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ABSTRACT

CONSTRUCTING AUTHENTICITY:
IMAGES OF JAPAN IN PHOTOGRAPH ALBUMS, 1862901
Naoko Adachi

Julie Nelson Davis

After Japan lifted the policy restricting international trade in 1854, many travelers visited
Japan for the first timé?hotographs 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 wdrtkse photographs were one of the most popular
visual representations of Japan to be taken abroad during the Meiji periodlABH3

and they still exist in large numbers today in libraries and museums in and outside Japan.
This dissertation examinesetbe 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 saldstored. First, | discuss the
album as a format that personally connects the owner with the images from the trip to
Japan. Then | examine the photographs inside the album to consider the stories told
inside the souvenir albums. Close inspection of theqgnaphs 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



used the Japanese traditional craft technique fowgpnepose, 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 polickestricting 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). Numeroyhotograph 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 visgalesentations 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 hdtfbdapanese and foreign audiences.
Commercial handolored 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 knowlashama photographs
because most were acquired in Yokohama. Felice Beato-IB? developed a
particularly successful business of tourist photography for this foreign market. However,
Japanese photographers had already established businesses immééslveell as in

other locations before Beato arrived in 1868.this dissertation, | call these prints

! Shimooka Rej@in Shimoda, Ueno Hikoma in Nagasaki, and others had opened their
photographyshops by 1862Takio Saif fi Yok oh a-snhi smasbdgat ari 0 i
Bakumatsu meiji no Yokohama ten: ata@sttikaku tohyZhen eds. Yokohama
Bijutsukan and Yokohama Bijutsukan Gakugeibu (Yokohama: Yokohama Bijutsukan,
2000), 165.
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Asouvenir photographso to highlight the pu

foreign visitors in Japan to bring back to their home counffiesse 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 luxurimaki-e designs in gold (Figure 0.2). This

dissertation considers the album as a whole to examinet Istvaped 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 subj e city, stiuctute, aadxoeyamizatiantot he a

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

represents the travelerds experience in Ja
This dissertation is the first in the field of Mgeriod 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 ta&el nineteenth century, commercially

produced, handolored photographs are rare, likely unique to Japan. Combined with the

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

have been a specifically Japanese produdbfeign tourists.

Photograph Albumsand Meiji Trade
These photograph albums are characteristic products of the Meiji period 2888
when an increasing number of people, objects, and ideas flowed into the country. By the

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



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 Eape overcoming the great empire that was Clhya.
1853, Japan was pressured by the United States to open the country's borders and lift the
restrictions on international tradé/ithin little more than a decade the Tokugawa
shogunate rescinded their paldl 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 ldagting 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 enterabilest
holdings in Japan: these were the Netherlands, France, Germany, Russia, and the United
StatesDiplomats, scholars, merchants, journalists, and tourists from abroad entered
Japan, most arriving in Yokohama, as the largest and closest port to molythe
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 forsigprsiln

addition to hotels, restaurants, bars, and the like, shops offered foreigners a variety of



objects for purchase, including souvenirs, small toys, textiles, and even large furniture,
among others (Figure 0.3). Photographs were among the populamng 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 cfftesture. Whiled a i ringmd
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 @t®ps on whom they had so long
relied? 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-ekigakers likely turned their hands
to become colorists for the souvenir photographs.

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 thei

cultural and industrial achievements to an international audience. These international

2Tomo 6 0 K aShbodzakkag in Bakufinatsu meiji no Yokohama ten: atarashii
shikaku to hggen eds. Yokohama Bijutsukan and Yokohama ®ijikan Gakugeibu
(Yokohama: Yokohama Bijutsukan, 2000), 174.
Sail) fAYokohashi smasbgatari, o 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 tbimity of

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

called fAexport objects, o that, |l propose,

history#

These export objects not only represented the natianternational 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 achievementaris, 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 ongaadapan, 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 purpdsesne for public display and others as
memorabilidthe 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 latgth other nations, but these unequal treaties

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

4 Chelsea FoxwellMaking Modern Japaneset y| e Painting: Kang
for ImageqChicago: University of Chicago Press, 2048,
5
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sources for foreign currency that Japan needed for industrializdticaddition to tea
and silk, craft objects, su@s lacquerware, fans, and pottery, were among the top export
products starting in the lati860s and continuing until the 18808he Ministry of
Agriculture and Commerce actively supported this production because it was such a
lucrative market, and itontinued 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’
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 eseditias 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 inteahatidiences.
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 accessibleessouearn
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

Saif fAYokohashi smasbgatari, o 171.
® Hisaho Hanai, "Meiji yushutsu kogei no kirdsindai gasetsu5 (2016): 144.
" Tokyo GanguNingyo Ky@Zi@K umiai, Kagayakeru gangu kumiai to omochakgi no
130 nen(Tokyo: Tokyo Gangu NinggKy @K umiai, 2017)24.
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ways of visual representation to create products that brougletmmmneyand even more

tourists to Japan.

New ways of seeing
This reconfiguration of Japanés artistic c
seeing and with new forms of visual representation. European prints and paintings had
been available domesally 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 sipgiat perspective and added three
dimensionality through shad) and coloring. Indeed, Japanese pniratkers had
experimented with singlpoint perspective by the eighteenth century, as can be seen in
i mages by Okumura Masanobu, Mar uyama &kyo,
the singlepoint perspective moiéke a new tool to emphasize depth rather than an
artistic style.
Europearstyle images became more accessible to Japanese people after the Meiji
opening of the ports. Painters and photographers also accompanied diplomats and
military officials from Europend 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. (1886) accompanied
Commodore Perry on the U.®ission in 1853&%4 and documented their trip in

daguerreotype photography; he also took portraits of Japanese sitters and people, which



he gave away during his st&yLater photographers also taught Japanese painters and
scientists about photographic eiques, such as webllodion 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 intheir 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 seeikgaTh a s hi  Yui chi 6s o1 |
her (Figure 0.4Y.This Western style of painting depicted the model in greater detail than
had previous forms of portraiture, such as ula@yprints 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
newage.Japnese artists of the perdi8%andAasiach as
Chl (-19®)5rBade commentaries on photography more than three decades apart.
Their descriptions demonstrate the publicé

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

& Manabu ToriharalNihon shashirshi (j9): Bakumatsu ishin kara @lo keizai seicfki
made(Tokyo: Chul@Shuppan, 2013), 8.
® Yuichi Takahashi and RgFuruta,Kindai yoga no kaitakusha Takahashi Yuichi
(Tokyo: Yomiuri Shimbunsha, 20120.
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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 pro#ifitists working in this period. He
is known for his idiosyncratic style in painting, prints, and illustrated books. His

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

commentary on new, imported cultures and technologies . flénplays on the word,
¢kaike, 6 () meaning fAopening of <civilization, o
Meiji-period rhetoric. By choosing thh@nji,  (mystery or evil) instead of (open),
the title means fAmystery of <civilization, 0
era.Hyakumonogatarior 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 occgrb®bk refers to this
hyakumonogatarstyle in order to highlight the many changes that this new period has
brought to Japan. Under the adapted titl e,
civilization, 0 the book pgnebeetnandspeoplethae of t
were flooding Japan.

In this image, which is on the second operpage ofKaika hyakumonogatari
photography is one of the first mysterious topics to be covered (Figure 0.5). The title in

the cartouche readyvenfiGlbbhost phiomoghephegwo E

portrait has an accompanying caption; on t
a lord, o while on the top |l eft is the fAgho
for the photographofaresasur ant bui l ding says, fAtrue Vi e



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 sggrto become ghostly versions. It is said that some even
believed that taking a portrait photograph
named his studiManju-d @or Studio of thousands of fortunes, to counter this perception
and attract clientsuspicious of the new technolotfyAt the same time, the caption at the
bottom left also suggests that photography was considered to offer realistic
representation, @&lEnke h ¢demanstrates.iTherextraordinarye wo  (
realism of photogrphy 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 Chl is known as one of the earlies
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 titld, @ s ledku goj ban utaawas¢€1907), is one ohis most famous
works T @ sledku gojuban utaawase or ffi fty poetry competit
customs)is a twoevolume set that comments on a series of changes that this new period
brought to Japan. People of various occupations are presented as comaorenting
contemporarynatters through poe. The termutaawaserefersto the traditional poey

competitions Following this literary styleeachpage opening shows a set of two poems

10 KazuoMorishige,Bakumatsu Meiji no shashinshi retsud@okyo: Y1 zankaku, 2019),
192.
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told through the perspectivestofo individuals at work, such as a lithographed a
woodblock printmaker, or a missionary and a shrine maiden. Many of these sets present
contrasting occupationghereone is a new type of job and the otlsean older, more
traditional type of work that had amlaptto the new era
On one of thespage openings, Asai shows a scene with a photographer and a
sitter with poemsepresentingheir separate perspectives (FigQi®). A youngfemale
sitter takes a portrait photografur her potential fiancéandin her poem, sheomplains
about how thephotograph makes her hand and feet look bighieephotographey s
poem describes hifficulties with posing her and withercomplaints!!As ai 0 s
illustration depictsthewoam 6 s hands and feet unnatdéwrally
remarks Boththe illustration and the poems suggest that people in this period considered
the photograph as an inconvenient tool for taking a dooking picture that met the
sitterbés taste, despite its ability to cre
These examp lndAsaibuggest thabthesd nevaways 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 demandptootographs as souvenirs contributed to the

development of photography in Japan.

'n the poem, she complains, AThe photogra
hope my fianceés heart will 4Asajwith be with
transcription and interpretation by Harada Heisdi@ei f zoku goj ban utaawase
(Tokyo: Unsaif 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 thestory 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 ou
century. The starting poinof this dissertation is@hinSa®d s di scus-si on of
period art in his bookylodern Japanese Art and the Meiji State: The Politics of Beauty.
There, Sat@ argues that there is a gap in
outside Japatt. On the one hand, in Japanese language scholarship, Meiji period art is
often described as the beginning of Japane
The study of Meiji art in Japan describes how Western style paintings influenced

Japanese art thugh its materiality and styl&@ya, or Westerrstyle painting, refers to

oil paintings, often taught by European and American teachers, nilnilega Japanese

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

incorporaing 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 influenti al artistsoé careers
alsodemonstrated how arts education and exhibition systems were established in Japan

after Italian and French models.

12 DZghin Satl Modern Japanesart and the MeijiState: The Politics of Beauty(Los

Angeles: Getty Research Institute, 201Qjiginally published in Japanesedhin Saj

Meiji kokka to kindai bijutsu bi no seijigakliokyoo Yos hi kawa K@bunkan,
12



While Japanestanguage academic scholarship has focused on Meiji paintings so
far, many Japanese museums display sculptures and crafsdbjectthe 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 peremaigalleries. 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 lepeesented by
the collections of Meiji art in these locations. Aside from soihengapieces 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 Americastarfanany
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 aséapalture 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 arthas 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
Japanse fine arts in international and domestic exhibitions. While this has been an

important endeavor in the field, these studies have largely overlooked artists and

13



craftspeople who also participated in similar, or the same, venues. They have also
separatedihongaandyogain their discussions even though manilyongaartists 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 convetional 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
peri od. However, ideas of dart, o Afine art
this period because the appreciation of artworks in Europe and the U.S. were different
from that in East Asi&® The Meiji period was a time when Japanese artists, supporters of
artists, and audiences adjusted not just to the new ways of representatitso ba the
new ways of presenting and viewing art. Th
modern Japanese art, since the beginning of (or just before) Meiji period, has to be
studied critically considering aspects of economy, politics, andtgdtie

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 $its b ook has consisutkeased vario
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 |l ayers of iconoglRafhérthan meani n

taking the conventional approach to focus

'* Noriaki KitazawaMe no shindeifTokyo: Chikuma Shaff 2020), 13.
14 Satg Modern Japanese Aré.
15 Foxwell, MakingModern Japanesé&tyle Painting.
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research considered various factors, including the variety of export objects, that

contributed to the artistods aotuBdjimachavef subj

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

artistsoé organizations affiliated with the

that opposed those government sponsored acad&Seshi Naniki has also studied in

depth the community around modern crafts, particularly in Kyoto, in books skolots

ki ndai bij ut s u(Kyoto:JeiNetwodk oftMedern Artistit ICgfsnd

others!” 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 wel | .AestheticSdnseamdént e, Ju

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

period!® His work looks in depth at the people, policies, and languages, instead of

focusing on artworks, precisely hisgedoduse t h
In this project, | 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 fromatravel f

8 AliciaVolk, i Aut hority, Autonomy, -Ganm diRoditioas: Ear | y
East Asia cultures critiqu2l, no. 2 (May 2013): 454 7 3 ; Kaoru Koj i ma, i
no josei gaka t ac hiJournal gfhe Mational Musenm af Wésem , s h
Art 24 (March 2020): 4%7.

17 SeishiNamiki, Kyoto dento kogei no kitai (Kyoto: Shibunkaku Shuppan, 2012);
SeishiNamikiZuan kara dezain e: yoodlanksh&y ot o no
2016).

18 Jurd i ®Ndrdta Bakumatsu meiji no bishiki to bijutsu seisgKiyoto: Miyaobi

Shuppansha, 2015).

[
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their owners in her book, o n g f e | | o%She spékifichlly lookssat the case of
Charles Longfellow (1844.893) and considers his collections in Cambridge,
Massachusetts, within their cultural contexts in Japan and at home. She discusses
photogr h al bums as one of Longfell owds souven
mi crocosm of ®is |ife in Japan. 0

Whil e Guth discusses this photograph al
collection, scholarship in Japanese and in English has focusedmsogeivenir
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 t he ishigeb u m. I
studied the photographer s o ?'Gokwfhomgraphices and
Art Museum also surveyed the collections all over Japan to conduct research on early
Japanese photograpfyExploring 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.

¥Christine GuthL, ongf el | owds Tattoos: [Seattle Wa:m, Col |
University of Washington Press, 2004).
OGuthhLongfel |l 08 s Tattoos
21 Takio Saij Bakumatsu Meiji Yokohama shashinkan monogéTarkyo: Yoshikawa
K@bunkan, 2019); Kzuo MorishigeBakumatsu Meiji no shashinshi retsud@okyo:
Y1 zankaku, 2019).
22 Tokyo Photographic Art MuseunYpakemae: shirarezaru Nihon shashin kaitakushi
(Tokyo: Tokyo Photographic Art Museum, 2007).
23Shun UchibayashKaiga ni kogareta shashin:iNon shashinshi ni okeru
pikutoriarizumu no seirits(iTokyo: 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
accoding to their titles’*

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 photographer 61911)mconsider , Rai m
the complex cultural background behind the development of photography in’Japan.

David Odo examined the souvenir photographs from the perspective of nineteenth
century anthropologs? Mio Wakita looked at the representation of women in the
photographs by Kusakabe Kimbei (184934)?’ Other than these studies in English and
Japanese, there have been exhibitions and studies on European collections of souvenir

photographs in Italy, Germany, and Frafte.

24 Sebastian Dobson, Anne Nishimura Morse, and Frederic Alan Sna&, Artifice:
Japanese Photographs of the Meiji era: Selections from the Jean S. and Frederic A. Sharf
Collection at the Museum of Fine Arts, Bos{@&oston, MA: MFA Publications, 2004);
Terry BennettPhotography in Japan 185B912(Tokyo: Tuttle Publishing, 2006); Terry
Bennett,Old Japanese Photographs: Collectors' Data Guidendon: Quaritch, 2006).
25 uke 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 Photograplif€ambridge, MA: Peabody Meum Press, Harvard University,
2015).
27 Mio Wakita, Staging Desires: Japanese Femininity in Kusakabe Kimbei's Nineteenth
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Lichtblau: Japanische Fotografie Der Mejeit, 18681912(Berlin: Kunstbibliothek
Staatliche Museen zu Berlin; Bielefeld: Kerber, 2015); Jérome Ghesqglapa),
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No previous scholarship has discussedsthevenir alboum 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, | look at the exterionwers 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 Meijiartschola hi p proposed by Sat ¢
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. Mever, | consider souvenir alboums as a prism
that allows us to see Meijieriod Japanese art and its many elements more clearly. The
album, | propose, results from the collaborative effort involving the latest innovations of
photography, painting, and ctain 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, | have examined nearly a hundred souvenir albums in person. Of
these albums, | chose nine examples to examine closelyl| &e discussed further in
the following chapters. In most cases, | handled the album myself, examining the pages

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

albums de photographiesviusée Guimet, département Photographie, P&d.1,
https://guimetphotajapon.fr/index.php.
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thick pages from the front to the back cover. Somee@fabquer 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, | considered how owners chose
and arranged the photographs according to gegsonal preferences, as | will discuss in
Chapter 2.

My research thus focused on the album format containing-talnded
photographs bound between lacquer covers. Many of these measure about 30 x 40 cm. |
encountered a few exceptions of larger (up to almost double the size) or smaller (with the
smallest oneneasuring about paksize) 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, callegakie, making the album a luxurious souvenir
object. The exaples of alboums | 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 thagéxtend 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 pnts 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 boks 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 aloums represent the
complex developments of the concept of Japanese art for international audiences.

In doingso, | address and connect areas of different academic fields, considering
histories of Japanese art, photography, books, as well as crafts. First, | consider
photograph albums as part of the discourse on vernacular or amateur photétfaphy.
the term sugests, 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. | take this approach further in how | 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 oneds hands
role is better understood as a physical object rather than just as a collectages.i
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 anothaspect of the larger context for the albums in
considering the sociopolitical background for the arts in Japan, thus asking important

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

29 0Osamu MaekawdmUi no vanakyu€l shashinron kiji (Tokyo: Tokyo Daigaku
Shuppankai, 2020).
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photographs responded to the deand 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 tonsider 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 communitiesfdforeign visitors and souvenir sellers in port cities, such as

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

of Japan in an album.

Encounter and Authenticity

Much Englishlanguage scholarship on nineteen#imury art, and specifically th
studies thahddres#sian art made for international audiences, has relied heavily on
postcolonial theoy. Foll owi ng Sheway$tbat tkerWedt maintaiset the f
power to control how to represent the East, nafdine research has largely considered
how fAOrientalisto |literature and p%hintings
Although exoticism indeed shapes a part of the desire for compiling these albums, to say
that the album exoticized Japanese calia a simplification of the complex identities of

viewers and makers, as my project demonstrates.

