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Introduction 
The Art Institute of Chicago houses an impressive collection 

of Early-Modern Japanese print books, yet there is no searchable 
database for these books and the books have not yet been digitized. 
Though the National Institute of Japanese literature (NIJL) hosts the 
Union Catalogue of Early Japanese Books (a searchable database of 
mostly Japanese collections), and the Union Catalogue of Early 
Japanese Books in Europe (an incomplete searchable database of 
European collections only), the Art Institute of Chicago collection is 
not included in either of these databases. 

For many years, Japanese works of art in collections on the 
East coast of America have drawn considerable attention1. The Burke 
Collection (previously in Washington DC, currently in Minnesota)2 
houses a collection of paintings and sculpture that includes many 
examples of Buddhist artwork as well as Japanese paintings, albums, 
and screens by the Tosa School.  The Japanese collection of the 
Boston Museum of Fine Arts,3 which was begun in a large part with 
the collection of Ernest Fenellosa, the first Art History professor at 
Tokyo Imperial University during the Meiji period (1868-1912), was 
recently exhibited in Tokyo and Nagoya showing off a compendium 
of Japanese art including medieval Buddhist art, works by the Kano 
school, and Edo period (1600-1868) screens and hanging scrolls as 
well as swords and kosode. The New York Metropolitan Museum of 
Art4 contains many excellent examples of Buddhist painting as well 
as Kamakura (1185-1333) and Nanboku-chō (1336-1392) picture 
scrolls, screens, portraits of poets, as well as works by the Kano and 
Tosa schools. The Spencer Collection in the New York Public 
Library5 is renowned for its picture scrolls and illustrated books. The 
Sackler and Freer Gallery in the Smithsonian in Washington DC6 is 
likewise well known for Edo period art and illustrated books. 
However, the focus of these surveys of art objects, including hanging 
scrolls , illustrated scrolls , and picture albums , in 
East Coast institutions has left out both printed books and Midwest 
and West coast collections. 

However, the Art Institute of Chicago was not included in the 
“Surveys of Japanese Art Objects in Foreign Collections” (

) performed by the Association of Scientific Research 
on Historic and Artistic Works of Japan and both the art and book 
collections in the Art Institute are relatively unknown. There has been 
some research performed on the art objects in the Institute. In 1973, 
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Donald Jenkins introduced Ukiyo-e masterpieces from the collection 
stating, “It is likely that the Art Institute of Chicago has the largest 
collection of Ukiyo-e in the United States. Even more than the 
famous collections of Japanese artwork in the Boston Museum of 
Fine Arts, in this field the Art Institute of Chicago takes 
precedence.”7 This may have been due to the fact that the Art 
Institute of Chicago purchased much of Ernest Fenellosa’s vast 
collection of Ukiyo-e in 1908.  

In 2002, Tokuda Kazuo introduced the “Sumiyoshi 
Monogatari Picture Scroll” in the Art Institute of Chicago collection. 
Tokuda asserts that this small size picture scroll was produced either 
in the late Muromachi period (1336-1573) or in the early 16th 
century8. The Institute’s scroll is very similar to the fragment in what 
was the Togawa Hamao collection. In 2007, a study of the recently 
discovered “Hyakki Yagyō” scroll was published.9 The Institute’s 
scroll was accepted as the work of Kawanabe Kyōsai. In this research, 
a full explanation of the work was given along with comparison to 
Kyōsai’s other works. In the same year, another scroll the “Jōruri 
monogatari” scroll was introduced. It is likely that the Art Institute’s 
scroll is the work of the atelier of Iwasa Matabei. Fukaya Dai asserts 
that the Institute’s scroll was produced under the influence of the 
“Jōruri” twelve volume scroll (Important Cultural Treasure) in the 
MOA Museum in Atami, Japan. Most recently, in 2010, a detailed 
explanation and research of the Tosa Mitsuoki folding screen 
decorated with maples, cherries, and poem papers was printed. 
According to Tamamushi Satoko, this screen is without a doubt a 
legacy of Emperor Go-mizuno’s consort Tōfukumon-in.   

The Art Institute of Chicago is like the above East Coast 
collections in that it houses an impressive array of Japanese art 
objects. Yet aside from its collection of art, the Art Institute of 
Chicago houses a remarkable library of early modern print books.  

