

archives.jp.  
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Figure 1.17. Compiled by Albert and Lillian Allen, ñ62 EAST HONGANJI TEMPLE-

KIOTOò from Photograph album of a trip to Japan (The Allen Album), 1901, 

Photograph album with albumen prints, Philadelphia, Kiskak Center for Special 

Collections, University of Pennsylvania Libraries, Ms. Coll. 833.  
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Figure 1.18. Compiled by Albert and Lillian Allen, ñ33 INTERIOR OF CHIONIN 

TEMPLE KIOTOò from Photograph album of a trip to Japan (The Allen Album), 1901, 

Photograph album with albumen prints, Philadelphia, Kiskak Center for Special 

Collections, University of Pennsylvania Libraries, Ms. Coll. 833.  
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Figure 1.19. 33rd and last page, Compiled by Albert and Lillian Allen, Photograph album 

of a trip to Japan (The Allen Album), 1901, Photograph album with albumen prints, 

Philadelphia, Kiskak Center for Special Collections, University of Pennsylvania 

Libraries, Ms. Coll. 833.  
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Figure 1.20. Compiled by Albert and Lillian Allen, Photograph album of a trip to Japan 

(The Allen Album), 1901, Photograph album with albumen prints, Philadelphia, Kiskak 

Center for Special Collections, University of Pennsylvania Libraries, Ms. Coll. 833.  
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Figure 1.21. Francis Frith, Egypt and Palestine, 1858-1860, Victoria and Albert Museum.  
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Figure 1.22. Francis Frith, ñPortrait: Turkish Summer Costume,ò from Egypt and 

Palestine, 1858-1860, Victoria and Albert Museum.
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Figure 1.23. John Jabez Edwin Mayall, Folding concertina album containing portraits of 

Queen Victoria, Prince Albert, Members of the Royal Family, Foreign Royals and 

celebrities. 1859-62, Royal Collection Trust. 
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CHAPTER 2. PHOTOGRAPHS: THE STORY INSIDE THE ALBUM 

 

 

 
 

Figure 2.1. Commissioned by Shimazu Nariakira, Portrait of Shimazu Nariakira, c. 1857, 

daguerreotype, ShǾkoshȊseikan. 
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Figure 2.2. Théodore Maurisset, Daguerreotypemanie, 1839, lithograph, Los Angeles, J. 

Paul Getty Museum. 
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Figure 2.3. Utagawa Yoshifuji, Kaika kyȊhei kohai kurabe (Civilization, Rise and Fall of 

the New and Old, Compared), 1882, woodcut print, Tokyo Postal Museum. 
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Figure 2.4. Artist/maker unknown, Cover of Untitled (Album of Japanese Photographs), 

c. 1876-1878, photograph album with albumen prints, Philadelphia, Philadelphia 

Museum of Art, 2005-186-3. 
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Figure 2.5. Artist/maker unknown, ñ904. Fujiyama from Numagawa, Tokaido,ò of 

Untitled (Album of Japanese Photographs), c. 1876-1878, photograph album with 

albumen prints, Philadelphia, Philadelphia Museum of Art, 2005-186-3. 
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Figure 2.6. Artist/maker unknown, A Photograph from Abu Simbel Temples in Untitled 

(Album of Japanese Photographs), c. 1876-1878, photograph album with albumen prints, 

Philadelphia, Philadelphia Museum of Art, 2005-186-3. 
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Figure 2.7. Kawahara Keiga, Schildering, 1823-29, ink on silk, Leiden, Rijksmuseum 

Volkenkunde, RV-1-4483-15. 
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Figure 2.8. Maker unknown, [Blind masseur], c.1890-1900, hand-colored albumen print, 

Philadelphia, Penn Museum.  
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Figure 2.9. Kawahara Keiga, Blind Masseur from Jinbutsu gajǾ, 19th century, Munich, 

Five Continents Museum. Kobayashi, Jun'ichi, and Keiga Kawahara. Edo jidai jinbutsu 

gachǾ. Tokyo: Asahi Shinbun Shuppan, 2016. 
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Figure 2.10. Maker unknown, [Tattooed man], c.1890-1900, hand-colored albumen print, 

Philadelphia, Penn Museum.  
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Figure 2.11. Kawahara Keiga, Tattooed Man from Jinbutsu gajǾ, 19th century, Munich, 

Five Continents Museum. Kobayashi, Jun'ichi, and Keiga Kawahara. Edo jidai jinbutsu 

gachǾ. Tokyo: Asahi Shinbun Shuppan, 2016. 
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Figure 2.12. Compiled by John Davis Batchelder, ñA 313 NOGE HILL, YOKOHAMAò 

from Japanese people and views (Batchelder Album), c.1890, Photograph album with 

hand-colored albumen prints, Washington D.C. Library of Congress, Lot 9648. 
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Figure 2.13. Compiled by John Davis Batchelder, ñA 529 FUJIYAMA FROM 

TAGONOURA, SURUGAò from Japanese people and views (Batchelder Album), 

c.1890, Photograph album with hand-colored albumen prints, Washington D.C. Library 

of Congress, Lot 9648. 
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Figure 2.14. Katsushika Hokusai, ǽno shinden The Paddies of ǽno in Suruga Province 

(SunshȊ ǽno-shinden) from Thirty-six Views of Mount Fuji (Fugaku sanjȊrokkei), c. 