30 Roger Benjamin, "Matisse in Morocca:Colonizing Esthetic? Art in America78
(November 1990): 15665.
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Postcolonial studies have also explored the directions of gazes that represent the
exotic cultures of the other. In her work on modern Japanese craftshiKly uko
discussed how the structure of Orientalism could be applied beyond thd&¥éest
relationship. She considers how Japanese artists also viewed and represented Chinese,
Taiwanese, and Korean cultures as exotic and primitive civilization, a pheoorake
calls fAOriental Orientalism. o0 Kikuchi al so
wherein Asian artists exoticized Buropean
These discussions of cultural encounters during the nineteenth cemntaigerdhe
direction of gazes from one culture to the other, taking notice of the colonial context of
power of one over the othdrattempt to complicate the existipgstcolonial scholarship
by focusing on the concept of fAauthenticit
In order to bettr analyze thalbum as a product of international exchange, |
propose fauthenticityo as a key feature of
this project borrows from tourist studies,desnonstrated bghristine Gutt#? Her book
considerste. col Il ection, including photograph all
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 artdetdermined by close

31Yuko Kikuchi, Japanese Modernisation and Mingei Theory: Cultural Nationalism and
Oriental Orientalism(New York: Routledge Curzon, 2003).
32 Guth, Longfellow's Tattoas
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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] Touristés much | ooser understanding
Atraditi on. thos&workethaadrelmade tosdrve 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 problematd often highly arbitrary?
Guth considersrather aspect of authenticifiyr tourismthat ischaracterized by the
fidealization of Japat®*Aut henti c objects are handmade b
innate aesthetic senado, unlike their moder Western counterparts, were not motivated
primarily by utilit a%Thauns ,orGutohmirse rccd nad e pitmpc
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 theaibi¢éandmade objects are authentic because
they are a physical representation of aesthetics by native craftspeople.
In analyzing the photograph albums, | propose another aspect of authenticity,
defined as firshand accounts. Travelogues, or diaries ardroentaries 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 Daysy Jules Verne, first published as a serial in

1872. Travelers to Japan produced theirownreat i ves of their journe

BGuth,Longfell o@s Tattoos

4GuthLongf el |l o,@s Tattoos

BGuth,Longfell oMs Tattoos
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Unbeaten TracksinJapan L af c ar &Glimpsedbéam Unfadndiar Japaand
Al fred Wi | |NotasnronPJapasreonlg fav examples of the many
travelogues on Japan produced in this period. For nmanglers, 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 evi denc pan.dtie photographs waereceved sord reliable t o
vi sual representations than these written
location3®

This sense of authenticity worked as a driving force for foreign travelers to
purchase Japanese objects@svenirs. 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’ The awlience, in this case the foreign tourists, would in fact accept this
performance of authenticity as | ong as the
or more visually captivating, than the truly authentic objébideed, 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 ArmstrongScenes in a LibrargCambridge, MA: MIT Press, 1998), 322.
37 Jillian M. Rickly and Elizabeth S. Vidgruthenticity and Tourism: Materialities
Perceptions, ExperiencéBingley: Emerald Publishing Limited, 2018).
38 Rickly, Authenticity and Tourisn®.
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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 AJapanese. 0 By wusing this
structure of postolonialist 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
EuroAmer i can viewers faced the idea of an fa
makers and the viewers are not looking at each other, but they are both looking at the
vague idea of an fAauthentic Japan. o0 This (
for an artwork, to be fiJapaneseo0O bjecame a

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

for international audiences.

The Structure of This Dissertation

| explore how the photograph al bums repres
authenicity 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 fagade of

the album. With this organization, this dissertation first frames the album agtael&tor

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 firg 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 aloum examples also helps locate the Japanese
souvenir albums in larger historical and cultural corsteRpecifically, this chapter
examines Japanese albums from the Edo period and the Meiji period to consider the
tradition of aloum making in Japan, and how souvenir albums fit into the history of
Japanese photograph albums. Other examples of albums ipelistmal and published
al bums that show how the album format migh
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 ajgteofarmat for
shaping ideas about Japan that fits makers

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 latesmodern technologs? The images can produce seemingly unmediated
representations of their subjects. In Japan, photography was encountered with skepticism

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

39 An unmediated realism, in which the authority of the photographs was weshed
mechanicakye of the camera used by the trained anthrogsildgnna GrimshawThe
Ethnographer's Eye: Ways of Seeing in Anthropo(@ambridge: Cambridge University
Press, 2005), 21.
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among foreign tousts because photographs represented the places and the people that
they encountered.

These i mages often show fictional or id
emphasizing distinctly Japanese customs and costumes rooted in the culture under the
feudd 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
ti me, the souvenir photographs also show J
Western influence on Japanese culture. This chapter thus contemplates how photography
fabricated seemingly authentic representat
uni que Vviews as wel|l as Japanbs aByi mil at i
created not one but multifaceted fAi mages o
these images, Japanese makers of these photographs contemplated how desirable views
of Japan could be conveyed as truthful representation of the nation. | argie that
production of souvenir photography marked the period in which Japan became especially
self-conscious about itself as a nation.

Lastly, in the third chapter, | examine the covers of the album. Japanese souvenir
albums offer an intriguing example thaeadacquerware 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 audie 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 lacquekems 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 furnimmedisplay 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 foraigtiences 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 Japaeesafts 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 &drgue 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 aopetition. 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 alboum exemplifies the period in history when Japan became self
conscious as a nationtin the global competition. The album format was an
appropriate format to present Japan as par

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

authentically Japanese object, hamdde by Japanese craftsmen.
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CHAPTER 1. REPRESENTING JAPAN IN AN ALBUM

Japanese commercial alboums 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, higjuality colored photographs of Japanese landscapes
and everyday scenes create an image of Japan for the viewer through the in€lusion
multiple photographs. In this chapter | 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 thenay contain collections of many kinds of things, such as
i mages, writings, or even music. The term
meaning blank or white, indicating that the concept for the format is defined by its
original state of emptinesBarly 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 prdagnise around the thirteenth
century: as a bouncbllection that includes various types of writings like signatures,
quotations, poetry, and vers¥s.

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

40verna PoseveCurtis,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 gerfiuses.
However, the field of the history of photography has recently started shifting its attention
to examine the material aspect €Tadywphot ogr
tend to think less about photographs as physical objects since many photographs are
circul ated as data on the screen. However,
analyzing how viewers perceived or remembered the depicted subjects, |ysgeciay
the nineteenth century. As Elizabeth Edwar
photograph and memory and the way in which [a photograph] obtains its privileged
position as a conduit of memory i $Theefr act
al bumés materiality as a whole, rather tha
its own distinct meaning.

While there have been many studies on tourist photographs in Japanese, English,
and other languages, scholarship on the lives of tHestegraphic images in souvenir

al bums has previously been ILiomigtfed |toavbéas c h

41 As Douglas R. Nickelpi nt s out, f@A[e] xi &thaehistgrydartad e mi ¢
and the history of science in particddaoffered readyna de model s, such th
founding texts now appear as exercises 1in

traditional, ofenvaluel aden, s chema. oFrabcs &rghlineEgyptRnd Ni c k e |
Palesting(Princeton:Princeton University Pres2004), 1.
42 Deepali Dewan and Olga Zotov&@ambellished Reality: Indian Painted Photographs:
Towards a Transcultural History of Photogray (Toronto: Royal Ontario Museum
Press, 2012), 1@ atrizia di Bellowoman's Albums and Photography in Victorian
England(Hampshire: Ashgate, 20QElizabeth Siegelalleries of Friendship and
Fame: A History of Nineteerdientury American Photographlbums(New Haven:
Yale University Press, 2010).
BEljizabeth Edwar ds, i Ph o tindvgterialMémores: Obj ect s
Design and Evocatigreds. Marius Kwint, Christopher Breward, and Jeremy Aynsley
(London: Bloomsbury Academic, 1999) 221.
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Tattoos** In this chapter, Guth mentions how the album was an important tool for
Charles Longfellow to present his experience in Japan whegtur@ed to the United
States. While Guthodés study focuses on the
focus on the larger genre of Japanese souvenir aloums, most of which were produced
about a decade after Longf eypeloalsdnsas dgerirep. My
in the history of Japanese photography, first by describing the souvenir aloum 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? Whatheredvantages of keeping these
images in an album? How did Japanese souvenir aloums help travelers recall their trips to
Japan? How does the album format contri but
the experiences in Japan through the cableadf photographs? Here, | use the term
Aaut henticityo to indicate a broad and vag
the representation of Atr®EBhermadyern @node i |
own authentic images of Japandnti e maker 6s need to present
Aaut henticd to these clients were, |l argue
albums.

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

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

4 ChristneGuthLongf el |l owds Tattoos: T(Seattle:i sm, Col |
University of Washington Press, 2004):84.
®Guth,Longf el | o @00As m&nddandd i ohs kaduction, this use of the tar
differs from the conventional use in art history, implying the originality of an artwork by
a certain artist, as proposed by Benjamin.
of Mechani cal IRmemioosgkdscWalteoBenjamin,iHanharendt,
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. | will cortekiegami(albums of
calligraphy fragments) ame of these examples to explore how and why people collected
visual materials in albums. | 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 Japanesealous have constructed for their owne
different contexts. By comparing these two albums from different periods, | also discuss
how albums in Japan changed in the Meiji period, when photography and practices
around photogrdpy were introduced in Japan.

The last section considers the audience of the souvenir aloums. Though these
albums are found around the world, clues about the original owners or buyers are
extremely limited. Most albums | have examined are composed emtirplychased
souvenir photographs. However, an aloum combining purchased photographs and family
snapshots, held at the Kislak Center at the University of Pennsylvania, offers lively
details of a familybds trip t os.Thaghamwaand c a
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 At he All en al bhbhsptikeh begins w
continues with snapshots; in the captions
the rare examples that combines hantbred souvenir photographs as well as snapshots
taken by Al. Because it contains personal snapshots andardteh aptions, the aloum

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 traveledliie U.S.
to Japan and within Japan through Al 8s own
example | could find in learning about the owner of souvenir albums in the nineteenth
century.

This section then relates the Allen album to other EuropedrAmerican
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. | take two types of albums
from the nineteenth cent ur yphbtagraph@bump ar i son
from Egypt and Palestine that introduced the views of foreign countries for the European
audiences. Anot her exampl edeviste pQatographsolVi ct or
the Royal Family taken by John Jabez Edwin Mayall around F&ftograph 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, howeweit, iy 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 exampldsargue that the album as a format works to create an
Aaut henticd story that was shaped by, as w
and knowledge. For owners, albums served as platforms to express their experience,

knowledge, and personal ratatships. This chapter thus discusses how creating an
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al bum as a collection of images represents
whole that is more than the sum of its parts. | argue that, because of this particular
function for the aloum formta, Japanese souvenir al bums f ul

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

Defining the Japanese Souvenir Album

The souvenir photograph album from Mgigriod Japan was part of a grouprdss

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
touri st. | n BakpnatsteMei§ shashirigie(Phiotegraph albumsdm

t he Bakumatsu to Meijimakiearubanmds (( @ach&=20 tad b
usually refers to these export touristalbfdB.hi s di ssertation uses T
Aexport albumo to emphasi ze thethatharacter.
represented Japan as a nation for its international audiences. Here, | 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 termphotograph album in Japanesesk@shin ci or shashin arubamu

, shashinmeaning photograph amtia s a common transl ati on
Arubamusimplyde i ves from t he Eng]ladrubamuissmmored, fdal bul
frequently wused, and the word on its own ¢
English.
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Purchasing the abum
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 object
knc kso and decorated the par | d'™Skoppngwas!| i vi ng
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 sellingdapane
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 théft Tifie. aloumswvere
slightly different from other Acurios, o0 re
between the album covers. Thus, photograph albums offered another way for travelers to
show off their experience in Japan for their family and friends bacleinibme
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, archthems
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 businesseswith ma

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

"Guth,Longf el | o,®8@B. Tattoos
“BGuth,Longfell o80s Tattoos,
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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.-bambings 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 | have seen in my research, there are no two
identical albums witlthe 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 photographerés
Kimbei (1841 1934 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 Kimbei b6s studio catalog sugge
(Figure 1.2). As mape seen in this example, many photographs have small strips on the
edge of the image, such as here, A615. Shi
correspond with Kusakabe Kimbei 6s catal og,
make their ordex 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 #nalbum 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 imagesd 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 contgd in Japan at a Japanese photography store or back in the
buyerés home country. This dissertation fo
characteristics. First, the souvenir albums contain professionally produceddiareti
photographs. Second, thibam has leather spine and lacquer covers midlki-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 mdastasured variety of the souvenir albums. The albums with
handcolored 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
hundredhandcolored 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 inYokohama during the nineteenth century. Every album contains a unique
collection of landscapes, and everyday scenes, as | discuss in the second chapter. The
album hardly contains any text except for the titles of the images labeled on the
photographpri®@. Tamamura and Farsari é6s al bums sor

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 gbécted scenes.

The covers are made with luxurious lacquer with realecorations, as | 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 blacklacgeeér 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 preopl eds
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 aloum 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@adbe 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 illusgatesna

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,

39



many clients bought photagphs of the places they personally visited in the order that
they traveled?® Many albums have a typical order, to first lay out the images of famous
places that are then followed by everyday scenes. | will explain further about the order of
photographsrad their meanings in the second chaptdie 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.

Thealbum can create a perfect, idealized version of the trip, which may
represent or may divert from t he-qualtyavel er o
and hanecolored photographs show signs of artificial settings. For example, they use
hired modelgosing 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 retaed 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.

OGuth,Longfell s,@800s Tattoo
0 The order of the snapshotstire Allen alburrsuggests their travel route but the
arrangement of the harablored photographs in this aloum does not foltbatitinerary.
This suggests that they ordered and arrdrogenmercial photographs using another
rationale than the one they used for their shafs.
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Japanese souvenir albums were produced in Japan with mostly Japanese
materials and many Japanese photographers. However, mapekua 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 waysgesio 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 placeieasdhat 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
travel erso6é experience wiedHandtolorang marggnxt r a dec
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 formantudsd it a major export product in

nineteentkcentury Japan.

Japanese Albums

How do these souvenir photograph albums relate to the history of aloums in Japan? East
Asian cultures have a long tradition of collecting textual and graphic fragments in book

for ms . Il n Japanese, many words relate to thi
beingchd , which is also a counter word forihon or an accordion style book.

Orihon style books were often used for the collection of writings and images. This
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characterchd , makes compound words, suchhé®3  andshj@ , both
meaning album of collected calligraptajd(also pronouncedach?) is an album
of images or illustration$: SH  is another way to indicate a collection or an anthology
in book form, such ashisH (lit. poetry anthology or collection) arghsH (lit.
collection of paintings or drawings).

From many types of Japanese albums, | have selected a coujsinatide
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:
tekagamij a type of album that includes a collection of calligraphy, gpldodograph
album of the Edo castle. These two albums offer insight into the types of meanings these
al bums had in Japanese peopledbs |ives, and

represented the sense of authenticity.

Tekagami
One of the most wWeresearched type of Japanese albums is a collection of calligraphy,

tekagami , also callehd@ andsH j@ . Takagamicould also indicate an

album of illustrations, but the term is popularly used to describe the calligraphy album. It
is oneof the oldest and most popular forms of East Asian albums that shows the practices
around albums in Japahhis example helps us consider what people collected in an

album for what reasons and purposes.

51 Other instances of the use of the wofkeich? , an album of Buddhist scripts
and icons, and album of fabrics are cakedirejd
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Tekagami | i terally meaniongi Bt hecmiteotioh
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, calligraplgkiagamis 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 ofvestiin East Asia, calligraphic
fragments by historical figures became desirable pieces for collectors, typically
intellectuals and aristocrat$Albums with calligraphic fragments offered examples for
scholars to learn and imitate writing of the magttgsticated 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 dowrydaistocrats and highank warriors>®

One of the most important examplegekagamis calledMinu yo no tompnow
designated as a National Treasure and held at the Idemitsu Museum of Art, likely
compiled in the first half of the nineteenth century (Fégl.8). Thigekagamis 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 anotigoortant part of the calligraphy

S2Setsuko Beppii Kohi t su Tekagami: Kokuho minuyonot
Kohitsu Tekagam(iTokyo: Idemitsu Museu012), 6.
Stekagamc an be applied to albums that include

S h u n b &Houtékagamirom 1720.https://library.si.edu/digital
library/book/ehontekagamiOOoyok

43


https://library.si.edu/digital-library/book/ehontekagami00oyok
https://library.si.edu/digital-library/book/ehontekagami00oyok

fragment. Called y @s hin 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 calligragshand 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 (710573). Many of the writerare famous and important figures in
Japanese history, such -786 antl Goshinakawa @®p er or s
1192), statesman Fujiwara no Kamatari (&B9), and poetalligrapher Ki no Tsurayuki
(872-945)5

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 professional&achitgomi

who authenticated the writers of the calligraphic fragments Kidietsu family
became famous as authenticators for this specific puPpd$eir name, Kohitsu , is
a word for calligraphy pieces, ,aaoringltoi t er al
beused aghefamily nameMinu yo no tomancludes authentications by the Kohitsu

family. Some calligraphy albums have authentication strips, dallegime  with

Kohitsu familyds seal sTekagasy @iguwenl.9) n Bei neck

“Kenj i Tas @Hohitsu teRajaondetu & k a Kambokuid MoshiogusaMinu
yonotomd a i s h Buhkerkenétyu no kéi), 1980 33-46.
%5 Other families of authenticators, such as the Kanda, Hatakeyama, and Asakura
families, are documented Wakan shoga kohitsu kanteikafu
. See, @tsuko Beppui Ko hi t su TWklkagamo ,Wama no katachi
kohitsu no naigto syo@(Tokyo: KasamaShoin, 2014).
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While the authentication of the calligraphic hands significantly affected the
value of theekagamialbums, 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, higdnking 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 authergjcatio
especially for the authors from before the late Kamakura period, should be considered
more as the calligraphin the style ofvhoever the historical figure that they claim they
represent® Tekagamshows how the authenticity of the calligraphic fragitsen fact
relied on the viewerds understanding of th
served as recognition of an authenticity of style. Regardless of whether the calligraphy
fragments truly were by the hands of historical figures, thecaggm 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
atekagamiThe phraseninuyonotomo tr ansl ated as fAFriends o
refers to a phrase in the thirteenth chaptéranfrezuregusa (Essays in ldleness)
composed in the late Kamakura period around thefradu r t eent h cent ur y:

pleasantest of all diversions is to sit alonearrttie lamp, a book spread out before you,

%6 Takashi Masuda and Hironobu Hibjri¢eian tekagam{Kyoto: Shibunkaku Shuppan,
2017), unpaged.
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and to make friends with peopl°Acdlécton di st a
of the best calligraphy of all time, this album is a space in which the most important
calligrapher s i rmométogethaer, @rx thé viesdr im the cordempolac/
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 théa awaséooks that depict the thy-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
calledgajd(or gachd (picture album)Jidai fudduta awase emalit the Tokyo
National Museum (originally a handscroll currently bound as an accordion style album) is
an example of this genre of albums. The titdaifudd or fAr egar dl ess of
that the poetry competition among the grefapmets transcends time.