  Research on Early-Modern Japanese books begins in 1916 
with Wada Tsunashirō’s book on Saga-bon print editions of classical 
texts, followed shortly by a similar study by Kawase Kazuma and in 
English, Louise Norton Brown’s encyclopedic book on the history of 
block printing in Japan. Most recently in 2001, Peter Kornicki 
published a comprehensive history of books in Japan. Along with the 
online databases of early-modern Japanese books housed by the NIJL 
(referenced above), Kornicki has also published several catalogues of 
early Japanese books in European collections. In all of these 
publications, the history of Japanese books is treated thoroughly, but 
as there are still new discoveries to be made in the field, there is room 
to revisit this research. 
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Through generous funding from the JSPS Grants-in-Aid 
Research Start-up Grant, I was able to visit the Art Institute of 
Chicago, the San Francisco Asian Art Museum, and the Los Angeles 
County Museum of Art; all famous within America for their 
collections of Japanese art, though perhaps less well known in Japan. 

In the 1920’s, the Ryerson library in the Art Institute of 
Chicago was already known for its large-scale Japanese book 
collection that numbered more than one hundred volumes, many of 
which were related to kimono design.10 In the 1920’s there was an 
article describing the books in the collection.11 In 1931 a descriptive 
catalogue of the collection was printed numbering just under 1,000 
titles.12 Kenji Toda’s catalogue was divided into five groups. The first 
group included 110 books dating from 770 to 1713 with both print 
and handwritten manuscripts. The second group contained 557 titles 
related to Ukiyo-e artists. The third group consists of 85 titles related 
to the Kano school and Sesshū school. The fourth group included 220 
items related to the Maruyama, Shijō, Kishi, and Tani Bunchō 
schools. The final group included 62 books related to kosode patterns 
and flower arranging. At that time, the collection consisted of 1,040 
titles. At the present, the number is closer to 1,760 titles. From the 
1930’s till the 1980’s there seems to be no further research on the 
collection. 

In the 1980’s two studies by Betty Siffert and Cheryl 
Boettcher of the 17th to 20th century kosode pattern books13 brought a 
small fraction of this collection to light. One of the texts mentioned 
by Siffert is the second volume of the Ogurayama Hyakushu 
Hinagata, of which I’ve only located two copies in the world.14 
 
Research Overview 

The first four chapters of this dissertation are presented in 
Japanese. The fifth through eighth chapters are presented in English. 
The contents of the chapters overlap, but in the second through fourth 
chapters the Japanese expands on the work presented in the English 
papers. In the fifth chapter, I trace the origins of Japanese art in the 
western world through the context of World Expositions as well as 
Japanese National Expositions. From this background, I consider one 
of the collections, to be specific the Art Institute of Chicago, which 
houses a library of over one thousand Early-Modern Japanese print 
books. In the first section of the chapter, I discuss the presentation of 
Japanese items at the very first world exposition, the Crystal Palace 
of 1851. From there I continue on to the first time the Japanese 
government organized a Japanese pavilion at France in 1867, first 
entrance by the Meiji government at Vienna in 1873 and finally the 
pinnacle of Japanese participation, the World’s Columbian 
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Exposition in Chicago in 1893. This Exposition had a great impact on 
the people of Chicago and some of the financial backers of the 
Exposition then went on to become prominent collectors of Japanese 
art. Finally, I will discuss the origins of the Art Institute of Chicago 
collection. 

In the sixth chapter, I will discuss the Art Institute prints 
relating to the Thirty-Six Immortal Poets. In the first section, I 
consider the history of the Saga-bon version of the Thirty-Six 
Immortal Poets. In the second section, I will discuss the Saga-bon in 
the Art Institute collection and whether it truly is a first edition. In the 
third section I will discuss the similarities and differences between 
the Art Institute Shunshō version of the Thirty-Six Immortal Poets 
and other extant versions.  

In the seventh chapter, I will introduce female poets from the 
Hyakunin Isshu as depicted in Edo period kosode pattern books. In 
the first section, I will discuss how Izumi Shikibu and Ono no 
Komachi who appear in the 17th century Genji Hinagata are related 
to Noh plays. Though it is said that there are various extant versions 
of the Ogurayama Hyakushu Hinagata, I have only found one first 
volume in the Takeo city Nabeshima library and the second volume is 
in the Art Institute of Chicago.  