1830-31, Metropolitan Museum of Art, JP1456. 
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Figure 2.15. Compiled by John Davis Batchelder, ñNATIVE TOWNò from Japanese 

people and views (Batchelder Album), c.1890, Photograph album with hand-colored 

albumen prints, Washington D.C. Library of Congress, Lot 9648. 
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Figure 2.16. Compiled by John Davis Batchelder, ñGRAND HOTELò from Japanese 

people and views (Batchelder Album), c.1890, Photograph album with hand-colored 

albumen prints, Washington D.C. Library of Congress, Lot 9648. 
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Figure 2.17. Compiled by John Davis Batchelder, ñSACRED BRIDGEò from Japanese 

people and views (Batchelder Album), c.1890, Photograph album with hand-colored 

albumen prints, Washington D.C. Library of Congress, Lot 9648. 
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Figure 2.18. Compiled by John Davis Batchelder, ñA 176 MINAMIYAMA AT 

NAGASAKIò from Japanese people and views (Batchelder Album), c.1890, Photograph 

album with hand-colored albumen prints, Washington D.C. Library of Congress, Lot 

9648.  
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Figure 2.19. Compiled by John Davis Batchelder, ñC 71. CHAIR AND CAGOò from 

Japanese people and views (Batchelder Album), c.1890, Photograph album with hand-

colored albumen prints, Washington D.C. Library of Congress, Lot 9648. 
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Figure 2.20. Compiled by John Davis Batchelder, [Amazake seller] from Japanese 

people and views (Batchelder Album), c.1890, Photograph album with hand-colored 

albumen prints, Washington D.C. Library of Congress, Lot 9648. 
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Figure 2.21. Compiled by John Davis Batchelder, [Priest] from Japanese people and 

views (Batchelder Album), c.1890, Photograph album with hand-colored albumen prints, 

Washington D.C. Library of Congress, Lot 9648. 
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Figure 2.22. Maker unknown, [Untitled], c. 1870-90, Photograph album with albumen 

prints, Kurokawa Collection, Album 12. 
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Figure 2.23. Maker unknown, [Untitled], c. 1870-90, Photograph album with albumen 

prints, Kurokawa Collection, Album 88. 
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Figure 2.24. Maker unknown, [Untitled], c. 1870-90, Photograph album with albumen 

prints, Kurokawa Collection, Album 39. 
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Figure 2.25. Adolfo Farsari studio, [Untitled], c. 1870-90, Photograph album with 

albumen prints, Kurokawa Collection, Museum of Fine Arts, Houston. 
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Figure 2.26. Maker unknown, [Untitled], c. 1870-90, Photograph album with albumen 

prints, Kurokawa Collection, Album 63. 
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Figure 2.27. Maker unknown, [Untitled], c. 1870-90, Photograph album with albumen 

prints, Kurokawa Collection, Album 16. 
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Figure 2.28. Kusakabe Kimbei, Catalogue of the Kimbei Photographic Studio, c.1891-

1900, Washington D.C. Smithsonianôs National Museum of Asian Art, FSA.A1999.35. 
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Figure 2.29. Kusakabe Kimbei, Hand-written notes from Catalogue of the Kimbei 

Photographic Studio, c.1891-1900, Washington D.C. Smithsonianôs National Museum of 

Asian Art, FSA.A1999.35. 
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Figure 2.30. Compiled by John Davis Batchelder, ñA 529 FUJIYAMA FROM 

TAGONOURA, SURUGAò from Japanese people and views (Batchelder Album), 

c.1890, Photograph album with hand-colored albumen prints, Washington D.C. Library 

of Congress, Lot 9648. 

  



243 

 

 
 

Figure 2.31. Compiled by John Davis Batchelder, ñA33 IYEYASUôS TOMBò from 

Japanese people and views (Batchelder Album), c.1890, Photograph album with hand-

colored albumen prints, Washington D.C. Library of Congress, Lot 9648. 
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Figure 2.32. Compiled by Albert and Lillian Allen, ñIn Kyotoò from Photograph album 

of a trip to Japan (Allen album), 1901, Photograph album with albumen prints, 

Philadelphia, Kislak Center for Special Collections, University of Pennsylvania Libraries, 

Ms. Coll. 833. 

  



245 

 

 
 

Figure 2.33. Compiled by John Davis Batchelder, ñA234 TEA HOUSE UYENO 

TOKIOò from Japanese people and views (Batchelder Album), c.1890, Photograph 

album with hand-colored albumen prints, Washington D.C. Library of Congress, Lot 

9648. 
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Figure 2.34. A. Farsari & Co. ñA 46 KIRIFURI CASCADE,ò from a portfolio of 

albumen photographs, c.1890, albumen print, Museum of Fine Arts, Houston, 83.273. 

  



247 

 

 
 

Figure 2.35. Compiled by John Davis Batchelder, ñMIKADOôS PALACEò from 

Japanese people and views (Batchelder Album), c.1890, Photograph album with hand-

colored albumen prints, Washington D.C. Library of Congress, Lot 9648. 
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Figure 2.36. Compiled by Albert and Lillian Allen, ñ702 To look over iron bridge from 

Uji riverò from Photograph album of a trip to Japan (Allen album), 1901, Photograph 

album with albumen prints, Philadelphia, Kislak Center for Special Collections, 

University of Pennsylvania Libraries, Ms. Coll. 833. 
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Figure 2.37. Kusakabe Kimbei, [Views of Modernization in Yokohama] from [Album of 

Japanese Views and Genre Scenes], c.1890, Photograph album with albumen prints, 

Museum of Fine Arts, Houston, 2017.244. 
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Figure 2.38. Kusakabe Kimbei, ñ544. Railway Station, Yokohama,ò from [Album of 

Japanese Views and Genre Scenes], c.1890, Photograph album with albumen prints, 

Museum of Fine Arts, Houston, 2017.244. 

  














































