These Japanese alburtekagamianduta awasethus 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 destinTsurezuregusaof
the pleasant diversion of becoming acquainted with another world through the pages of a

book.

The Photograph Album of Edo Castle

575 L< —Lblsr Lls_=s [ — & <A{i1/781 |foe
5 7 ¢ o1 ¢ Kenkd translated by Donald KeenBonald KeeneEssays In Idleness:

TheTsurezuregusa of Ke@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 documentain 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 ealy years. The castle represented the center of the Tokugawa rule, which had
at this point become the symbol of Japanés
Great Council of State, Ninagawa Noritane (1:4882) commissionellyl Edoj&
Shashirch@(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®®Uke photographer was Yokoyama
Matsusabu®(1838-1884) and the colorist was Takahashi Yuichi (:8884), 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, curreritld 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 ordertbé photographs does not make sense geographically.
Photographs in the beginning show wide views overlooking multiple buildings around

honmaruandninomary the two main buildings of the castle. Then follow images

%8 Tokyo-to Edo Tokyo Hakubutsukan, edkiyo-e kara Shashin e: Shikaku no Bunmei
Kaika[From Ukiyo-e to Photography: Cultural Awakening in Japan's Visual Field
(Kyoto: Seigensha, 260, 90.
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depicting close shots of key gates anthdectures. 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 aloum have a variety of compositions.
For instance, -nionmalgieb a3klo, yNaegatamiamdangehtbews t h
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.
Al mage 3mon&®Remavhia bir dods egateandthe structuresv er | o0 o |
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,
Al mage 38nonk wkiiagea ¢ o mgdofenbge that loaks thirdughthe nt ki
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 phoapr 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 extachitecture of the castle, these varied
compositions make the aloum more than just simple recordings of the area.

The colorist, Takahashi Yuichi, had been studying Eurogéda painting,
particularly oil painting, for almost ten years at this points@sn in previous examples,
all of these images are almost fully covered in transparent pigment, details of the
architecture, trees, moat , and peopl e care

Ninomaru kuichigegmon 6 s hows mul t i pntopama etthe bokomiofn ki mo
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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, makimg people look more naturalistic in the
photograph. 0 lyagaraYazukitdno nlon Wiemii jcit s t he keep
the center extending to the upper right side of the photograph, overlooking the walls on
the lower left side (Figure 1.14). Theamh n f eat ur e o-yaguraHallsopr i nt |, I
the center but it is so far from the camera that some details seem to be lost on the print.
However, the handrawn lines trace the shape of the tower, dramatically adding to the
original photograph butleepi ng t he architecture clearly \
160 also traces the stone wall of the moat
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
Ai mage 4206, t he phot-mangaemsimowsafperdomtakingGaot o s a k
photograph in the center of the image (Figure 1.15). In front of the moat by the Sakurada
mon gate, the phiographer 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 thashows little description of the architecture. This is aflrential 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 vavera

still a new technology in Japan. By including this picture, the alboum not only documents
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the historical architecture but also demonstrates for the viewers how this photography
project took place, suggesting this project itself too is a historical ntoifigs album
shows the makersoé reflection on photograph
record Japanese history.
In the early years of photography, Ninagawa considered it to be an effective

means to document important Japanese® &ith a variety é compositions and intricate
handcoloring, the album documented the Edo castle in an unprecedented format. Rather
than simply recording each view in the same composition, the alboum presented many
angles of the castle with varying angles and colors. Asffarial 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
i n Meiji 11 (1879) and T,sluggehtiggtmtthisl 916) i n
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 theybabty 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 thetekagamiand the Edo castle album, the presemeof their materials as authentic

®Mori o Kanai, ANiIi nagawa -kiNYokoyamaMaesusabarorbo b i j u-
gyZsekid  Kyoto National Museur® a k JTheXKyoto National Museum bulletid]1
(1989):101-111 Around this time, Japan was also preparing for tiemivainternatonal
exhibition.
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is crucial to make them historic and aesthetic resourcesekagamiclearly marks the
authorship of each handwriting, and the Edo castle album utilizes the latest technology of
visual reproduction, both in order tacrease 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 Mgiperiod. Apart from the obvious difference in the material,
technology, and the audience, the purpose of the album sHiétkagamivas made for a
closed inner circle of elites and aristocrats, whereas the Edo castle album shows the effort
to present ahitecture 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 rtdkagamienriched 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 Alboums

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.
AccordingtoPat ri zi a di Bell obs study on Victori a

the album was more a social object than a prigageas they often displayed the
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owneros interests and personal ®Indrdwing i ons hi
rooms angarlors, albumservedas conversation piecadany middleclass households
owned photograph albums, which could be categorized into four types: travel albums,
family albums, celebrity albums, and thematic albGh¥he Japanese souvenir
photograph albumould thus have been stored with other travel aloums from other parts
of the world. This section looks at a variety of albums from ninetesertury Europe
and the U.S. to consider what kinds of meanings and effects albums had for viewers and
how Japanessouvenir albums fit in that context.

This section first | ooks at a unique ex
their trip to Japan that contains commercial heolbred photographs and personal
snapshots. The album of Albert and Lillian Allen heldhe 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 exampleslavba the collection of Charles
Longfellow, about whose albums Christine Guth has discussed in a chapter of her book,
Longf el | o Wheallerratbtint inanather rare example of an album from a trip to
Japan. This album reveals the intention of theewwvho compiled the photographs in an

album.

60 patrizia di BelloWorren's Albums and Photography in Victorian England: Ladies,
Mothers and FlirtAldershot, England; Burlington, VT: Ashgate, 200E)zabeth
Siegel,Galleries of Friendship and Fan{dlew Haven: Yale University Presz)10).
61 william Culp DarrahCartes De Visite in Nin[e]teenth Century Photography
(Gettysburg R: W.C. Darrah, 1981). Cited in Osamu MaekaiRamediating
Vernacular Photographie@okyo: Tokyo University Press, 2020), 202.
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By comparing the Allen album to other examples of American and European
photograph albums, | explore how American and European viewers may have perceived
al bums in this per EgypdandP@eastme(1B581860), &which i s Fr it
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 fitsdnd accoumd f t he phot ogr apher
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 catsiedaotypes of
audiences.

Another example is a photograph album of cdeeisites, compiled by Queen
Victoria (18121901). The cartée-visite photograph, patented by André Adolphe
Eugene Disdéri in 1854, is a standardized psilre (approximately 6.4 10 cm) portrait
made in the wetollodion 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 caftie-visites was a popular acttyifor the middleclass
in the nineteenth century, Queen Victoria also participated in this culture. As a personal
collection of cartede-visites, this aloum exemplifies how albums could record and even
fictionally create a personal history fortheowrleh e Fr i t hés al bum and
Victoriabés album share two aspects with th

commer ci al i mages of foreign countries6 vi
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family. The contrast of these three albums helps us conbielgotishistorical 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 | have surveyed, this is one of a few
examples that includes commercial harodbred nineteentoentury Japanese
photographs and the All enbés own personal s
album, the album was compiled by Albert Cooper Allen (189%2) and his wife,
Lillian (datesunknown). They married in Utah in 1899 and traveled to Japan in 1901
wi t h t hei r%TheaJapan Timdsafrorg Ocober 3901, reported the arrival
of the family of A. C. Allen by the ship called t@®ptic (Figure 1.16¥° The newspaper
describes them as traveling with their daughter Mary and a nurse.

The Allens selected commercial photographs depicting activities aodi¢as
sites for the first half of their aloum. Each of these photographs is a professionally
produced higkguality image with handoloring. There are also large photographs that
take up whole pages. Eighteen pages of f@nored photographs are follodidy
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. [Blokse b

“AAl bert C. Alclleldl P5h0ost,ody rlarpihvser sity of Or eg
accessed December 14, 2017.
i Passenge M JapanTimehovember 5, 1901.
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andwhite snapshots depict the family members and their friends from the trip.
Accompanied by handritten captions, these smaller pictures reveal the specific places
they visited and activities they experienced. This combination of commercial
photogaphs and personal snapshots in this alboum 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, higlguality colored images of Japanese landscapes merge with the
people and their experience seen in the biawkwhite snapshots, composing itsmo
distinct picture as a whole. The Allen album thus prompts a closer look at how they used
the album format.

The All en album starts with a birdbds ey
Kyoto. This and later photographs capture views of Japaneseirtitje=at 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, photograghs ofon 6i n and
Higashi Honganji temples in Kyoto show the architecture and interiors of these medieval
sites with meticulous coloring (Figure 1.1
in particular, carefully recreate the colorful and brillianemdr decoration; detailed
coloring imitates the gold leaves and bright pigments on the ceiling and the walls (Figure
1.18). These handolored commercial photographs have clear focus and contrast, and the

large scale articulates the smallest details @fattthitecture. 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 albuihe 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 fellovawelers 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 travelleréokohama that document their arrival,
they are the only ones that brought a child and a nurse to théitltripges in these
smaller snapshots are not as clearly articulated as the professional photographs in the first
half of the album. Many of thenapshots 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 g¢a 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 friendshis second half of the aloum documents

personal memories.

A Passenge M JapanTimehNowember 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 hantblored photographs supplement, in a way, the-tpvality
snapshots of Al s handheld camera by depic
locations they visited. The professional photographs first lay out the stage in which the
characters, Al and Lill, perfa 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 thiamily 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 authenity 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 hanecolored pictures.

The All en al bumds combination of commer
snapshat 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 wolyld bare

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 albumdréoer
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 photographitdbum f
into a familyés | ife. Contrasting the Alle
|l ate nineteenth century, the following fur

lives in this period.

Travel Photography: Francis Frith, Felice Beato, and he 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 represeoitaistant lands, and
Frithds photographs required | arger size a
process, daguerreotype photographs, were usually stored in metal folding cases with
clasps resembling a smal/l bicipatikg. in aklialogteh 6 s p h
about documenting the natural world. This has been previously explored by Anna Atkins

in what was the first photographically illustrated baBkptographs of British Algae:

Cyanotype Impressionpublished in 1843. William Henry kdl'albot published his

slightly later but betteknown photobookThePencil of Naturg184446).
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Ma x i me D uEgQypta, Muybi@,sSyrie: Paysage et Monuments, -1&/80
and Fr anlEgypsand-Ralesting8581860) are useful comparative examples of
travel albums employing photography. These photographieepreneurs 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 fwaoked commercial photographs in the
Allen album are crisp higlquality reproductions of famous places.

These large albums of black and white photographs presented landscapes and
large monuments in Africaadle ar East i n grand scale. Du (
33 x 6 cm and Frithdés 46.1 x 33.8 x 3.3 cm
a big table to open and see them. Many of these prints are still in prime condition today,
as these publishetsed the highest printing technology available at the time. These
publications were important projects in which the printing companies invested greatly.

Fr i Egypd and Palestinmcluded images and texts that attracted many
readers (Figure 1.21). Thebam 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 photographsast 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 clothleguged
with one knee up. He gazes to his left wearing a fez hat, with his face covered with a long
beard. Theorresponding description gives a general explanation of Turkish clothing

throughout the year. He also fills in on what is missing in the kackvhite print in the
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text, such as fAthe splendour of itsncolour
adds a speculative direction of how to make trousers like ones that he is wearing. The
colonial context is clear here with the cl
costumes] before Europe has entirely disro
The detailed text explatians on other photographs, too, closely guide viewers
to the depicted | ocations and express Frit
European chauvinist comments to us today. Notably, he describes in great detail how he
took each photograph. Hiscusses the weather, the time of photographing, and the
people with whom he traveled. He tells firgtind an account of the trip, providing a
virtual tour for the viewers. As Carol Arm
impression of being in thesedations appealed to the European positivists in the
nineteenth centur$?. 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 viewer® 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 acquisitiorf what they regarded as a more metropolitan education
and refined taste.
The production of travel aloums became a popular business in Europe, and

photographers traveled the world to make commercial travel albums in India, China, and

65 Carol ArmstrongScenes in a LibrargCambridgeMIT Press 1998).
% Douglas NickelFrancis Frith in Egypt and Palestir@rinceton: Princeton University
Press, 2004)/6.
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many other parts of th@orld. Many photographers traveled on their own, but some had
also accompanied diplomats to document the visits as well. Felice Beateld@32

likewise traveled around the world to produce photographs in a similar style. He
eventually established a camercial business in Japan of photography that catered
specifically to foreign travelers. Beato and paijternalist Charles Wirgman (1832

1891) worked together to create a photograph album, now held at the Victoria and Albert
Museum (3411918). This albm also contains explanatory texts by Wirgman. The
similarities between Frithoés and Beat ods
international trend where the photograph album became a symbol of worldly knowledge.
Notably, while their albums included tsxlater 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 Japamgse souvenir albums nor the Allen album have elaborate
explanatory texts | ike t hos eoloellimageswitth 6 s .
the names of locations seem to reflect similar desires for acquiring greater knowledge of
foreign or distant cultres. 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 psonally visited the place or not.

Another aspect of the Allen album is its more intimate narrative told through the

shapshots. Compared to the professional photographs in the first part of the album, the
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snapshots often show Lill while several show Agitldaughter Mary, and the nurse.
Showing the places and people they met on the trip, this part of the album is a more
per sonal record of their own experience,
and Lill could remember their trip to Japardamare 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 pdithe type of sentiment in this part of the Allen

album shares similarities with aloums made of ede®gisite portraits of family and

close friends.

Queen Victoriabs Al bum

Other forms of albums in Europe often contained signatures, messages, pieces of
hair, and many other fragmented objects, notations and things that represented the
owner 0s s o c i%drthern8s0satte ingentionhof the sadevisite
photograph further fueled this culture of the album in Europe. @antésite
photographsmabled 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 thedavigite more affordale

and convenient for middle class consumers to have their own photographic portraits.

67 di Bello, Wonen's Albums and Photography in Victorian Englat@7.
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Soon after its introduction, the cadevisite became an international trend in Western
Europe and North Americ.

People could exchange and collect cartes among friends and family to paste
them onto an al bum. As this kind of dAcarte
in an enclosed personalized space, publishers started producing volumes with spaces
designedor pasting then® Publishers and book binders made, some even patented,
empty al bums specifically for cartes. Gode

with graphic detail:

At a popul ar publisherés housd, Aduring
volumes, in all their styles of binding and gilding, from expensive Turkey

antique, with gilded clasp, to simple cloth, with its spray of "fergetots"” on

the cover, were the chief centre of att
popularity of ths 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 $&ason.

The invention of the cartde-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.

%8 Even though cartes enabled consumers to create their own unique portraits, all of the
cartes had similar appearances in this standardized formderfgth portraits in front of
some backdrop surrounded by generic props.
% Siegel,Galleries of Friendshi and Fame74. Rachel Teukolsky, "Cartomania:
Sensation, Celebrity, and the Democratized Pordittorian Studie$7, no. 3 (2015):
462-75.
PAPhotogr ap®o de yYd D ulma d) FebraaryMa2g28& i n e
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Engl andds Queen ménywhoeagerlapanicgpatednnhess o f
practice. She had multiple caide-visite portraits of her own and collected other
peoplebs. The Royal Coll ection Trust in ENn
Victoria (Figure 1.23). This accordion style albunb@ind 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 18591862, this album gives us a glimpse into Quéenct or i ads ent husi
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 Famibabe extremely popular

collectibles. Anyone could own prints of the Queen and other celebrities and keep them

in their own family albums.

The family alboum became a common object in European and American
househol ds, regar dl es smicsthtustinihés pesioftTleese6 s s o c i
al bums represented their ownersodé6 relations
images of acquaintances, many of these albums included portraits of the Royal Families
or celebrities, usually in the latter partbfé al bums t o show the own:
interests. These personal alboums thus contributed to defining their identity through
placement of photographs. Moreover, the cdeg®isit album created a timeless space

where family and friends came together for dlmner all the time. Even when the album

I The practice of collecting cartes, takgmby the Queen, in fact, flattened the social
hierarchy among the royal family, celebrities, and the midtilss. Maekawa,
Remediating Vernacular Photographid®4.
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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 animportan t ool t o establish the owner
through the selection and juxtaposition of the images inside. For the aloum owners, to
choose images and edit them in an aloum meant writing their own personal history. As an
object to be displayeith public spaces in a household, the albums helped establish the
owner 6s 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 exampletirbieth
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 thesl papsoience.
Still, they did not mix these images in one page, maintaining some distinction between
the hanecolored professional images and amateur snapshots. Rather than aligning the the
Al l en al bum wit h Fr-devigitdabunsthia comparisanlpdintsto or ¢
how Al and Lill responded to these various practices around albums in their own way.
These three examplethe Allen album, the travel album, and the caltevisite
albunm’ serve to set the historical background for the Japamesesir aloums. 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 alboums people had inrtveiitlg 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 ofpanese 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 thalbum 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 proess of compiling albums. Albums maintain a fine balance between
authentic and fabricated representations of the real world.

The albums that | have discussed in this chapter all have their own ways of
creating their versions of authenticity. Fitstkagamiabeled the names of the authors of
the calligraphy fragments. The definition of authorshipakagamiis uncertain, and the
viewers likely understood the flexible understanding of authenticated calligraphy. Still,
these labels gave it the authority aradue 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 casgtlerathfully as possible. The production

involved generous hantbloring 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 cerigarts of the image. These alterations were
necessary to make these images seem as authentic as possible.

Frithdés al bum of photographs in Egypt a
technology to document the views of these countries. The images acgorega
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 photographep&rsonally traveled to
these countries carried much weight to the period audiences as a true account.

Cartedevisite albums enclose the social circle of the owner. The individual
prints themselves can already show the idealized representation ofdtselsitsetting
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, subb &entity 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, whichddoelactual experience or the
social relationships, in order to convey a convincing story in an album.