In the final chapter, I discuss two of the patterns in the Genji 
Hinagata, one devoted to “Waka Murasaki” and the other to “Akashi 
no Ue.” Previous research has considered these patterns, but I offer 
new interpretation based on the passages of text in the Genji 
Hinagata. First, I will offer a new interpretation of the pattern for 
“Akashi no Ue.” Then, I will confirm that the “Waka Murasaki” 
pattern is related through the use of a purple flower, kakitsubata. 
Finally, I will consider the textual origins of the Murasaki Shikibu 
and Princess Shokushi passages.  
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Chapter 5: Introducing Japan’s Art to the 
World 

Japan’s involvement in 19th century International Expositions 
illustrates the debate between “fine art” and “decorative art” and 
demonstrates the origin of American interest in illustrated Japanese 
books. This debate on art ranged between the hosting countries and 
Japan, but also within Japan itself. In this discussion, I will address 
the debates between fine and applied arts in the contexts of 
international expositions before and after the national exhibitions in 
Japan. I will then trace the origins of a single American collection, 
the Art Institute of Chicago, which houses more than 1,000 titles of 
early modern Japanese books.  

The definition of “fine arts” has been accepted as including 
painting, sculpture, drawing, watercolor, graphics, architecture, music, 
poetry, and dance. In contrast, the concept of “decorative arts” began 
in the post-renaissance era with a distinction that these artifacts were 
created for functional uses as well as for their beauty. Decorative arts 
are commonly thought to include ceramics, glassware, basketry, 
jewelry, metalwork, furniture, and textiles. Even in this distinction, 
the placement of architecture is suspect; for isn’t the primary goal of 
architecture utilitarian? This functional specification runs into more 
trouble when applied to non-Western art. The international 
expositions demonstrate how Japanese art objects were classified 
during the 19th century.  

 
The First Exposition: The Crystal Palace 

Japan did not officially enter the international expositions 
until 1867. Before 1867 there had been numerous smaller “national” 
fairs in Japan, in France, and other Western countries1. These national 
fairs were popular in France as a way to encourage their mechanical 
rivalry with England. England also had mechanical trade fairs. The 
first international World Fair was the Great Exhibition in 1851 at the 
Crystal Palace in London. The Exhibition hall was divided into courts, 
including categories of goods, like machines and cloth, as well as 
areas devoted to a specific geographical region including India, 
France, and others. There was no Japan Court, but a few Japanese 
items were displayed in the Chinese Court. These items were all 
owned individually by merchants who dealt in China and acquired 
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these articles there. There had been no official response from the 
government of China as well, so even the Chinese Court consisted of 
private individual’s collections. In the list of items in the Official 
Catalogue of the Great Exhibition of the Works of Industry of All 
Nations which was published for the London Exhibition, we can find 
several Japanese objects under two categories, “Furniture” and 
“China” with a subheading of “Japan.” In the Crystal Palace itself, 
“Furniture” was located in the middle left of the ground floor. The 
Chinese Court was placed next to the Crystal Fountain and the statue 
of Queen Victoria at the very center of the ground floor.  

Listed under “Furniture, Upholstery, Paper Hangings, Papier 
Maché, and Japanned Goods are the following entries.”2 “Japanned 
goods” are pieces of furniture that have been finished with a type of 
varnish that imitates Asian lacquer. 

Exhibitor Item 
Davies, G. C. Japanned papier maché box. 
Eloure, W. W. Imitations of japan work. 
Scroxton, J. H.  Show goods, used by tea dealers 

and grocers, for decorating shops. 
Vases in tin, ornamented and 
japanned, &c. 

Thomas, R. Decorations for halls and dining 
rooms, in japan, &c. 

 
It is possible that the items listed in the “Furniture” section 

are distinct from items in the China Court as they were not actually 
items from Japan, but English items imitating Japanese styles. The 
following items were listed under “China.” Among various Chinese 
items; the last entry was under the subheading of “Japan.”3  

Exhibitor Item 
H. M. Consul Shanghae, 
Contributed through the Board of 
Trade 

Japanese copper 

Captain Shea A small saucer; specimen of 
Japanese lacquered ware. A cup 
and saucer, specimen of Japanese 
lacquered ware. 
Two japanned chairs of Chinese 
upholstery and lacquered ware. 

Hewett and Co. Japanese ware: Writing desk. 
Box. Work-table and box. 
Cabinet. All inlaid with mother 
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of pearl. 
Copland, Charles, Matt. A. M. Japanese writing desk. 
Rawson, Christopher A japan cabinet. Japan ware. 
Rawson, T. S., Esq. A Japanese inlaid mother-of-

pearl cabinet 
Rawson, C., Esq. A Japanese red lacquered ware 

sweetmeat box, on wheels. Two 
Japanese red lacquered ware 
ornaments. 