Finally, the All en album tells the stor
different types of images: commercial photographs and snapshotscblaret
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 repreiaatiag
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 creatdigtiactive 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 anddiaredl images.
For European and American travelers, a wigdpan 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 histamydapan and the photographs of Japanese
people on the street give a candid feeling to the images. Thecbkmohg, in addition,
adds vibrant details to the black and white prints. The album thus created the
mi crocosmic r epr es experieamdeindapanoHowetveh the albuna v el er
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 alboavers were new products that were invented as
souvenirs for the tourists, as | will explore further in the third chapter.

These characteristics of the Japanese souvenir alboums reflect the common
qualities of the albums that | have discussed in this enapapanese 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 misrodbrough this fabricated sense of
authenticity. | 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 demohsta faut henti ¢ Japano f
international audiences as Japan quickly implemented European and American artistic

traditions.
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CHAPTER 2. PHOTOGRAPHS: THE STORY INSIDE THE ALBUM

The history of photography in Japan starts with the daguerreotype thatachiagasaki

from the Netherlands in 1843Fascinated by the technology, thea i mfyth® Satsuma

clan Shimazu Nariakira researched photography and had his portrait taken around 1857,
now held at Sh@koshlseikan i n -kolodians hi ma. (
albumen printing, a newer photographic technique, had also develojaokim, and it

was through this easier and more efficient technique that photography became

popularized as new visual media and a commercial pré@ébrking with experienced

foreign advisors, Japanese photographers established their photography stilidios a

shops. Orrin E. Freeman (dates unknown) likely was the first person to open a

commercial photography shop in Japan by 18680om this earliest commercial

production, the prints had their characteristic heoldring. Within a couple of years,
Japanesphotographers, such as Ukai Gyokusen (38®& 8 7) , Shi moeka Renj
1914), and Ueno Hikoma (183®04), opened their own photograph shops in their

respective locations of Yokohama and Nagasaki. As a traveling commercial photographer

who sold his imagegreviously in India and China, Felice Beato (183®9) together

2Nihon Shashinshi Gaiset§liokyo: Iwanami Shoten, 1999), 6.
3 Not many Japanese people wanted to have their pictures taken at first, as cameras were
considered to take away Ve &tagngDesites:of peopl
Japanese Femininity in Kusakabe Kimbei's Ninete@#ntury Souvenir Photography
(Berlin: Reimer, 2013), 65.
4 Yokohama Bijutsukan and Yokohama Bijutsukan Gakugesakumatsu meiji no
yokohama teffYokohama: Yokohama Bijutsukan, 2000), 164.
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with Raimund von Stillfried (1839911) expanded the photography business that was
already targeted primarily at foreign travelers in Japan.

These commercial photographs for travelersudoented 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 storytellifidnis 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 photograph®kohama shashin ), handcolored
photographsghakushoku shashin ), or histaical photographskpshashin

) ®1 call this type of pheshutsgshastpnhs Yoex por t
Asouvenir miyaye shaghina p h $i0 thig dissertation to emphasize their
character as images that traveled internatipnBl using these terms, this chapter also
considers their roles in shaping national images and personal memories of Japan.

characteristics of Japanese export photography offer insights into the complexities of the

> Luke Gartlan also discusses how a photographer Raimund ViémeStcontributed to
shaping the Japanese photographic industry as a whole. Luke Gai@areer of Japan:
Baron Raimundon Stillfried and Early Yokohama Photograplhgiden: Brill, 2016),
167.
“fYokohama phot ogrodphyed arirdasogiaeadny. WMany a
of these photographs were also sold in major cities outside of Yokohama, and some of the
photographs that traveled abroad were not hand colMfakiita, Staging Desiresl9.
" These prints likely were also too expensive for doroesthsumers. Wakit&gtaging
Desires 57. While my chapter mainly looks at how the makers responded to the demands
of foreigners, Japandés domestic political
photographersdé choices of subjects Aand sty
Career ofJapan 2.
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Meiji visual culture, in which phography 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 haabbring, which came into practice
around this time in the860s’® Not all export photographs were hacalored, but it is an
important aspect that stands out in the global history of photography around this period.
Handc ol oring on photographs was not wunique 't
handcolored pints was unrivaled. This market for commercial photographs produced
hundreds of thousands, or possibly even millions, of pffntapanese photographs in
this style were highly in demand by foreign diplomats, scholars, and tourists as images to
take backo their home countries. At the height of its popularity around the 1880s, the
studios of Japanese photographers | i ke Kus
with many others had successful businesses in Yokohama with multiple branches selling

these suvenir photographf® Al bums from Ki mbei and Tamamur

8 Felice Beato is believed to be the first one to incorporate-balading in Japanese

photography, though the evidence is unclear. Japanese photographers also had resources

and materials for coloring t Imnexphotogmbphers ogr ap

also had training in Japanestyle pigment painting and oil painting in addition to

photography. Sebasti an DAtk Artfice; Jaganések o hama S

Photographs of the Meiji Era : Selections from the Jean S. and FredeSicatd

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

91n 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 storef@oitson,

AYokohama Shashin, o 34.

80 Watercolor paintings were also popular in this souvenir mafket.202lexhibition

and accompanying exhibition cataldgpanese Landscapes Discoveatdyoto

National Museum of Modern Art explored the series of paintiraya the Meiji period

made and sold as souvenirs. Emi@manashi Shi i chi Kaj i oka, Rei
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bound in lacquer covers, suggesting that they may be responsible for incorporating the
lacquer covers. The harwblored albumen prints lost popularity around 1900 when
handheld camesabecame 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 photographys much
already known about the various photograph
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
amory the photographers, requiring detailed analysis of the network of photographers.
Resources for tracing such networks are still limfiddy interest in this dissertation lies
instead in the collecting practice and viewing experience of the album asswellv 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 aboua@dan 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

andBethCaryHa k ken sareta Nihon no f1 k(Ekyo: ut suku
Mainichi Shimbunsha, 2021).
81 Wakita, Staging Desires20.
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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 aload 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 Ameican travelers, the images reflect fabricated scenes of exotic Japan. In other
words, the photographs fAcapitaliz[ed] on t
Japd@iOdbao in this case indicates the ti me
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 Oddlime Jour ney of AA Gooc¢
consides these photographs in ethnographic context and proposes that these photographs
serve to fisalvageo Japanese culture as Jap
this period®*Chr i stine Guth also discussed that @t

photogrghs] was to create a fantasy of a simple, primitive Japan that appealed to foreign

Anne Nishimura Morse, #Mt&AnficarJapasesecof 601 d .
Photographs of the Meiji Era : Selections from the Jean S. and Frederic A. Sharf
Collection at the Museum of Fine Arts, Bos(Boston, MA: MFA Publications, 2004),
41. DavidOdad escr i bed these photographs as fdi mag
mani festations of foreign attitiuldlees about
Journey of A Good Type": From Artistry to Ethnography in Early Japanese
PhotographgCambridge: Harvard Universit015),4, 27. Luke Gartlan makes a
similar point about how these images served to salvage the disappearing views of Japan.
Gartlan,A Career of Japan202.
8 0do, The Journey ofA Good Type,70.
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tas¥®8asr@&dh Fraser even suggested that the pl
avoiding the new Westerstyle buildings, railroads and other technological
advancements that indicated the cHanges t a
Terms | i ke fmfrioomaindneali zed, 6 Ai maginary, 0 fe
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 truer 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 maker$® Wakita focused on dapanese 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 @phegs 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
Rai mund von Still fr i e dcbdce af subjesteatterintdee pr opo s
photographs reflect not only the buyersé d

needed to show, at times based on the censorship of the Japanese government. Their

84 ChristneGuthLongf el | owds Tat ngandJapafSeattle, WA;m, Col |
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 KindaTokyo: Seiky sha 2011), 69.
85 Karen FraserPhotography and Japagi.ondon: Reaktion Books, 2011), 40.
8 Wakita, Staging Desires_uke GartlanA Career of Japan
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discussions acknowledged both the European and Japdiwtegraphers 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 nineteewm#ntury photography. While previous sdrsl
tended to focus on one type of image, such as images of women or landscapes, | 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 imagésdnoast
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 photograpsythe new medium of its time. Invented
in Europe in the 1820s, photography was regarded as an innovative, exciting technology
around the world by the midineteenth century. One of the important aspects of
photography is its scientific method that makespy of the natural world. Photography
was thus perceived as a more Atruthful o me
period. | describe how this particular characteristic of photography affected the encounter
and reception of photography in Jap&n 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 photograpteipresentations. 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 ohptographs shaped ideas about Japan for the album
owners. The Library of Congress owns an album previously owned by John Davis
Batchelder (1872958), an American collector who may have visited Japan himself.

This album, containing fortfive photographs étween 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 tyBased 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 conwess 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
Aavoi do the depictions mthispedqid,aasFaseri ndustr i
discussed. Thus, | propose that souvenir photographs satisfy more than just the desires for
i mages of an exoticized Japanese culture,
the latest technological and cultural develepits in Japan.

Through this chapter, | 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 ticedatax of
the viewerso6é |iteracy of visual sources ab

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 creditingthevigwe desi res as a

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®¢ahimot.
proximity to reality in photographic images was the reason it quickly gained popularity in
Europe when it was invented. The imagéafDaguerreotypomani@-igure 2.2) is a
famous representation of the excitement photography brought to French peopley Makin
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 pddsaits.
importantly, photographs could quickly create realistic images in a way a painter could
not.

Phot ographydés realistic reproduction of t
visual representation, as Roland Barthes has discussed. While photogagptnst m
always be the accurate representation of what was happening in front of the camera, they
reproduced whawasin front of the camer& Susan Sontag further explored the appeal

of photography in its fApresumpauthootp, of ver a

87 Sarah Dellmanrimages of Dutchness: Popular Visual Culture, Early Cinema and the
Emergence of a Nationalliché, 18001914 (Amsterdam: Amsterdam University Press,
2018), 16. ‘
8 0samu MaekawdmUi o sakanadesur(Tokyo: Teky@Daigaku Shuppankai, 2019),
90.
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interest, [a®Bhoseduaphyéseabibity to prod
desirable feature where it was invented.

In contrast to this European reaction to photography, the Japanese public was
rather skeptical of it, as | havestribed 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 \elgt 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 peopl ebs vi
described this moment in the titletbkir exhibition, aLultural Awakening in Japanese
Visual Fieldat the transition from the late Edo to Meiji perif§d.

Photography was among the many new and foreign things that came to Japan in
the midnineteenth century. The Japanese term for phothgnaps created as a

translation of the European term, photography. Today, photography is stzdigtin

, which directly transl ates i nshashindlaseal i st
popularized as a term for photography in Japan, there weseaseptions, such as
shi 66goriir ef | ect iShashine & terin that originates from natural

science, rather than visual art, as Fukuoka Maki discussed in®deptiough accuracy

of forms and colors was a valued aesthetic of East Asianarir eal i sti ¢ copyc

8 Susan Sontag)n PhotographyNew York: Anchor Books, 1990), 6.
% Akiko Okatsuka and Naomi Wagatsunutikiyoe kara shashin gkyoto: Seigensha,
2015).
91 Maki Fukuoka,The Premise of Fidelity: Science, Visuality, and Representing the Real
in NineteenthCentury Japar{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 perspecti¥¢@he motivdion 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 plafits.

In addition, arukiyo-e print describes how the arrival of photography from
overseas impacteHapan. Ut agawaKaiolkd i Kwijheéis kp@hait ,ku
Civilization, Rise and Fall of the New and
the competitions of new and old customs in Japan (Figurd“2T8E print shows an
ocean in the backgroundth ships arriving into the bay. The concept of photography in
personified form with a picture as its head is fighting against pmats, next to bran
warrior fighting against soap. The photographgn says he copies the truth and hates
being wrong, wHe the printsman 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 astrong 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 Sceech,gedo shikaku kakuméTokyo: Sakuhinsha, 1998), 194.
9 Fukuoka,The Premise of Fidelity.
9 Okatsuka and Wagatsumakiyoe kara shashin &7.
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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 ofthe 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
photograpp s eemed to capture the fireal 6 Japanes
camer&’® 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
sculptues could not. This new technology brought Japanese views and people closer to
European audiences than ever before. Furthermore;duhmidng 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.
Phot ographyds sense of truthfulness | ent au
as evidence for the stories told by their buyers/owners. Souvenir photography had this
brandnew sense of proximity to the country that had long been inaccessibleyarma

Europe.

% Roland BarthesCamera LucidgNew 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 alreadyad 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 busiméSgether, 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 otparts 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 wayeotror di ng travel ersé jour

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

®Hugh Cortazzi f CIHH191): Artst, Mirnalgtrared Caricaludst 5
Forerunner t o Ge rQGeeges Bgotqmdtlapannl8aBIOpSatimist, 0 1 n
lllustrator and Artist Extraordinaireed. Christian Polak (Folkstone, Kent: Renaisgan
Books, 2018), 3410.
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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 Japandsesdal the
world, there is a similar and related prehistory of Japanese images that were made for
international audiences. Among the most vkelbwn and welresearched Japanese
images made particularly for European viewers before the Meiji period agesrbg
Kawahara Keiga (17868607?) and others that were acquired by Dutch collectors. Many
paintings, drawings, dolls, and thrdenensional models were produced specifically as
export products for Dutch audiences in the early nineteenth century, cuipgriod 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 (2I866) commissioned
documentation of Japan to bring back to the Netherlands. Most notably, Kaeigaa
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 Japaseetraditional 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 wit various occupations, depicted in many series sugélbasn of

lllustrated FigureSJ i nbut s u Ycarjedly housed at the Five Continents

Museum in Munich. Keigabs paintings demons
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through visual means witiardly any texts other than a short label, as seen in figure
2.73"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. AlthouglEuropean 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 tim
conscientious depjanent of a foreign style on behalf of a foreign audience.
Similarities may thus be drawn bet ween
by Felice Beato and others in their images of Japanese occupations. Though | do not
intend to suggest a direct influered Ki egads paintings on souv
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 sijects.
Similar subjects andthemesarefiod i n bot h Keigads paint.i
photographs. In hialbum of lllustrated FigureKeiga depicts various types of people to
show individuals in their respective costumes. Souvenir photographs often show the same
figures. For example, the imagéthe 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 appearinhes e r epr esentati ons, as can b

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.
% Some scholars suggest that at leastesof the photographers may have had access to
paintings by Keiga.
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clearly showing the inr @ ebinwhietwbabtheanaroin hangi
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
posturesof the models and their physical appearances closely correspond to each other.
These descriptive images focus on one pers
belongings and clothing with little details of their surroundings.

The striking similatties 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 Keigads paintings and th
images as unterrupted depictions of individual persons with minimal information other
than the people themsel ves. Little is show
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 dejation clearly legible and to increase their desirability for their clients.

This comparison also suggests that Keigabs

variety of styles for representing Japan to international audiences before the introduction
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of photography’® 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 photogrdphs.

The Batchelderalbum as a typical souvenir aloum

John Davis Batchel derdos album at the Libra
souvenir photograph albums made for tourists during the Meiji period. This album

contains fortyfive images bound between luxurious lacqumrers. 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 | will explain in

detail later in this chapter through comparison with other examlesof these forty

five photographs, thirtpne are landscapes and fourteen are everyday scenes. Each page
includes handlirawn illustrations on its margins. By analyzing the images inside the

album, this section considers the meanings that the pictuaesalibbum produce, in ways

different from a collection of loose individual photographs.

Landscapes
The first photograph in the Batchel der alb
Noge Hill (Figure 2.12). Cherry blossoms in full bloom fill the spac&éforeground,

and the street leads to ttoeii gate entrance to the shrine; the photographer likely stands

% Keiga may have had access to photographs but likely after Siebold comes back in
1859.
100 Shun UchibayashKaiga Ni Kogareta ShashifT okyo: 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 undertting 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 thage, especially with the clear light

exposure and hantbloring. The hanaoloring 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 scengaawiewers 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 Ni kk@, and then foll owsitht he Tok
Nagasaki. This route from Yokohama to Toky
travel southwest down the T@kaid@ road to
was likely a common route for foreign visitors to Japan. After entering Jamargkhr
Yokohama, the tour continues to Tokyo, the newly established capital of Japan, and then
takes the Tokai d@ Road to see Mount Fuji a
The Tokai d@ had |l ong been knownpresiguslya f amou
Edo) to Kyoto since the Edo period and was likely familiar to many travelers through its
depiction in many ukiye prints and illustrated books. The port of Nagasaki on the island
of Kylshl, while much mor e diisorigaistdry,of was | i

trade with the Netherlands and China for centuries. The order of the landscape
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photographs | ikely represents the original
any foreign traveler.
Some of the photographs in the album, singvgites such as the Hakone hot
springs and views of Fuji, were popular subjects in weywints. For instance, the
twentyf i ft h photograph in the album, AA 529 F
SURUGA, 0 depicts Mount FlaugPaddiesfoo shimdere s a me
from Kat sus hi kEirty-bix Kiews af Méust FigiFregurese2.43 and
2.14)1%1 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 Hokusai 6s i
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 ithage,
photograph album signals the owner of the aloum has visited or at least recognized the
famous view of MountsekWw) iplaxesna nofl]atphaen. A m
However, photographs sharing similarities wiltityo-e prints are not the common

type of imagen this album. Instead, the images in the Batchelder album mostly depict

101 while they are technadly different locations with respective names, Tagonoura and
&noshinden are both in Fuji city today abo
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places and scenes that would not have been the subject ofeuiyts from the Edo
period. One of the most popular places that appear in souvenir photographs more
generally is theity 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
streetsof Yok hama, depicting the ANATIVE TOWNO wi
buil dings and a i GRA N Btylell®dkBulilding, placedbadk-g e We s
back in the series of seven photographs from Yokohama (Figures 2.15 and 2.16). In
similar compositions, the set photographs clearly shows the transformation of
Yokohama as it became the melting pot for international travelers and Japanese residents.
Anot her popular subject i n many souveni
complex. While the Batchelder albuntludes only one image of the Sacred Bridge at
Ni kk@, many albums include more than three
streets, and waterfalls in the Nikk@ area
a popular subject in Japaneselmatore 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 describ&d.
After a series of photographsofNarmom t he
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, 1910https://artive.org/details/dli.bengal.10689.21776/
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grounds, but another photograph is a remarkable view of the Christiam ¢Rrigare

2.18). This Catholic church std@d | stltands t
was built in 1864, and this is the oldest extant Christian architecture in Japan today.
Christianity had been banned for more than-twodred years, and ththis 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 dmageoshnghi f

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 wer
likely directed by the photographer. The first two images show women being carried on
kagg or palanquin. Matpowered transportation was a popular subject in photographs
and other visual representations e2l9t his p
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 thalbum 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 snohzake
(sweet sake drink) seller, attds same figural type is also featured on the cover of the
album at the top left of the lacquer plate, as | will discuss further in the next chapter
(Figure 2.20). Theamazakeseller carries two red boxes containing sweet sake,
emphasizing the distinctivappearance 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 ii@duminous and decorative robe and bright
and careful printing and harabloring (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 tightlyiptogether 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 | have described in detail here, the images in the Batchelder albrenaeip
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 alownws the
pl aces that symbolize Japanbs past and pre
&ura church in Nagasaki. These scenes of a

studies of individual figures presented in a typology representing Jajsnodsty .
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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, | 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 thiitye landscapes followedytfifteen
everyday scenes (Figure 2.22). In another album from the Kurokawa collection, Album
88, the progress from opening to end proceeds with tbirgylandscapes followed by
nineteen everyday scenes (Figure 2.23). Album 39 in the same collectiganszed in
a similar order as well (Figure 2.24). I n
the collection of the Museum of Fine Arts, Houston, the sequence of photographs follows
the same order, with fifegix landscape images followed by thateeveryday 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 sequenpbatbgraphs seems to
have been preferred by the albumsdé compile

My analysis of these albums further demonstrates that it was typical for alboums to
have more landscapes than everyday scenes. This points to a critical feature about the
souvenir photograpalbums. 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, intactbams typically included more landscape images in an aloum.
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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 aloums seem to have
preferred to represettieir 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 selectios 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 alsoislteat
each album is unique. It is the product of the choice and ordering of the images by the
original owner. Il n other words, each al bum
Some albums include only landscapes, as may be seen in Aloum 63 in dkewar
collection; this example contains twerggven landscapes and no scenes of everyday life
(Figure 2.26). On the other hand, Album 16 in the Kurokawa collection includes images
only of womends private | ife aTlTheAlgn wi t h a
album is even more extraordinary, as mentioned in the first chapter of this dissertation,
combining commercial prints and private photographs.

Taking the Batchelder alboum as an example, | have described the typical images
that can be found in seenir aloums. 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 souverabum, 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 agesabout 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 thed@acalbum. 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 everydayesc®llows the
categorization for image types used in the Meiji period, as demonstrated by the catalogue
for Kusakabe Kimbei 6s photography studio (
Nati onal Museum of Asian Art ,Phatographsan el abo
Views & Costumes of Japan Beautifully Col o
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 photogiaish gmd 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 imagedné give an idea
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about their producersd understanding of th
handwr i tt en notes for additions and removal
in images changed constantly (Figure 2.29).

Inthe catalogugj | andscapes and everyday sceneso

costumes, 0 respectively. To be clearer and
and Aeveryday sceneso in this dissertation
different locations,and ses a single term for al/l of the

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 larstapes 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 fsEdarath qtuhaek ee nvdi-feumpiaciunes. ahisnsiamge t we n't
type of photograph but was indeed produced commercially, attracting the interests of

many travelers. | will expand on this unusual type of image at the end of this section.

Landscapes

Many ofthe landscape images are arranged in similar ways in many albums. Some have
more images of the Nikk@ temples, for exam
nature, as the selection depended on the interests of the owner. The order of the images
roughly folows the geography, from east to west, as | 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
travelitinerary. Most landscapes depineishg 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 | ocations that represented changes to
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 ndntury a
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 templeshaudd
different meanings. My study of landscape photographs demonstrates that the genre can
be divided into four types with clear purp
introduce Japanbés history, t ondéordipplapasi ze Ja
signs of modernization in Japan.

The frequency of some subjects demonstrates that these photographs were also
made with an awareness of reinforcing Japa
apparent in the numerous images of Mount Ragunt Fuji is one of the most popular
subjects in souvenir photographs, as it was with ukigants dating from the early
nineteenth century. Many of the souvenir aloums | have studied contain at least one or
two images of the famous mountain, indicatihgt Mount Fuji was regarded as an
essential image. For example, the Batchelder album contains two images of Mount Fuji

from different | ocations (Figure 2.30). Lo
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studio, it includes images of Mount Fuji from vargoangles, 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. Mouiiuji 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
shogunés capital, yet it had i mportant spi
Andrew Bernstin describe® Mount Fuji appeared in many prints by Katsushika
Hokusai (17661849) and Utagawa Hiroshige (172858) as well as in other images and
|l iterary account s. It had | ong been associ
many works mael for the shogun, daimyo, and others, as well as in export objects for the
Dutch trade during the Edo perid#Woodblock prints exported abroad in the later
nineteenth century established the image as a Japanese symbol for European and
American viewers.rn 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
Mei j i period employed the symbol of Mount
fosteranab n a | consciousness al YTige abundaritceoh at i on al

Mount Fuji images in multiple media, such as prints, illustrations, texts, and photographs,

WAndrew Bernstein, fAWhose Fuji? Religion,
Nat i on al Moaymerbadlipponicé3, no. 1 (2008): 5199.
http://www.jstor.org/stable/20535183.
104 3an de Hond and Menno Fitskppon no hosoi hashi: bijutsu de himotoku oranda to
nihon no koryu shi [A Narrow Bridge: Japan and the Netherlands from 16@0k.
Akihisa Matsuno and Yumi Sugawara (Osaka: Osaka Daigaku Shitpp&020), 133.
Bernstein, fAWhose Fuji?,0 59.
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strengthened the connection between Mount Fuji and Japan. At the same time, Mount
Fuji caried 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 throughirmagg of hi st ori cal architectur
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 imagésot he Ni kk @ ar ea. Remar kabl
by Adolfo Farsari held at the Museum of Fine Arts, Houston, includes twenty images of
Ni kk@ from its total of seventy photograph
sixty-three images of the shrimemplex and eightgight other images of waterfalls and
hotels from the surrounding area.

The site of Nikk@ was known to the trayv

Tokugawa leyasu (154B8616) and Tokugawa lemitsu (16Q851), the first and the third

shoguns of the Tokugawa period. Some photo
indicate its significance (Figure 2.31). N
Japands past. Period travel gui dthessiteal | ocat

suggesting many travel ers welmtavted eNidksk @.a nRi
to Japangives an extensive account of the site and its history over more than 10 pages. In
addition to describing important sights in Japan, the guidebogkaie at length about

Japanese history, religion, and culture. It discusses the political transition of Edo to Meiji

peri od, as wel | . For -gin $hibd park, a terapteshatihhaises t h e
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tombs of a number of Tokugawa shoguns, becanother 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 tpa¢sented 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 sgenFor 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 anotheams of creating Japanese identity
during this period, as historian Julia Adeney Thomas has disctf$gex.
industrialization advanced in Europe, English and French people, in particular, looked
towards Japan as a place where people lived closer to aatlikgithout the disturbance
of technology. Thomas argues that the use of nature in the representation of Japan reflects
Afa series of radically reconfigured ideasbo
culture, or primitive versus modetff. The ambjuous 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 ThomasReconfiguring Modernity: Concepts of Nature in Japanese
Political Ideology(Berkeley: University of California Press, 2002).
107 ThomasReconfiguring Modernity.

99



In the photographs, images of seasonal flowers may point to the sensibility of the
changing nature throughotlite year. Some images of people gathering by the flowers
also show that Japanese people get together to enjoy seasonal events (Figure
2.33)% mages of waterfalls may highlight the interesting geology of the archipelago.

Some images also inclugeople 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 2.35might 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
typologyislands ape i mages that show Japanés trans/
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 &ablish and emphasize the cultural symbols of Japan like Mount

Fuji, there are also other types of images that display technological advancement and

cul tur al hybridity. For instance, in Figur
Uj i r i v @agraph centbretheméwly 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 everydayfscenes, i
the image focuses heavily on the people, e.g. the facial expressions of the subjects are
visible.
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background futter 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 ninetenth 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 globalizatiapam.JSome
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
foreigneroés settl ement (Figureth@r. 37). Assu
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-forgythat show
modern buildings. Among the nine albums | chose for this study, fered contain five
to twelve images of brick buildings and train stations. The survey of nearly thirty aloums
that | have inspected in the Kurokawa collection provided a similar result, about half of
the albums including more than one image of modern eagigeand Westerstyle
brick architecture. | propose that they were important images that were visible and

desirable to many of the viewers of souvenir photographs.
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Everyday Scenes

Another common type of souvenir photography is images of everyday hiéseT

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 arguesbtivanir

photographs worked to establish stereotypical views of Japan. Certain elements in these
photographs included attributes that made them easily recognizable for foreign viewers.
These Aeveryday sceneso appeaionsagevdalmgn i n a
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
owner 6s interests more cl ear ingalbunsfocusampar e
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, | divide these
photographs into three types: street scenes, women, ampabions.

Street scenes including seasonal events, such as people gathering outside or on the
veranda are another popular street image in many aloums (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 palakagin (
and a rickshawjifirikisha)i a palanquin is a large carriage with a bar carried by two

peope at the front and back while a rickshaw has two wheels and pulled by oneiperson
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were popular not only in photographs but also for the lacquer covers of the album as well
as in literaturé®® Similar types of carriages existed before the nineteenth ceiiuiry
rickshaws (termed after the Japanese wjordkisha) were a Japanese invention during
the Meiji period. This humapowered transportation was popular among the foreign
tourists as a cheaper transportation than horse carriage and for shortenenphey
made many stops on their way westward from Tok§&epetitively represented in
images and texts, rickshaws became¥wel own t our i st és attracti ol
Scenes such as these were usually directed by the photographer. The images show
a balanced composition with perfect placing of the actaidfamprops. 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 camerasddirsih 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

1091 will expand on this topic with regards to the lacquer album covers in Chapter 3. Also
i n All an Hockl ey Reflackng Trittalgparkese Plootography in the n
Nineteenth Centurgds. Nicole Coolidge Rousmaniere and Mikiko Hirayama
(Amsterdam Hotei, 2004), 6685.
1w, Puck Brecher, fiContested Utopias: CivVi
Asian Ethnology'7, no. 1/2 (2018): 3%6. https://www.jstor.org/stable/26604832.
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fromthet avel er 6s eyes. For instance, figure 2
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
recreatedn 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, ad 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 | ook of a womanés ki mo
showing tke 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 b&tlging DesiresWakita focuses on
photographs of women taken by Kusakabe Kimbei to consider &joandse women
were represented by the male Japanese photographer for European and American
vi ewers. She suggests that H@Aone of the sel
capability of providing visual slapanssgat i onso
women!!! Male Japanese photographers like Kusakabe Kimbei studied the market for
souvenir photography in this period to acquire the gaze of the/Aussican
photographers in producing desirable and thus marketable images for the appropriate

audiences. In the process, she argues, the Japanese photographer exoticized his own

11 wakita, Staging Desires65.
104



culture, breaking the simple, binary understanding of the Orientalist visual representation
in which Western viewers control how Eastern subjects are depicted.

Indeed, images afapanese women reinforced the idea that beautiful Japanese
women represent the beauty of JapgmMany photographs of women depicted and
celebrated the beauties while insinuating their exploitable status. These representations
often resemble ukiye, as wll as japonaiserie paintings by George Hendrik Breitner
(18571923) and Alfred Stevens (182306), among others, which depict European or
American women wearing and admiring Japanese clothing and objects (Figures 2.44 and
3.45). For instance, figure 2.4fpicts 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 decor a
Facing her back tthe 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, fASI| eelpwsamginvdsigesgaze mtotheboy St i |
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 turnindnéodamera with closed eyes. They
sleep with their hair set in coiffeur on a hard {ptkow, pointing to a distinctive custom

of Japanese women. The photographs of women like this one provided a voyeuristic gaze

112 \Wakita, Staging Desires90.
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into the private lives of young women viatpenetrating 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
different between the phagraph 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 slesgiwith 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 spbiew 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)!13 Indeed, many photographers like Beato and Stitlfiame 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 effectturn upon souvenir
photographs, targeted towards Edimerican 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.

13Emiko Yamanashi, fASeiyeijino mHakkensigrdda sianr et a
Nihon no fukeed. Emiko Yamanashi, et al. (Tokyo: Mainichi Shimbunsha, 2021), 6.
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Indeed, not oly paintings but also theater plays represented exotic and submissive
Japanese women. Plays li&eishaandMadame Butterflyare popular examples that
represent how stereotypes about Japanese women developed around thisTtime.

story of a passionate @anese woman falling in love with an U.S. officer, who has a wife
at home, and their tragic love affair ending up in her suicidgeppukihas shaped the
idea of submissive, emotional, and destructive Japanese women.

Although many of the photographs opdaese women focus on the beauty of
womenandallowoneyay gaze into the womends | ives,
complicates the viewerds position. The com
peeking in is disrupted when the sitters addressphbetators. A gaze of the
photographed subject, an existing person from the past, pierce through the viewer in the
present!®For instance, in figure 2.47, an older woman, probably the owner or manager
of a tea house, is helping a young geisha get dresatito the makaip 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 gaygeoldly 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 beém the sitters and the viewer as her engagement

114 Helen Burnham, Jane E. Braun, Nozomi @rieimily A. Beeny, and Irene Konefal,

Bosuton Bijutsuka Kareinaru Japonisumu Tghooking East: Western Artists and the

Allure of Japan from the Museum of Fine Arts, Boston] (Tokyo: NHK, 2014), 87.

WMasaki Kondo, @ Shas iDezainriromd(2604)8& hi , t asha,
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reminds the outsiders of their own identities as they peek into behind the scenes of a
gei shadés 1ife.

Though not as common as the exotic images, some photographs reveal the
competing ideals of Japanese wonfmndomestic 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 goveeminhad 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 Jap aa eedanly was nopthesoldlystype im thednsages of h

women.

Anot her popular subject in the scenes o
This is a particular category of image that depicts an individual's costumes and physical
features accordingtoth@rc cupati on or certain age and (¢c¢
Anative typeso was a concept that often ap
sciences, and it refers to the fAnormalized
standard physical characsics, which were in turn associated with certain moral or
cul t ur al''®DpvichAdo reféretsthisideain hisbodkhe Jour ney of @A

T y p, &hich analyzes souvenir photographs and how Japanese types are represented in
relation to the conteporary trend of early anthropology. These images of types

introduced to the foreign viewers various occupations and distinctive types of people in

180do,The Journey ®B. AA Good Type
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Japan. Odo includes some images of women, such derfgth portraits, as part of this

group. These imaggsesent the subject as an anthropological source about costumes
according to womené6és ages, rather than as
of craft workshops or certain occupations that depict groups of people working together
aspartofhe fityped i mage, as they also serve a
occupations.

The Atypeso photographs are popular and
scenes. The term, ACostumes, 0 a term often
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 catagiory.

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 manufaciyaeraN

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 peoplebs | abors and cu
photography. Depictions of various occupations are commonly found in both Japanese
and European visual traditioria. Japanshokunin 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 annd the Kamakura period and was popular around the Edo péfibioe
most common format fahokunin zukushs an illustrated book, such kgoka ehon
shokunin kagamby 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 i nst anc e,Het®Glersgyk Bedrfafiey JareLuyken, 1695) is a series
of a hundred etchings with images showing
job at the top and a rhyming poem at the bottom. (Figure R&®ottebackeis 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 nineteentttentury. As mentioned earlierinhi s chapter, Kawahar a
paintings from the people albupn { n b ut s u )geaem@ify the typical
descriptive images of Japanese peopl e made
various types of people show individual people in thapeetive costumes. These
descriptive images focus on one person, hi

belongings and clothing with little details of their surroundings. Compared to the

WKinzdUc hi da, fAKinsei shokuni bkiyreigeijutsuhO4 ek ot o
(1992); 312. https://www.jstage.jst.go.jp/article/ukiyoeart/104/0/104_907/ pdf
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aforementioned publications of occupations Bkekunin zukushKeiga reduces the use

of texts to a mini mum. Many of Keigabds i ma

short labels for different types of occupations. Instead of observing and celebrating

peopl ebs professions t hr oradgidnalsthakuicbookspt i on a

Kei gadés paintings demonstrate the p'®ople a
The photographs of peopleds types follo

in that they usually depict one person (or sometimeswgyin a studio often with little

props or background paintings other than the accessories that attribute them to a specific

occupation. These photographs of peopl ebs

stages of life in clear and simple ways to pregshem 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 féwages 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 NO@
locations (Figure 2.51). This 18@harthquake 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, evesfor travelers from America or Europe, where
earthquakes rarely happen. These photograp
and a reportage of a natural disaster. Aloum 39 from the Kurokawa collection includes
three photographs of the earthquakenfihis area, possibly bought at the Kimbei
studio!® 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 wh a large X (Figure 2.53).

| have described the different types of souvenir photographs often included in the
albums. As | have shown, the albums included a variety of images showing different
aspects of Japanese culture and nature. Rather than convegipgrticular aspect of
Japan, such as emphasizing the typical view of women on rickshaws or Mount Fuji, the
souvenir alboums showed images of the latest engineering or distinctive labors. In fact,
images of the latest developments were purposefully pettura s fan i ronic or
contrast to the old, adding a layer of dissonance that updates but does not upend older
stered®ypes. o

There are albums that only contain pictures of women, and these albums would
have represented Japan fully through theadiiful women. Albums with pictures of

only landscapes are also found in several collections. After all, the benefits of creating an

19While the locations depicted in the photographsespond to the locations on the
catalog, they have different titles on the black strips.
1200do,The Journey ofl08iA Good Typeo,
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album were that the owner could collect any image they desired. | contend here that the
common type of aloum, which wagédily a musthave 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 howtpboaphy 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 inlaumal | 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 alboum conveys the
perspective of the patrons for albums. Previous metfuwdgudying 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 anthropolqgidlof 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 misunderssangenir
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-mnass

produced with few records of the authorship or inventory. While catalogs may
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demonstratbow 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 pats 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 cse& 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 Heimages 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 wolfiefnalysis of the viewing
experience of photography reveals how photograph msphysical objects fit into the
owner 6s |ives.

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 depietedscapes 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,

121 ElizabethSiegel,Galleries of Friendship and Fame: A History of Ninetee@tntury
American Photograph Albunislew Haven: Yale University Press, 2010).
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experience in Japan. The success of the photogtapgigess for international tourists
advanced the technology further in Japan.