Subheading: Japan Red copper from Japan, 
Vegetable wax, Specimens of 
varnish, and a product styled 
coarse silk in the list furnished, 
but supposed to be the fibre of a 
species of cactus. 

 
In this case the use of “japanned” appears to apply to items of 

Japanese origin finished in lacquer. The catalogue produced at the 
time of the exhibition has no pictures so the arrangement and visual 
representation is unclear. From the watercolor painting of the China 
court by John Absolon,4 the China court had many items all stacked 
together without any identifying cards. Nor do we have any 
information on the eventual disposition of these articles. Some may 
have been purchased by the Victoria and Albert Museum (formerly 
the South Kensington Museum) or by independent collectors.  

Even without pictures or detailed descriptions of the Japanese 
items, it is clear that all are luxury items. There are no daily objects, 
no slippers or clothes, such as were displayed in the Chinese Court. 
Though the Chinese Court included trees, plants, and items of 
industry there are only a few items listed in the subheading of “Japan” 
that indicate the natural resources of the country. Almost all of the 
objects presented could be considered “objets d’art.” In other words, 
one of the West’s first introductions to Japan was thus confined to 
objects of precious materials, high skill, and high price.  

A further attempt to include Japan in the international 
exhibitions was attempted by the British minister to Japan, Sir 
Rutherford Alcock; however, he met with no success. Alcock was 
forced to enter his own collection in both the Dublin exhibition in 
1853 and the London exhibition in 1862.5 In the 1853 Dublin Official 
Catalogue of the Great Industrial Exhibition, there were Japanese 
arrows that had been sent to the Exhibition by Her Majesty Queen 
Victoria and the Crown Prince Albert. Among the miscellaneous 
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articles, there was a bottle of japan writing ink owned by T. Conolly. 
There are several items from Japan in the Holland pavilion including 
a map of Japan created in Japan as well as four swords. These items 
were prohibited to sell outside the country and the catalogue notes 
that this fact adds to the value of the items.6 The Holland pavilion 
contained many other items including quite a few musical 
instruments.  

From the Illustrated London News article on “The Japan 
Collection”: 

The King of Holland has liberally sent a fine collection of 
Japanese produce; among them a very beautiful cabinet is 
conspicuous. It is carved, inlaid, and painted in the richest 
style of Oriental Taste. There is also a very good collection 
of native dresses and armour, and some articles of household 
furniture. Some stands to hold umbrellas, the staffs or 
insignias of office, and lanthorns7 made of the dried 
membrane of some animal, and painted grotesquely, are 
curious and characteristic. There are also a large and 
interesting collection of models of native manufacture, 
including one of a pagoda or temple, and another of a 
Japanese first-class war-vessel. A complete case of native 
types, made of wood, takes back our mind to former ages, 
when printing, with all its attendant blessings, was unknown 
among us, and when it is probable the art existed among the 
Japanese in the same state exactly as it exists at present. 
Whilst with us all the wonderful powers of the steam-engine 
can scarcely multiply our printed works fast enough, the 
native printer of Japan, holding the wooden types in his hand, 
stamps each letter slowly and carefully, by the same tedious 
process his ancestors used many centuries ago.  

Among the other principal articles in this collection 
is a case of money, for the most part of a square, oblong 
shape: the smaller coins, particularly the gold ones, are 
neatly stamped, and much better done than a contemplation 
of some of their other productions would have led us to 
expect. The other articles include a pair of scales and 
weights; screens, fans, trays, painted hangings for walls, 
specimens of china, tom-toms, monsters, idols: and, in short, 
a most valuable assortment of the principle articles 
illustrative of the habits and social life of this singular 
people.8 
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The Illustrated London News article gives far more detail than 
the Official Catalogue and gives us an idea of the contemporary 
reaction to the exhibit. It seems as if the decorative arts were not the 
eye-catching items in the 1853 exhibit, rather it was items that had 
never before been seen outside Japan, due to the prohibition on their 
sale outside Japan. The reaction seems to have been very positive, if 
slightly patronizing, when describing the Japanese printing 
techniques. Even though during the 1850’s Japanese prints were 
having an immense impact on the fine arts of the Western World. 
According to Gabriel Weisburg, the term “Japonisme” was fist 
coined in 1872 to refer to the European craze for Japanese art from 
1854 to 1910.9 For instance, it is believed that Ukiyo-e prints had a 
direct influence on Edgar Degas’ nude paintings.  

After the Dublin Exhibition, London again hosted a World 
Exhibition in 1862. According to the Encyclopedia of Interior Design, 
the Japanese exhibit at the 1862 London Exhibition received a highly 
favorable reaction: 

Much attention [at the 1862 London Exhibition] was focused 
on the small Japanese Court. Although some artefacts 
(mostly historical) had been shown at the Dublin Exhibition 
of 1853, this was the first significant public display of 
Japanese decorative art in the West. Assembled by the 
diligent British Consul, Rutherford Alcock, the collection 
consisted chiefly of lacquer, paper, ceramics, and bronzes: 
its modest position within the vast building was greatly 
enhanced by the highly-publicised presence of a delegation 
from Japan, in traditional dress complete with swords. The 
timelessness of Japanese craftsmanship was a revelation: 
Burges declared it “the real mediaeval court of the 
Exhibition”, while William Michael Rossetti pronounced 
that “about the very best fine art practiced at the present day 
in any corner of the globe is the decorative art of the 
Japanese”. The contents of the Japanese Court were 
auctioned after the Exhibition closed, the bulk being bought 
by Farmer and Rogers, who opened an Oriental Warehouse 
in Regent Street, soon employing as manager the young 
Arthur Lasenby Liberty.10 

 
The delegates from the Bakufu’s government who happened 

to be in London at the same time as the Exhibition as well as the 
exhibit itself were portrayed in the Illustrated London News (see 
figures 1 and 2). Contrary to the favorable English reception of the 
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Japan Court, the Japanese Shogunal delegation led by Takashima 
Yūkei noted that the items from Japan were poorly made and the 
arrangement of items was unsatisfactory.11 

The items exhibited in the London 1862 Exhibition were very 
similar to the 1851 Exposition in that there are many lacquered 
objects, but there are quite a few entries of industrial items including 
arms and armor, medicinal supplies, and raw materials including oil 
and timber. The country of Japan may not have directly influenced 
the selection of the materials12, but the 1862 pavilion represented the 
current state of the country as well as the past history of Japan.  

It is notable that with each World Exposition, the Japan court 
received a special section in the newspapers including the Illustrated 
London News. Even multiple pictures of the Japanese pavilions were 
included where other countries had none. The Illustrated London 
News sums up the article on the 1862 Japanese exhibit as follows: 

“On the whole, we cannot examine this curious and 
interesting collection without bringing away the most 
favourable ideas of Japanese skill and industry as applied to 
useful and ornamental manufacture.”13 

 
The following is a list of items displayed in the Japanese area 

from the International Exhibition 1862 Official Catalogue:14  
Exhibitor Item 

Alcock, R., Esq. Included: 191 specimens of 
lacquered ware, “Hakoni” carved 
woodwork, China and porcelain, 
bronzes, buttons, arms and armor, 
bows and arrows, minerals 
including lead and copper, gold, 
silver, and copper coins, Japanese 
paper silks, a Japanese 
encyclopedia, toys, tea, tooth 
blackening powder, etc. 

Hay, Lord J. Gold lacquered luncheon-box 
MacDonald, J. Esq. matchlock 
Vyse, Capt. F.H. Screens and vases, ivory netsuke, 

lacquer cups and saucers. 
Myburgh, Dr. F. G. Japanese medicine and surgical 

instruments 
Crawford, Mrs.  Japanese table 
Copland, C.  Cabinet 
Neave, Mr. Lacquered boxes 
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Remi Schmidt & Co. Raw silks and cocoons, inlaid 
cabinet work and lacquer ware. 
Books, etc. 

Barton, Dr. A. Lacquer and bronzes, swords &c. 
Baring, Messrs. Two polished spheres of rock 

crystal 
Hay, Commodore Lord John, C. 
B. 

Collection of raw silk, weapons, 
oil, timber, mineral ink &c. 