By looking closely at the images inside, | have shown that souvenir aloums have a
typical organization of the photographs, as exemplified by the Batchelder aloum. | have
also dscussed 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
hi ghl i ghted an emerging discourse promoting
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 w&kiyants as well as in theaters
in Europe, while also introducing distinctive occupations in Japan.

These images tablished 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 gbgraphs 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

meaningissimdr t o how Christine Guth talks about
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subject that h a s? The rapetéian pficestain inages liké Mourd Fuji y .

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,
meanngs 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 aloums depicted

multiple aspects of Japan.

122Christine GuthHo k us ai 6s Gr eat Wave: (HBriololgr aphy
University of Hawaii Press, 2016), 137.
116

0

of



CHAPTER 3. LACQUER COVERS ON THE ALBUM

The cover to John Davis Batchel derdés al bum
against a darklack 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 aghaped frame.
Motifs are placed outside these two framed sections, with a scene on the lower left of a
little boy asking his mother to buy a cupanfiazakeand 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 (Fi@)re 3
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
calledmakie. Lacquer covers like these decorated Japanese commercialrppbtog
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 wiieh iscsed
as book covers. In this chapter, | 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 galoms.

Lacquer has been used for more than ten thousand years i3 dia.

production of lacquer is unique to East Asia and Southeast Asia, as lacquer trees only

123The oldest example of the lacquer (urushi) tree is from 12600 years ago. Urushi wares
have beeiriound in sites in Japan dat to abou®000 years ago. There are some debates
about whereghe use of lacquer to make waggyinated, whether it was in Chiaa
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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 faltden
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 decaratiavealthy 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 erashplxurious bridal trousseau
given to Tokugawa | emitsuds daughter when
Outside of these household uses, lacquerware boxes were used to protect important
objects and documents in religious and political costastwell. 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 quaés and complex production processes are hardly

di scussed in scholarship. To clarify this

Japan. The example from 9000 years ago is older than the oldest example found in China.
See Kokuritsu Rekishi Minzoku Hakubutsukadrushi: urushi fushigi monogatari
Wonders of urushi: The 1208@ar history of people and lacquer in Jag&hibaken
Sakurashi: Daigakuky@i@riy@kikan hdin ningenbunkakenkyl kik@Kokuritsurekishi
rinzoku hakubutsukan, 201726.
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paint that can be made from thearushap of | ac

refers to both the lacqueet and to lacquer paint. Lacquerware, or objects with lacquer

paint, ahikkkd c,alllietdermal 'y meaning Al acquer Ve

shikki ¢ an nureof eobjects covefied in simple black or red lacquer paint, as well

astolacque o b j e enbksed w i, d paintifig technique using gold powders. In the

makte process, lines are drawn with lacquer paint, then gold is sprinkled on the wet

| acquer | i maktep Tloemeserf momAt he Japnakuese wor
), and it literally translates into fAspri:.

Previous research on photograph albums have focused mainly on the photograph

images and the photographers, apart from a few short essays on the albun?tdters.

covers have been largely overlookedhe 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. Howeventher 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 luondon and the Musée Guimet in Paris,

have significant collections of Japanese lacquer objects and have researched and

22A1 I en Hockl ey, fAPackaged Tours: Photo Alb
of Ear |l y Jap an eReflectirg fubht RhgograpbyhiryNineteentm Century
Japan eds Nicole Coolidge Rousmaniere and Mikiko Hiraya(ansterdam: Hotei
Publishing, 200 66-85, Masayuki Okabgi Tor ansupear enshi-e no | ap¢
arubamu kara garasu suraidplea p o ni s me 0 s fradnrmakiesafpan t@ghassy
slidg], Studies in Japonisn&b (2015) 85-92.
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exhibited their collections, with album covers sometimes included in these studies. Oliver
| mp eJgparese Export Lacquer 15885Q a sudy of works in European collections,
has become a canonical work showing the breadth of Japanese lacquerwares exported to
Europe since the sixteenth centt#yIn Japan, the Kyoto National Museum put new
focus on the subject in an exhibition callexbort Lacquer: Reflection of the West in
Black and Gold Make (Japan Makie: kyl den o kazaru &@no kiramek) in 200826
These studies have revealed that some lacquerwares were made for important foreign
clients, such as Marie Antoinette, and demonstyegat achievement in the quality of
export wares, comparative to those produced for wealthy feudal lords in‘35phese
studies demonstrate that foreign clients were essential patranalee makers, and
raise the implication that these distant pasrplayed a significant part in shaping the
history of Japanesmakie.

In 2014, an exhibition on the production of lacquerwares since the beginning of
Meiji period, KYOTO, Recreation of Reminiscence: Lacquerware in Modern Japan
(Urushi no kinda), held & the National Museum of Modern Art, Kyoto closely examined

the domestic and international forces that transformed the production of lacquerware

125 QOliver Impey and C.J.A. Jérdapanese Export Lacquer 158850(Leiden, The
Netherlands: Hotei Publishing, 2005). Other publications on Japanese export lacquer
include: Shayne Rivers, Rupert Faulkner, and Boris Pr&iast, Asian Lacquer:
Material Culture, Science and Conservati®wondon: Archetype Publications in
association with the V&A, 2011); Monika Kopplin and Christian Baules Laques Du
Japon, Collections De Mari&ntoinette(Paris: Runion des mu8s nationaux, 2001).
126 Kyoto National MuseumJapanMaki-e: kyl den o kazaru @@no kirameki Export
Lacguer: Reflection of the West iBlack andGold Maki-e] (Osaka: Yomiuri Shmbun
OOsaka Honsh&008).
127 Kyoto National Museumjapan Makie, 24.
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since the beginning of the Meiji peridtf This exhibition looked at international

exhibitions as transformatvfor 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 lacqueakers 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 mstarting point, | will now turn to an analysismgkie 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
craftsmenput 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. | analyze how these
objectsrepresented 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, | 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 Makigughirushi No Kindai: Kylo, "kdjei" Zen'ya Kara
[ KYOTO, ReCreation of Renmiscence: Lacquerware in Modern JapdKlyoto: Kyoto
Kokuritsu Kindai Bijutsukan, 2014).
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albums. This section describes common characteristics of the lacyees.cThe choice

of subjectmatter on thenakie 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. Whileneesoare limited to directly
connect any named lacquer artist to the production of the album covers, the style of the
makie design suggests that a group of lacquer makers participated in the production. The
Shibayama school of lacquer makers producedyreaport 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 desirdergign 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 lacgr covers as a symbol of Japanese craftsmanship

towards international audiences.

Images on the Covers

Commercial photograph albums had covers made with lacquer with luxaneie and

inlaid decorations on dark black backgrouridaki-e can create inicate 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 painfiaky-

e0s specific materi al i tyonthevwsealaadstactiiet s o wn

experience of viewing the album. Though they are both pictorial surfaeése has a
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different appearance and meanings from the photographs inside. The combination of
makie covers and photographs represent Japanese cultateriesting ways.

Of the nearly one hundred albums that | have examined, no two album covers
look exactly the sam&ach was made by hand seeking particular effects through the
delicate and complex production processnfakie. However, there were popula
subjectmatters fomakie 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 tkshaws. 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 makie image on the cover.

These images on the covers reflect prevalent themes of dtagpdphs inside
the albums. Most photography shops had not one but many photographs of Mount Fuiji
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 MoujtaRd 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
Ki mbei 6s catal og shows wit talobabootathousand t y i m
photographs of famous places and everyday scenes. The most prevalent type of image on
the covers was also common for photographs inside albums, andnilessepictures
emphasized the typical image of Japan by reiterating sceatesdhe 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 eriéfnt 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 dstan the umbrella. The second aspect is the use of
perspective. The photograph has a greater depth of field by assimilating gosimgle
perspective with the painted background for a picture taken in a studimakie image
uses a bird‘eye view fa the background landscape, showing villages in the mountains
across the lakéviaki-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 raisedetails using relief technique, while their faces are made with carved
ivory pieces. These thretmensional details make theakie picture a tactile surface,
while the photograph remains entirely smooth. This contrast shows, on the one hand, how
thephob gr aphi c i mage directly addresses the
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 singjlet perspective and depicts
every element in detail. On the other hand ntai-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 aloums 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 characteristats ®f
invite viewers to engage with images by seeing and touching the surfaces.

There are several other typeswdkie frequently used as images on covers. For
instance, illustrations fanakte covers could illustrate imaginary scenes. The album in
the LondonJapan 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 Caricature§C h @ I; tyvelftty #o thirteenth centuries). (Figure 3.7)
Other instances may show scenes from history or a popular folktale, liRedlcbBoy
(Mo mo t).8°Thgmakie covers are thus able to depict fictional images referring to
Japanese painting traditions that are difficult to recreate in photographs.

Another type ofnakie covers shows multiple illustrations in small ornamental
frames, aseen in the Batchelder aloum 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 aheiki No Saiten Bankoku Hakurankai No Bijutsu: Pari,
U@, Shikago Banpaku Ni MiruZai No Meihin[Arts of East and West from World
Expositions: 18551900: Paris, Vienna and Chicah¢Tokyo: NHK Puron@shon, Nihon
Keizai Shinbunsha, 2004).
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flowers. These small frames create pictures within a picture omtiee surface. The
images in these framed sections often feature traditioakie subjects, such as
aristocratic oxcarts or Japanese musical instruments. While the photographs inside the
albums gaerally illustrate scenes of Japan from contemporar§ lifough some scenes
may refer to outdated custoéshese small illustrations highlight the artistic tradition of
makie and East Asian painting. The Batchelder cover image also assembles multiple
sceres 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
Barthesd words, the photographs can only
a camera®° On the other hand, these various types of lacquer decorations helve mu
freedom in their subjeghatter. These illustrations on the covers use various ways to
allow viewers to explore and studyakie images by looking closely and touching the

surface.

Material and technique
While lacquer covers are common for these exalims, lacquer was not the only

option for alboum covers. Extant souvenir alboums use a variety of materials such as

139Roland BarthesgCamera Lucida: Reflections on Photograghlew 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 stdeeca bi ndi ng. The di vers
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 phataghers like Felice Beato and Raimund
von Stillfried sold readynade 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 alburosiiad the 188053

Lacquer decoration is applied on both front and back covers, using mainly two
types of techniques in black or red decorations. Black coversnhakies applied omuri
black lacquer, a simple black coat. Red covers usually show a teeluatiedsukie,
which will be discussed in detail shortMaki-e covers show generous use of gold with
takamakie and lavish inlaysTakamakie is a threedimensional relief technique, in
which relief shapes are molded with lacquer thmaki-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 instancegdenis a popular type of inlay specifically
referring to those using mother of pearls. Covers oftemagsnto represent natural

motifs like flowers and birdfRadenuses thin flakes of shells pasted onto lacquer,

31 Takio Saifj Bakumatsu Meiji Yokohama Shashinkaondgatari(TZkyd Yoshikawa
K@bunkan, 2004)184.
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wooden, or tortoiseshells. When shell pieces are thick, the ground is carved first so they
can be inlaidRadenis a popular technique that came from China around the eighth
century, then it became popular as a decoration on lacquerwaremkigpieces mn
Japan around the twelfth century.

Another technique imakie uses materials other than thin pieces of mettiier
pearls, calle@dgan usually translated simply as inlay in Englig&hanis a process in
which sculpted pieces of metal, wood, ivory,|Eher other materials are placed onto the
lacquer surfacezdancan be applied to metalwork and wooden crafts as well. Three
dimensionakZhanusing sculpted pieces became popular in the Meiji period with the
expansion of export lacquerware. On someets, 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. Usindjstinct materials for body parts intensifies the sense of
physical connection for viewers touching the relief ivory skins of figures on the covers.

Sukie was another popular technique in the Meiji period, often used on lacquer
covers.Suktie covers ofta show cherry or plum trees with flowers. (Figure 3.8) This
technique uses floweshaped stamps to create flower shapes with gold, then the leaves
and branches are painted with a briftere, the picture of trees and flowers has been
covered with a traqgrent coat of lacquer, making the surface look translucent, almost

like glass. The glossy surface of lacquer is enhanced in this technique, while still

32Aki ko Suzuki, AShibayama zai ku monogatar:i

Kott@engichd22 (20122013): 5261.
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retaining the same durability and lightneSskie covers are also more durable than
makte because gkled gold and inlay decoration omakie can show wear and inlays
may fall out or become damaged over tii@ekie 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.

Sukie can also be used as framesifaakie, asmakie started to become
popular as its own genre of paintidaki-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 maaakie its own distinct form of art, which | will
discuss in detail later in this chaptbr these casesukie 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 ga#ieto depict cranes flying into
the sky with Mount Fuiji in tb background. (Figure 3.9) Thaakie picture of the cranes
is framed by translucent, radikie with cherry blossoms. The picture uses luxurious gold
ground calledkakejiand also usetmkamakie technique, adding a relief detail. These
vibrant colors, ombined with the thredimensionality of the inlayed material, offer a
vivid and tactile experience when viewing the lacquer album stikiee frame elevates
the luxurious cover by presenting timakie like a painting. While many of the
techniques used dhe 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 contentseoélibum, separating the world
inside the covers from the viewerodos tempor
materiality of the covers give Athe 111 usi
the al bumés o wiaheslbumeaves redina onJiewpwden the covers
are closed and acts as the facade 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 Jagfaough these traditional lacquer

techniques and motifs while physically demarcating the world inside the album.

Lacquer for Export: Symbolizing Japan

As mentioned previously, lacquerware, particulangkie, was an important
export product since théxseenth century3* Compared to ceramics or textilesakieis
a type of craft that was almost exclusively produced in Japan. Like porcelain wares were
referred as fichina, 0 some countries in Eur
that symbolizd Japan, though the word fAjapano was
for porcelaint®Y et @Aj apano makiea lagquenvar® may hatemnly been

found in British English literature, as Meiko Nagashima has artii@dhoughmakieis

133 Susan Stewar®n Longing Narratives of the Miniature, the Gigantic, the Solwen
the CollectionDurham: Duke University Press, 19938.
134 acquer export began when Muromachi shogunate exported lacquerwares for the
Chinese literati art collectors around the fifteenth century. Meiko Nagashithag p a n
Maki-e: kyl den o kazaru@@n o k i r alkyetkNatiodal MuseumJapanMaki-e,
10.
135 Kyoto Kokuritsu HakubutsukaiMakie: shikkoku t&gon no nihonb{Kyoto:
TankZsha, 1997).
136 Kyoto National MuseumjapanMaki-g, 21.
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only produed in Japan for the most part, some Chinese lacquerwares show similar
techniques, and indeed, Japanesdi-e may have its origins in these techniqugét.

Though Europeans may have recognized lacquerwares as East Asian objects, there is as
yet no reliableevidence to show thatakie was considered to be a uniquely Japanese
product. Still, Japan remains the only country that has continuously protased

since the seventh century.

Numerousmakie 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 midixteenth century, they brought with them guns and Catholicism and
took many | acquer products home with them.
guality, better than European varnish at resisting water and heat, made lacquerwares a
popular souvenir from Japa#f The same lacquer makers who catered to the domestic
market produced export wart$ However, unlike domestic consumers in Japan,
Portuguese clients preferred elaborate decorations using intricate inlays. These works
includegeometric patterns and bird motifs made with generous uselefi suggesting
some influence from Muslim desigff (Figure 3.10) These are quite different from

traditional Japaneseakie, and these objects had designs that seemed exotic to their

137 Such agonseior a technique in which thin lines are carvechuakie and colors are
applied on the dent.
138N a g a s hJaparaMakiefi, 18.
1391mpey and Jorglapanese Export Lacquer 15885Q
140 Kyoto National Museum)apanMaki-e, 248.
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buyers,ncorporating some designs from India and other parts of the world. Taking the

name for PortuggB pani s h tr ade nanbad m atdrei, 0 @ enreised ,| aft q
often callechanbanlacquerwares ( : nanban shikkilacquerwares fosouthern

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 Comp@dty (V
Vereenigde Oostindische Compagnie). Dutch merchants had different tasizkiar
than Portuguese and Spanish consumers. Unékbanclients, 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:*! Lacquerwares made for this market is cak@oh@lacquerwares (
kan@dshikki lacquerwares for the rethired 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 demonstest, 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 Canep#&ilk, PorcelainandLacquer: China and Japan and thdirade with
Western Europe and the New World, 1500844 (London: Paul Holberton Publishing,
2016), 400.
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with the Portuguese was sighim 1860, the King of Portugal received a large gift,
including lacquered saddles and writing boxes, from the Japanese shogun if?1862.

Demand for Japanese lacquerware achieved such high levels that there were
specialized craftsmen in Europe altered ekfarquerware to fit them into European
architecture, a process called fAjapanning.
were companies called marchasdsrcier that organized networks of production and
trading in the seventeenth and eighteentiiurées*® Numerous examples of European
cabinets with lacquer panels are found around the world today, including, for example,

t he Phil adel phCahineNoulg881r90). (Fifure .41 I6skows three

Aj apannedo panel syentdemttkcentusy, placeccoa theeddors, n t he s
surrounded by gilt framing. These companies also produced imitation lacquer made with
black paint and varnish made to look like Japanese lacquer.

Lacquerware was weknown in Europe as a Japanese product by théesnth
century!** 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 Ribeird)ma histéria de assombro: Portugalap&o: séculos XVXX
[A striking story: Portugal Japan: 16th- 20th Centuries]Lisboa:Palacio Nacional da
Ajuda, 2018), 117.
143 Carolyn Sargentsomjerchants and Luxury Markets: The Marchands Merciers of
Eighteenthcentury ParigLondon: Victoria and Albert Museum, 1996).
144 Chi-ming Yang,Performing Chim: Virtue, Commerce, and Orientalism in
EighteenthCentury England, 166@760(Baltimore: Johns Hopkins University Press,
2011).
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The Shibayama Studb, Makers of Alboum 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 lacqaeers suggest that many of
them come from a specific school of artists. In addition, the complex inlayakiee
require a network of craftsmen with specialized training in their respective fields. While
photograph studios are known to have had their phaiographers and colorists in
residence, they likely outsourced cover makittg.