Barnard, J. L. Samples of medicinal oil 
 
Rutherford Alcock prepared his own Catalogue of works of 

industry and art, sent from Japan to introduce his collection more 
fully. Alcock’s objects were placed in nine categories: Lacquer, 
Basketry, Ceramics, Metal, Paper, Textiles, Art, Educational Works, 
and Miscellaneous. The section devoted entirely to Art, which 
consisted of “Works of art, carvings in ivory, wood, paintings, 
illustrated works, lithochrome prints, &c” is particularly notable.15 In 
the preface to the catalogue, Alcock claims that the items included 
are in many cases on par with objects produced in the West, and in a 
few cases more excellent. We may assume that he expected this 
statement to apply to the Art section as well.  

Contrary to the 238 entries in the Lacquer Section and the 
other larger sections, Alcock’s Art category contained less than 20 
entries. However, the entry of ivory carvings contained 25 examples 
and the books exceed 30 volumes. First, two examples of wood 
carving and 25 examples of ivory carving are included. Though 
sculpture holds a subsidiary position to painting in the Victorian 
period, sculpture would still be viewed as a “fine art” by Alcock’s 
contemporaries. There are “specimens of figures by a native artist”.16 
There are also examples of “lithochrome painting” which could be 
paintings produced from engravings or woodblocks or the blocks 
themselves. In any case, this is the first attempt to raise the Japanese 
artistic objects to the status of art objects. However, as we will see, it 
is not until later expositions that Japan’s art is once again granted the 
title of “fine art.”  

Alcock states his opinion on the distinction between “fine art” 
and “decorative art” as it applies to Japan.  

In thus limiting the scope and range of artistic work in Japan, 
I have been careful to guard against any hasty inference that 
“decorative art” should be regarded as something inferior or 
ignoble. On the contrary…no other description of Art can be 
so widely spread, or can exert so beneficial an effect on all 
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classes of mankind; it is the only Art which can be linked 
with every waking hour of our lives, and which can meet us 
at every turn.17  

 
Official Participation in World Expositions 

At the Exposition Universelle held in Paris in 1867 Japan was 
finally represented officially by the Bakufu as well as the domain 
administration of Satsuma and the domain of Saga. Medzini Meron 
describes the wrangling between the two Japanese exhibition officials,  

 
The commission agreed [to allow Satsuma a separate 
pavilion at the Paris Exposition 1867], being more interested 
in universal representation than in internal Japanese 
differences. Trouble followed when another representative 
of the same daimyo [Satsuma], Iwashita Masahira, arrived in 
France and met the bakufu’s chargé d’affairs, Mukuyama, 
who contested the right of Satsuma to have such a pavilion. 
Mukuyama argued that he represented the only Japanese 
government recognized by the foreign powers and that the 
Exposition Commission ought to deal with him alone; he 
threatened that the bakufu would cancel its participation. On 
April 21, 1867, the two emissaries met at the home of the 
Exposition Commissioner, Baron Jules de Lesseps, and after 
a protracted discussion signed an agreement which 
established the bakufu and Satsuma as two independent 
states belonging to a “Japanese Confederation.” Each ruler’s 
flag was to fly over his own exhibit with the words 
“government of the shōgun” on one pavilion, and 
“government of the shōgun of Satsuma” on the other.18 

 
The confusion that Meron recounts regarding the status of the 

various Japanese representatives is evident in the newspaper accounts 
of the day. In Le Monde Illustré, the government of Satsuma is 
labeled as “Taicoun” ( ). An article in Le Monde Illustré details 
the participation of the Satsuma domain. 

Le gouvernement du Taicoun de Satzouma a pris une part 
fort active à l’Exposition universelle. Répondant au 
programme rectracé par la commission française, il expédia 
du Japon même le materiel pour deux maisons, ce sont celles 
qu’on remarque au Champ-de-Mars; pour donner à l’Europe 
un idėe complete de ce que peut être une habitation 
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japonaise il envoya aussi plusieurs petits modèles de 
maisons diverses, modèles executes avec le plus grand 
soin.19  
(The government of the Taicoun of Satzouma took a very 
active part in the Exposition Universelle. Responding to the 
program drawn up by the French commission, the 
government sent from Japan the material for two houses, 
these are those which are to be seen in the Champ de Mars; 
to give Europe a complete idea of what a Japanese dwelling 
might be, the government also sent several small models of 
various houses, models executed with the utmost care.) 

The article in Le Monde Illustré was accompanied by an 
engraving of three women in the house described in the passage. 
However, there is no explanation given in Le Monde Illustré as to 
how the parties from the Shogun, Satsuma, and Saga are related. Le 
Monde Illustré also published a picture of the front of the Japanese 
pavilion on the 12th of October 1867. The front of the pavilion is 
decorated with paper lanterns and two golden shachi ( ) .  