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 anl 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'*® 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 Sai) Bakumatsu Meiji Yokohama Shashinkan Monogaf9.
“PEi ko Numata, fAShibayama s aidmatomikankeis ui t e
o ¢ h 1 s hYokohama hijutsukan, Yokohama shimin garari kenkyuk{005) 59

n

76,Ei ko Numata, fAKai k@chi no Japosizuroukenkyu k dgei |,

35 (2015) 77-84.
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closetoNaritai r port i n present day-1@h.i\Whenthei n t he
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
craftsmerproduced 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 occasitri@overs became important
products thathey manufactured in large quantities for foreign travelers in Yokohama.
Shibayama crafts are call&thibayama zaikarS h i b a y a rimaJapan@sg.a n
fisaikld me anscr dafamed P @Paante aanrsd il ai d. The tech
inlay is the identying 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 piees, 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 usthe 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 varieatyp

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
crdt from the Meiji period. Gregory Irvine and Linda CodkGuide to Japanese Art
Collections in the UKAmsterdam: Hotei Publishing, 2004).
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shells to represent different parts of a r
cabinet is depicted differently from various angles, using a variety of inlay materials.
Coral is used to imitate red combs and wattles while distinchgreé 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
roosterds saddle and tail Is.iAgradaordoécolory usi ng
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 texturern 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 differ@arts 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
shimmeringnashtji decoration, a technique in wh tiny square flakes of gold are
sprinkled over black lacquer background, making the cabinet look luxurious.

Shibayama lacquer work involves a migtep process, and one study shows that
almost 500 contributors participated inpi®ductiont*® This process involved multiple
specialists including theashimoneshi , who shapes the wooden form; tieshior
nuri-shi , Who paints the base lacquer colors;gh#aji-shi , who polishes and

prepares the lacquer ground; thakieshi , Wwho appliesnakie; and finally the

“WSuzuki, fAShibayama zai ku monogatari, o 56.
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shibayamashi , 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 proddct hon=e2UESBIWNCHG6I=2T163CY=¢ watj Ue
for the  makie.
The founder of this@ wor k.sHe later charged hisen o g i
last name to the name of the city and became Shibayam@@swknown by his artist
names of SerzEkisei or SengYasumasa) 149 The book listing
the famous products of Tokyo, tliekyo mei@kagami,includes Shibayama artists in
Tokyo and Yokohama in Meiji 12 (1877) along with their specialties and brief
biographieg®® The book first listsShibayama gshichi , who worked under the
artistdmmiamed HSE studied with Ddneesthblishedder S
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 dérent styles omakiein the Philadelphia Museum of Art (Figure
3.14).

Another artist who held the Shibayama name is Shibayam&®enz gr ands on ,

also named Shibayama SélEkisei , andwhose artist name was ShiFgai
Ekisei . A small @binet and a small screen at the Victoria and Albert Museum
are |likely his works, as®dt hery i hkilwuaied t he

1499y okohama KaiShiryZkan, Meiji no K ru Japan Yokohama Shibayamaksihno
sekai: Kaneko Teruhiko korekushon & shin ni(Yokohama: Yokohamahi Furusato
Rekishi Zaidan, 2016).
150 Tokyo-fu kangyZka, Tokyo mei@kagami(Tokyo: Yurindg 1879).
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(Figure 3.15) He took over his grandfather
lords until the MeijiRestoration. 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 Yokohatexaational
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 nreschéo visited
foreigners in their settlements and sold souvenirs that fit their tastes. Dealers and trade
companies, calleshokuhinka ( ) played a significant role in connecting craftsmen
and these export channels. The three major traders fory@hibecrafts were the
company Kiry k@hdgaisha andthe dealers @z e ki Yahe,i
Minoda CHgir @ , and Arai Hanbei 151 These traders made it
possible for Shibayama wares to be displayed at home and abroad. In fact, Shibayama
Eki sei 6s works were displayed and awarded

through t he d%¥3dHese dealegtemkeled torfairk te study foreign

"Mi noda Ch@jir@ and &z e klistribfoasbf dapanése Toky o w
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
di splayed at the Philadel phia Centennial t
outline of Japanese exhibits at the Philadelphia international exhibition of 1876 possessed
by the Wal t e Rasearch hulletM ofKeushmJuior College of Kinki
University36 (2006) 1-15.
152 yokohama Bijutsukan and Tokugawa Kinen Zaidaai-kaik@dten: Tokugawa
shZhunke to bakumatsu Meiji no bijutsu, Yokohama®&80-sh nen kinen, Yokohama
Bijutsukan kaikan 28H nen kiner(Yokohama: Yokohama Bijutsukan, 22)0
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demand and see other nations6é displays. Th
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 tradorgpanies, Kirly ké&shdgaisha, was
established under the auspices of the Japanese goverifigre.government funded
this company to send Japanese crafts to international exhibitions in order to assert a
strong presence in the international marketroforks and industrial product® Kiry1
hired their own craftsmen and designers who worked in various genres, such as lacquer,
ceramicsshippd(cloisonné), bronze, and textile. Following the example ofiKiogher
private c¢omp an iméastypesiofkwerk as dealkrs. Baddad dn their
experience at worl dbés fairs, they deter min
produced. The relationship between trading companies and craftsmen in this period is not
entirely clear from existing stlies, 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 hadeageconnections to craftsmen and buyers. These trading

153 ToyojirdHida, Meiji no yushutsu@ei zuan: Kiry K&hZGaisha no rekisi (Kydo:
Ky@o Shoin, 1998).
AThe Japanese are selling off their wares
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 attbaantswer questions and to inscribe the
name of a pur tevya"Manufactarerd/ed thetWord's Pairs: The Model of
1851," inInventing the Modern World: Decorative Arts at the World's Fairs, 1B%39
(Pittsburgh: Carnegie Museum of Art, 2012§.
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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 thisgiod, 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 marketinghdfdran
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 platborm t
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, | 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
sellingalbums with these designs? To answer these questions, | 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

bet waenre fafrt s6 and fAcraftso (or Adecorative
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fairs1®° To take a step back and analyze the development of crafts as a genre in the Meiji
period is an i mportant process to aharify

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 iartigrf
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 merchandsbzoul
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 Atrohe
craftsmen responded to the demands of this new market.

These business opportunities coincided

gain foreign currency as they rapidly expanded international trades under unfair
treatiest®’ Realizing that Japase objects were extremely popular as souvenirs and at
international exhibitions, the Japanese government generously supported the artists.
Japanese crafts were popular at worl ddés f a
cities but for exhibitorsf o m many ot her parts of the worl

in 1873 and the Centennial in Philadelphia in 1876, in particular, were important

155 DZshin Sat Meiji Kokka to Kindai Bijutsu: Bi No SeijigakiTokyo: Yoshikawa
K@bunkan, 1999).
16 ChristineGuthL, ongf el | owdés Tattoos: (Seattle, WAm, Col |
University of Washington Press, 20092.
157 DZshin Sat Meiji Kokka to Kindai Bijutsu8?7.
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opportunities for the Japanese government as well as artists to attract an international
audience. Intellectuallike Ernest Fenollosa traveled to Japan after seeing Japanese
displays at the Philadelphia Centennial Exhibition in 18?&hese works of art,
especially crafts, deliberately made for
iexport cr RFWHEI®exgort art has been overlooked as purely commercial,
massproduced commodities, they are important resources for the foundation of various
concepts of art present today.

As mentioned previously, international exhibitions served as platforms to
edablish the identities of participating nations and to allow them to compete with each
other!8% Participating nations boasted their cultural and scientific progress through
products that represented their highest achievement in art, technology, ancdaducati
this context, decorative art presented the combination of artistic mastery and usefulness
and were viewed as embellishments for everyday lives of madsés visitors. To thrive
in this competitive sphere, Japan brought countless numbers of cgraratalwork,
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 machiramrecedented

8Guth,Longfel |l o@Ws Tattoos
159 Chelsea FoxwellMiaking Modern Japanesstyle Painting: Kano Hogai and the
Search for Image€Chicago: University of Chicago Press, 20186
160 Jason T.Busch ad Catherine LFutter, Inventing the Modern World: Decorative
Arts at the World's Fairs, 1851939(PittsburghPA: Carnegie Museum of Art; Kansas
City, MO: NelsonAtkins Museum of Art; New York: Skira Rizzoli, 2012).
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extravagance of Japanese craftdgsetfgwmgitkhhed M
,0r fAextreme artistry, o today.

Though exhibitions were a place for competition, they were also a place for
learning about innovations in other caues. 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 drarntathanges. 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
ihired for ei gn &apanudderthe sugporbof tioe wayérim&rEhis
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 Europe, and thus innovations abroad were not
incorporated intanaki-e.*®? 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.

BlaAHi red foreigner so or spéchlistsia at, stienceeandgn adv i
diplomacy from Europe and the U.S. whom the Meiji government employed in order to
implement Western technology and governnssistems Some were teachers for artists
and others helped implement hilglvel education angolitical strategies.
162Seishi NamikiKy ot o dent @ (Ky@tg Shibunkaku, 2012P6d a i
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Maki-e asa 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, al so becamaeaplagancsear as
objects made for use by Japanese pe§pldowever, in a venue like international
exhibitions, presenters had to bring objects that could impress audiences and even
triumph over other nationsd di sipdvaalthese Ther
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 angl incamse
burners. Another way for Japanese displays to gain attention was through overly intricate
sculptural forms, such as Suzuki@hi c hi 6s meti cul ous portrayal
falcons or Miyagawa B andés extremel y i nt r amicawvase. mi ce ¢
(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. Follokumgpean exhibitionary
practices, some Japanese crafts were presented in frames as well as in standing screens to

emphasize their pictorial charactét Prior to the Meiji period, Japanese paintings were

83Guth,Longf el | o@Ms Tattoos

164 Oskar Btschmann locates the Salon as the precedent for the 3Bl

exhibitionary style. Oskar@&schmannThe Artistin the Modern World: The Conflict

Between Market and Sdfixpressior{(New Haven: Yale University Press, 1997).
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rarely presented in frames, rather they came agifguscrolls, 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 twadimensimal 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 emhitery, cloisonné, anchakie as pictures presented
these traditional techniqgues as i mages pur
function as a decoration on a useful objéetFigure 3.18Within the hierarchy of art in
the West, paintingshadtha t he hi ghest status as the pure
especially in the early nineteenth centti8Viewers regarding framed works could
appreciate them without being concerned about how they would be used in their context
of origin, in Japaese households. In this way, audiences could fully engage with images
itself as well as with the craft technique employed for pictures, as pi¢tires.

Yet pictures were also applied to crafts and often works were made with
multiple pictures embedded inaifm, 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 comthemes of Japanese painting, such as-birds

165Tokyo National Museum et aSeiki No Saiteri,04.
%The European idea of art for artés sake e
viewing, rather than as decoration on something made for use.
167 Foxwell, Making Modern Japanes8tyle Painting58.
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andflowers and famous places. Although this treatment of objkxtsrated with

mul tiple images was not new in the Mei]j.i p
space filled with information about Japaegainting, Japanese culture, and the ability of
craftsmen to depict intricate pictures using traditional technitfies.

At the same time that international venues offered occasions to reconsider how
to present artworks, as well as to dispbéstorial 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 fonvehitelnsisting arl Ead Asjarhor Jaganesea t i
cultural distinct ne s yUsingspécialized braftiechmiguesi d o u b |
such as ceramics, textiles, and lacquer, these craftworks on display introduced the
technical excellence of Japanese craéis. 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 wi || push Foxwell s argument further
Aduobl ed duties. The pictures on craft objec
audiences about East Asian painting styles through types of compositions and
perspectives that were different from European paintings, while offering a space for
Japanesartists 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 Japanes8tyle Painting65.
169 Foxwell, Making Modern Japanes8tyle 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 i mbued with visitorsdé memories
souvenir objects would have been important items that bore personal experiencel of trav

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 AJapaneseness, 0 as F
crafts, by using techniques to create pictorial surface, insisted that Japanese objects could
exist harmoniously in Eurdmerican spaces while also bearing memories of a lifetime

event of visiting an international exhibition or traveling to Japan.

Maki-e and the Album Covers

Lacqguerwares were among the most numerous
Fairs in the late nineteenth centdffMany listed in the catalogs are traditional objects,

such as letter boxes, tea caddies, trays, and incensburners. 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.acquer objects outnumbered those mag®neelain and bronze,
butit is difficult to determine which of these became the most popular withevie\Bee,
Tokyo Kokuritsu Bunkazai Kenkyujyo Bijutsubiieijiki Bankoku Hakurankai
Bijutsuhin Shuppin Mokurok@ Zy@ Ch @K @on Bijutsu Shuppan, 1997ylonika
Bincsik, "Japanese Exported Lacquer: Reassessments and Summary of Sources,"
Impressions81(2010): 158170.
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Some artists exhibited at these venues, however, worked in their own more
innovative styles. Shibata Zeshin (180891) was trained in both in painting antbkie
and became one of the most prominent designers for lacquer in his |itétinager he
became one of the first artists to hold Imperial Household Artist status, joining other
artists, such as a painter, HashimGtho (18351908)12 His maki-e works are known
today for their bold compositions. He often chose to present larghfstitiotifs against
rich black backgrounds of ample empty space, sometimes applying metal and wooden
inlays to add texture to his motif8eshin 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).

Zeshinbés work is appreciated today for
painting and lacger, particularly in how he pursued both in his inventioaraghte 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 ofArt, includes some thirtgeven images of birds and flowéféHe 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

""D@shin Sat @, fAShibata ZeshZESHIN:Shibdtai t o bu
Zeshin no Shikkou, Urushie, Kaigad. Nezu Museum of Art (Tokyo: Nezu Museum of
Art: 2012), 9.
172 Other artists who later became Imperial Household Art@tide painters Kuroda
Seiki, Fujishima Takeji, Uemura Shoen, photographer Ogawa Kazumasa, cloisonne
Namikawa Yasuyuki, and others.
173] was not able to see this album in perdaformation about the conditiphinding
method, an@overs,are unclear.
https//www.metmuseum.org/art/collection/search/57189
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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 suijatkr!’* His

many framednakie 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 abdve.

Understanding this larger history helim 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 spati&ldi for a variety of expressions. Techniques iakie
framed withsukie 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 theno this vibrant field.

One of these lacquer covers perfectly exemplifies this mediation of style and
craft. It shows a fan, a square poem pagkik{sh), and a poem sliggnzakQ) as though
lying on top of asukie image of a cherry tree (Figure 3.22h€ltanzakudepicts 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 implieehratory occasion, possibly the

174 Nezu BijutsukanZESHIN 134.
175 Tokyo National Museum et aSeiki No Saiterg9.
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New Years, featuring a | acquer box with a
lacquer cover layers pictures within a picture, showing various ways Japanese small
objects like a poem slip, a square poem paper, & \&ork also serve as pictorial

surfaces. It also refers specifically to the pictorial traditiomakie in treatment of the

birds and rice on the black fan as well as with the motif of the lacquer box shikishi

In this way, this album cover I 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. Wgi materials and techniques unigue 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 thatutd be displayed like framed pictures when the album
was not in use. When opened, the tactile covers with ralde and carved inlays
would have made the haptic interaction with the Japanese albums a special experience for
their viewers.

Returning to dok 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 mediunto appeal to their viewers. First, the Batchelder aloum 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 scerethat 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 impresive hobby of a feudal lord, both of which were lestgnding 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
threedimensional 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 simplengmsition, 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
Zeshinbés si@mpature gourd i m

By employingmakie technique for the traditional motifs in their small frames,
and the innovative inlay technigue for the
demonstrated the full range of Meiji period lacquer technique. Its makers desteahstr
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 aloum illustrate how
the pictorial images on Meiji period crafts can have double, or even harelouble,
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 ofcloéored

photographs that serve to reflect the experience of travelersan. Jap
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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, anduer 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 foreigniemeer s 6 i deas and
technologies, lacquer went through little technical change in the Meiji period.
Lacquerware anthakie, however, developed new ways for presentation, coming to
focusmoreomakieb s pi ctori al aspect wi hehsurface bfr a me s
a variety of objects. The album cover provided another format for the application of
makte, a surface to present a picture.

Album covers, like so many other export crafts, have been widely disregarded in
art historical accounts of the peridde 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
durable materiality, have large cracks doienferior production quality. However, craft
objects, masproduced or not, are important resources to consider within the larger
context of Japandés modernizati on, its art
with other nations in a variety opkeres, 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 theebt 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 expandhe field of Meiji period art.
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CONCLUSION

In this dissertation | 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 ophotographers, 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 aworld during the Meiji period. Here, | review my argument and
discuss how my work contributes to the field of the history of Meiji period art.

In the first chapter | discussed the album as a format that tells a story. In Japan,
albums historically were udéo 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 wasformat 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 taaeh owner of their travels in Japan.

It was also a format that sat at the intersection of traditions from multiple cultures.
In Japan, théekagamialbum was used to collect treasured pieces of texts and create a
world within that transcends time and spaln 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 $anroles 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 ownero6s I|ife. Serving as an in
the Near East and Nor#frica 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 ihe 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 per@al the one hand, many
photographs depicted people and places tha
scenes from the feudal period of Japan. For travelers from Europe and the U.S.,
photographs of women in kimonoodoaodl| menei fia
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 thgéréto 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 withiarteisrmative 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 producesndasi form of visual representation
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consistent with the visual | angpwagmda 6of Eur
perspective. Japanese photographers studied previous forms of representation about Japan
made for Dutch audiences in the early nineteeattiury, 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 photogrdpitvas largely due to this
market that highlguality 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 thineuighovative,
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 milkie 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 Japareleettacquer 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
contempl ated European and American i deas a
exhibitions, in particular, offered opportunities to display the advancement of Japanese

cultureand 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
extraordnary size and details. Another method was to present works like paintings in the
framed twedimensional format. Using the traditiomabkie process with elaborate
inlays, lacquer covers of the photograph albums represent this historical context.
Throughaut this dissertation, | have considered how the album represented
AJapano in the most authentic way possible
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 photogrd@hthey candid
street scenes, staged studio photographs, or landscapes of famous ptasesated
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
Japa, the materials and basic techniqguemakie remained unchanged through the
transformative time. Indeed, the pictorial stylesnatkie changed in the Meiji period to
suit the different types of audience, and the album cover is a discernible exathge of
change. Through the combination of these components, the souvenir aloums presented
Japanese culture for international audiences from multiple angles.
| propose that souvenir photograph alboums are one of the early examples of Meiji
period artthatregrs ent t he search for Japands nati on

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 exhibititapanese Landscape Discovered:
Views from ad for the Outside Wor|dheld 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 lbums. 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
Westernstyle paintings. These souvenir paintings, Tanaka argues, had a lasting impact
on Japanese art since the Meiji period, particularly for Japanese oil paifiings,
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
Aaut hent i c J a hahad dfferant meaningsdo each indiavidual, 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 touristsaually 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

engagementith nations in Europe and North America.

"Masashi Tanaka fAEgakareta Nikk@ to loki B
Kajioka, Rei Kiyasu, Risa Fuke, and Betar¢ Ha k k en sar et a Ni hon no
utsukushikarishi Meiji e no talfif okyo: Mainichi shinbunsha, 2021), 186.
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This research has also brought to light the challenges of researching albums. First,
the albumés status as both a souvenir and
album can be found in various placesjuding 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 mamghers, 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 Jagssnart section or the museum libraries and
archives. In other words, these souvenir alboums 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 pbgraphs, 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, thoughyho$ 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 alboum. Some
catalogs may omit information about the illustrations or inscmstion the page margins,
which were often added to souvenir alboums. These issues made research especially
difficult during the COVID19 pandemic, when it was not possible to visit and access
public and private collections. However, when an album is cadlogll, 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 aksarlgi 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 lacgun 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 @ellent 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 dom conditions so far. But for the
long-term conservatin 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 | have mentined 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 toldlifferently in Japan and abroad. On the one hand, Japkrggege
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 straigtforward lineages of mainly two schools of painting: Wesstyfe

(calledyogq and Japanesstyle frihongg. 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 artisic 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 reprebentadanese 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 smiglistn 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 Meijperiod 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 &ifi 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 darkviore work is yet to be done.
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Throughout this dissertation, | 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 audiencegatrdns, 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.

| have addressed the issuleshe conventional narrative of the Meiji period art
through my argument. First, the dividersfiongaversusyogaassumes that there was a
shared understanding of what painting was in this period, and that there were only two
types of painting. As | hawdiscussed 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 fixedmo-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 AJapanese painti
and Show era, the emergence of more avgatde paintings makes it difficult to discuss
paintings through only the two scopesdfongaandyogal’’ My work offers an
intervention in this narrative by looking closely at how artists, scholars, and traders faced

the changing meanings of fAarto in this peric

773 un 6 i c hBakuhatsu,dVieifano biishiki to bijutsu seisailyoto: 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 said #or 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 govemnoday 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 TreaiBg.
considering lacquer covers and how theydtion 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 suppantistg

and objects deemed important for the nation.

"0y ama Ot oha, f@06Ni mper Nikjendoka@Tert ienidésaregta n o i
bi, tsutaeyuku waza : Nihon D& Zei Ten 66kai kinen [Engendering beauty,
preserving techniques : artworks by living national treasures : the 60th Japan
Traditional ke gakyjo Naionhl MiseutTiokym 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
Japaras 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, expots produc
and how they shape ideas about Japan abroad provides important insights into how
Japanese art contributed to nationalist an
Sh@wa period in the first half of the twen
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 openingJapamese people
and viewgBatchelder Album), ¢.1890, Photograph album with kesldred albumen
prints, Washington D.C. Library of Congsgd.ot 9648.
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Figure 0.2. Compiled by John Davis Batcheldapanese people and vie(@&atchelder
Album), ¢.1890, Photograph album with hacwored albumen prints, Washington D.C.
Library of Congress, Lot 9648.
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Figure 0.3. Hashimoto Gyokuransai, Al mag
Ho n c h o ,Yokohamadkaiko KenmongiNews from Yokohama Port), 1863865,
Kislak Center Tress Collection of Japanese lllustrated Books.
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Figure 0.4. Takahashi YuichQiran, 1872, Tokyo University of the Arts.
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Figure 0.5. Kawanabe Kyos#iaika hyakumonogataril875, Kislak Center Tress
Collection of Japanese lllustrated Books.
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Figure 0.6. AsaiChal @sei f 1 zoku ,d907, Natianal Dietibrarg wa s e
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CHAPTER 1. REPRESENTING JAPAN IN AN ALBUM

C36. PICTURE SHOP

Figure 1.1. Unknown artisBicture shop18901891. The British Museum.
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212, Girly, playing on Koto
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213, Group of Ol
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191, Wayside Resting Placo. | 215, Girds playiag Koto and
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{Nobles), | 216, Fiskiag
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194 Pilgrim, Q18 Figures,
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od Rice). 220, Writing Lettor.
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147, Broom Soller, Selling Flower.
168, CoMlon Whipping. A Well,
199, Shinto Priests, playing 224 Kio }4 i
Go ( Checkers) . Kicto LS4t~
200, Vegetable Pedler. Flower Covomuny.
201, Wator Coolie, ping Girl,
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208, Dygsinsn - ness Style (Mon)
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Group of Children,
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208, Daughter, irl
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7L o

oo Tattoo.

204, Jinrikisha,

Figure 1.2. Purchasing the Album: A Catalog Entry and the Corresponding Photograph
A212. PLAYI SBAKOTBENA&
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Figure 1.3. Attributed to Adolfo Farsa®f f i c er 6 £.18BG489@ RenreMuseum
Archives.
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Figure 1.4. Raimund von Stilfriedapanese Tattoa. 18701890. Penn Museum
Archives.
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Figure 1.5. Farsari and Co., Frontispiece of &uml, c.18761890, Kurokawa collection,
Album 20.
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Figure 1.6. Compiled by John Davis Batchelder, A page flapanese people and views
(Batchelder Album), ¢.1890, Photograph album with kemidred albumen prints,
Washington D.C. Library of Congress, 19648.
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Figure 1.7. Compiled by John Davis Batch
TAGONOURA, S URJlIaAese pEople and vie(Batchelder Album),
€.1890, Photograph album with haoolored albumen prints, Washington D.C. Library
of Congress, Lot 9648.

196



Figure 1.8. Maker unknowmjinu yo no tompcompiled in Edo period. Idemitsu
Museum.
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Figure 1.9. Maker unknowi,ekaganyjo, Edo period, Beinecke Library.
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Figure 1.10. Ninagawa Noritane, Takahashi Yuichi, Yokoyama Matsu8dburma ge 31 :
Nakaenomo n/ Ju b a k o KyaEa@ShashiAcchtd@lbum of the Old Edo
Castle), 1871, handolored photograph, Tokyo National Museum.
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Figure 1.11. Ninagawa Noritane, Takahashi Yuichi, Yokoyama Matsu8dburma ge 35
Renchimo n 0 HKylr Enlo@dShashirchd(Album of the Old Edo Castle), 1871, hand
colored photograph, Tokyo National Museum.
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Figure 1.12. Ninagawa Noritane, Takahaéhichi, Yokoyama Matsusab@ii | mage 38 .
Fuki age iy EdojdBhashirchd(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 Matsu8ablurm d.@y e
Ninomaru kuichigaimo n 0 a n d KyeEdaj@d3hashiach@fAlbum of the Old
Edo Castle), 1871, harablored photograph, Tokyo National Museum.
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Figure 1.14. Ninagawa Noritane, Takahashi Yuichi, Yokoyama Ma}s@ﬁbﬂri gure 14.
Inuinju-yagur a/ Yuzuki t a g kdojdshmashirctk®Albam df thd r o m
Old Edo Castle), 1871, hamblored photograph, Tokyo National Museum.
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Figure 1.15. Ninagawa Noritane, Takahashi Yuichi, Yokoyama Matsu8dbri gur e 42 .
Soto sakuradan o n rom Kyl Edoj@dShashirch@d(Album of the Old Edo Castle), 1871,
handcolored photograph, Tokyo National Museum.
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PASSENGERS ARRIVED.

L;Pef British steamer Coplic, from Son Fran-
isco, via Honolulu:— A. M. Sawyer,

Miss M. Barker, Mr. M. Zuckschwart, Mr, H.
Abegg, Mr. G. W. Bramhall, Mr. H. E. Coll-
bran, Mr. E. Freschl, Mrs. Kate N.Johnson,
Miss W. Kimball, Mr. L. Loewenbach, Mr. T.
Matsumura, Mr. S. Strauss, Mr. Stilwell, Mus.
|Stilwell, Mr. Shoemaker, Mr. A. McKillop,
Lieut. A. C. Allen,-Mus. A. C, Allen, infantj :
and maid, Miss 8. M. Barstow, Miss I. Casson,

Mr. S. Gelat, Mr, F. H. Goddard, Miss H.
Hirsch, Mr. E. A. Houseman, Major J. O.
Hutchinson, Mrs. M. H. Kerfoot, Mr. W. 8.
Kinch, Mrs. W. S. Kinch, Mr. K. H. Knox,
Mrs. A. M, T. Lowry, Mr. R. Lyons, Mis. L.
D. McCoy, Miss U. V. McCoy, Mr. G. F. Nel-
son, Mr, E. A. Ram, Mis. E. A. Ram, Mr. E.
Sexton, Miss E. Sexton, Miss T. Sinclair, Mrs.

Stephenson, -Miss F. N. Thallon, Mr. S. C.
Trench, Mr. E. Von Meyer, Mr. W. Watling,

bl am e A aa A ) e

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 Albetnd Li I I i an Al l en, A62 EAST
K1 OT O 0 PHotogoaph album of a trip to Japdihe Allen Album), 1901,
Photograph album with albumen prints, Philadelphia, Kiskak Center for Special
Collections, University of Pennsylvania Libraries, Ms. C&83.
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Figure 1.18. Compiled by Albert and Lill:i
TEMPLE KI O7Platogrdph atbum of a trip to Japdmhe 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. 38 and last page, Compiled by Albert and Lillian All@hotographalbum
of a trip to Japarn(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 AlleRhotogiaph 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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Photographed and  Described

FRANCIS FRITH.

IN TWO VOLUMES.

VOL. 1L

LONDON:
JAMES 8 VIRTUE, CITY ROAD AND IVY LANE
S o

Figure 1.21. Francis Fritl,gypt and Palestinel8581860, Victoria and Albert Museum.
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Figure 1.22. Francis Frith, fEByptandr ait: T
Palesting 18581860, Victoria and Albert Museum.
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Figure 1.23. John Jabez Edwin May&lblding concertina album containing portraité o
Queen Victoria, Prince Albert, Members of the Royal Family, Foreign Royals and
celebrities 185962, Royal Collection Trust.
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CHAPTER 2. PHOTOGRAPSH: THE STORY INSIDE THE ALBUM

Figure 2.1. Commissioned by Shimazu Nariakitastrait of Shimazu Naakira, c. 1857,
daguerreotype, Sh@Wkoshlsei kan.
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Figure 2.2. Théodore MaurissBtaguerreotypemanjel 839, lithograph, Los Angeles, J.
Paul Getty Museum.
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Figure 2.3. Utagawa Yoshifuj a i k a k y I h e {CivikzatibnaRise &nd Fal df e
the New and Old, Compared), 1882, woodcut print, Tokyo Postal Museum.
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Figure 2.4. Artist/maker unknown, Coverititled (Album of Japanese Photographs)
c. 18761878, photograph album with albumen prints, PhiladalpPhiladelphia
Museum of Art, 2008.86-3.
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Figure 2.5. Artist/ maker unknown,
Untitled (Album of Japanese Photographs)18761878, photograph album with
albumen prints, Philadelphia, Philadelphia MusetiArg 2005186-3.
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Figure 2.6. Artist/maker unknown, A Photograph from Abu Simbel Templestitied
(Album of Japanese Photographes) 18761878, photograph album with albumen prints,
Philadelphia, Philadelphia Museum of Art, 20086-3.

218



Figure 2.7. Kawahara Keiga, Schildering, 1828 ink on silk, Leiden, Rijksmuseum
Volkenkunde, RV1-448315.
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Figure 2.8. Maker unknown, [Blind masseur], ¢.18900, hanetolored albumen print,
Philadelphia, Penn Museum.
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Figure 2.9. Kawahara Keiga, Blind Masseur frdm n b u t, $9th cemtary, #unich,
Five Continents Museum. Kobayashi, Jun'ichi, and Keiga Kawadgsjidai jinbutsu
gachd Tokyo: Asahi Shinbun Shuppan, 2016.
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Figure 2.10. Maker unknown, [Tattoosthn], ¢.18961900, hanetolored albumen print,
Philadelphia, Penn Museum.
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Figure 2.11. Kawahara Keiga, Tattooed Man fibrn n b u t, $9th cemtarj, 8unich,
Five Continents Museum. Kobayashi, Jun'ichi, and Keiga Kawaldgsjidai jinbutsu
gachd Tokyo: Asahi Shinbun Shuppan, 2016.
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Figure 2.12. Compiled by John Davis Batche
from Japanese people and vie(@atchelder Album), ¢.1890, Photograph album with
handcolored albumen prints, Washington D.C. Library of Qesg, Lot 9648.
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Figure 2.13. Compiled by John Davis Batc
TAGONOURA, S URJIamAede ptople and vie@atchelder Album),
€.1890, Photograph album with haoolored albumen prints, Washington D.C. Library
of Congressl.ot 9648.
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Figure 2.14. Katsushika Hokuse&én o s hi nden The Paddies of &
( S u n s hshindemjiream Thirty-si x Vi ews of Mount ,EBEuj i ( Fu
183031, Metropolitan Museum of Art, JP1456.
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Figure 2.15. CompiledbyoJhn Davi s Bat chel derJapang¢ ATI VE
people and view@atchelder Album), ¢.1890, Photograph album with hemldred
albumen prints, Washington D.C. Library of Congress, Lot 9648.
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Figure 2.16. Compiled by John Dlaparese Bat c h
people and view@atchelder Album), ¢.1890, Photograph album with hemidred
albumen prints, Washington D.C. Library of Congress, Lot 9648.
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Figure 2.17. Compiled by John'dpa s Bat chel der, i SlapaikRED BRI
people and view@atchelder Album), ¢.1890, Photograph album with hemldred
albumen prints, Washington D.C. Library of Congress, Lot 9648.
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Figure 2.18. Compiled by JohAMAA&aVi s Batc
NAGA S AKI Japdnese paople and vie(@Batchelder Album), ¢.1890, Photograph
album with hanetolored albumen prints, Washington D.C. Library of Congress, Lot
9648.

230



Figure 2.19. Compiled by John Davis Batch
Japanese people and vieyBatchelder Album), ¢.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]Jepanese
people and view@Batdcelder Album), ¢.1890, Photograph album with hantbred
albumen prints, Washington D.C. Library of Congress, Lot 9648.
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Figure 2.21. Compiled by John Davis Batchelder, [Priest] ffapanese people and
views(Batchelder Album), ¢.1890, Photographuatbwith handcolored albumen prints,
Washington D.C. Library of Congress, Lot 9648.
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Figure 2.22. Maker unknown, [Untitled], c. 1890, Photograph album with albumen
prints, Kurokawa Collection, Album 12.
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Figure 2.23. Maker unknowfiJntitled], c. 187690, Photograph album with albumen
prints, Kurokawa Collection, Album 88.
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Figure 2.24. Maker unknown, [Untitled], c. 1890, Photograph album with albumen
prints, Kurokawa Collection, Album 39.

236



Figure 2.25. Adolfo Farsari stigj [Untitled], c. 187@90, Photograph album with
albumen prints, Kurokawa Collection, Museum of Fine Arts, Houston.
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Figure 2.26. Maker unknown, [Untitled], c. 1890, Photograph album with albumen
prints, Kurokawa Collection, Album 63.
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Figure 227. Maker unknown, [Untitled], c. 1870, Photograph album with albumen
prints, Kurokawa Collection, Alboum 16.
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Figure 2.28. Kusakabe Kimbe&latalogue of the Kimbei Photographic Stydidl891
1900, Washington D.C. Smi sidn#&arg RSAAIPE35. Nat i on
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395, Wringing Tea Leaves on | 405, Girl.

the Furnace. {06, ,,
396, Selecting Tea, S. 1 Feeding Silk Worm.
397. Firing Tea. S. 2 do.
398, Girl, S. 3 do.
399, (S, 4 do.
400. Greeting. [S. 5 do.
401, Writing o letter, S. 6 do.
402. Givls Cooling, at Kamo- |8, 7 do.

gawa, Kyoto, [S. 8 do.
403. Girls Playing Flower |S, 9 do.

Cards. S 10 do.

404, Dancing. ‘l/ tﬁZ
@l /)/ el q(;A{ zeitlees
{/)/ L Poq <
(//2/ , M,Z /ibé* ( "ZZ{/}/A

v, / .
{{//’_/Z(/d 0“/“ d ; ((//,‘.{ 0 2 NAAL ZZr.,d_A ——)
(ﬂ’// .{/’ 5 é’/fﬂ» v 55 1/{(:, N(I!_{AJ/
poladaee "/ g2h ;(M‘.L ”'/yz,ﬂ;/i (x,,,,?

Washington
Asian Art, FSA.A1999.35.
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Figure 2.29. Kusakabe Kimbei, Hamditten notes fronCatalogue of the Kimbei
Photographic Studioc.18911 9 0 0 ,

S mi
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Figure 2.30. Compiled by John Davis Batc
TAGONOURA, S URJIamAede pEople and vie@atchelder Album),
€.1890, Photograph album with haoolored albumen prints, Washington D.C. Library
of Congress, Lot 9648.
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Figure2 . 31. Compil ed by John Davis Batchel de
Japanese people and vie(@&atchelder Album), ¢.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 Albeetn d Li | | i an Al IPeotograpfidlbom Ky ot o «
of a trip to Japar(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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Figure233. 06 mpi | ed by John Davis Batchel der
T OK 1 O 0 Japanasarpeople and vie(&atchelder Album), ¢.1890, Photograph
album with hanetolored albumen prints, Washington D.C. Library of Congress, Lot

9648.
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Figure 2.34. M6 HarkslarURI& CCASCAIDAE, 06 from
albumen photographs, ¢.1890, albumen print, Museum of Fine Arts, Houston, 83.273.
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Figure 2.35. Compiled by John Davis Bat cl
Japanese people and vie(@&atchelder Album), ¢.1890 hBtograph album with hard
colored albumen prints, Washington D.C. Library of Congress, Lot 9648.
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Figure 2.36. Compiled by Albert and
Uj i r i WPhotograph albarmof a trip to JapdAllen album), D01, Photograph
album with albumen prints, Philadelphia, Kislak Center for Special Collections,
University of Pennsylvania Libraries, Ms. Coll. 833.

248



Figure 2.37. Kusakabe Kimbei, [Views of Modernization in Yokohama] fraliom of
Japanes&/iews and Genre Scenjes.1890, Photograph album with albumen prints,
Museum of Fine Arts, Houston, 2017.244.
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Figure 2. 38. Kusakabe Kimbei , Albumaof. Rai |l w
Japanese Views and Genre Scgne4890,Photograph album with albumen prints,
Museum of Fine Arts, Houston, 2017.244.
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