The French organizers issued detailed instructions on what 
should be sent for display, including stipulations that 
ceramics, lacquerware, and metalwork be as large as 
possible, and that vases be displayed as pairs… The Satsuma 
clan sent products from its territories and the Ryūkyū Islands, 
while the Saga clan’s shipment focused on ceramics, 
primarily those for daily use.20  

These exhibits were intended to find out Western reception of 
Japanese items in regards to exports. “Lacquers and large vases 
exhibited by Boku Seikan of the Satsuma kilns were said to have 
received prizes. Other Japanese exhibits won dozens of additional 
awards.”21  

According to Richard Sims,  
What was actually exhibited [at the Paris Exposition] is not 
exactly clear, but one commentator described the Bakufu 
section as ‘literally a revelation’ and stated that Japan had 
‘conquered the world of artists and collectors’, a claim 
which may have been hyperbolic but received some 
justification from the fact that Japan won four of the 64 top 
prizes.22  

 
The reason there is little clarity on the Japanese exhibits is 

that though there is a General Catalogue of the exposition, there is no 
individual catalogue of the Japanese exhibits. In the table of contents 
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of the General Catalogue, both the Empire of Japan and the 
“Principality of Liou-Kiou” ( ) are listed.23 The Principality of 
Liou-Kiou was the name that the Satsuma delegation used for itself to 
distance themselves from the Shogunal Government. In the General 
Catalogue, there are a variety of Japanese items submitted by 
individuals listed. In the first category of “Works of Art,” there is a 
“Vues de Jeddo, au Japon,” from the work “Expédition au Japon et à 
la Chine” by D’Eulenbourg. There were also photographs of 
monuments from China and Japan, multiple entries in the porcelain 
category, as well as various textiles. Clearly, even at this early stage, 
some items from Japan were being considered as works of art. 

Sims quotes Philippe Burty regarding that after 1868 
porcelain and bronze objects bore signs of influence from Japanese 
objects presented at the 1867 Exposition. “…[Burty] noted that 
Japanese inventiveness of approach and unusual design had made 
Japanese cloisonné enamels more artistic than the Chinese and had 
attracted the attention of leading French artists in the field.”24 Gabriel 
P. Weisberg has shown the direct relationship between several 
Western ceramics and the Japanese woodblock prints they are based 
on.25  

Immediately after the Paris Exposition Universelle, the 
Bakufu was overthrown by the Meiji government and moving 
forward the new government intended to actively participate in the 
World Exhibitions and their first opportunity was the Weltasstellung 
in Vienna held in 1873. According to Maeda Taiji,  

[Viscount Sano Tsunetami]…stressed five long-range aims 
in this activity: the introduction of Japanese products abroad 
and the recognition of Japan thereby; the opportunity to 
inspect and study foreign techniques and industrial science, 
with a view to improving Japan’s own products; the 
utilization of this opportunity to effect the establishment of a 
museum and of native exhibitions, for the purpose of 
advancing Japanese science and arts; the employment of 
such a museum for the improvement of Japanese products, 
with particular reference to export; and the investigation of 
foreign prices and ascertainment of just what Japanese 
products would be most suitable for export purposes.26 

 
These five aims refer not only to participating in the foreign 

exhibitions, but also to forming exhibitions in Japan with an aim of 
preparing for foreign exhibitions. This is the genesis of the dialogue 
within Japan as to what “fine art” is and what “decorative art” is.  
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National Exhibitions within Japan 

The criticism and awards garnered at the 1867 exposition in 
Paris incited the Meiji government to sponsor yearly exhibitions in 
many towns throughout Japan, ostensibly to prepare for the Vienna 
exhibition in 1873. “As early as the Paris Exposition of 1867 
Japanese entrepreneurs had noted the possibilities of improving 
Japanese ceramics for export and by the use of European techniques 
and materials…”27 The National Industrial Exhibitions were more 
than an opportunity to prepare; they were an opportunity to apply 
what had been learned at previous exhibitions.  

 Kornicki traces the origins of the national exhibitions within 
Japan to several sources; among them are exhibitions of art and 
calligraphy called shogakai or shoga-tengankai (referring to 
exhibition of new and old works respectively).28 Kornicki also points 
to possible origins in Igaicho (revealings) and Degaicho (tours) of 
temple objects around their local areas and the nation29. These tours 
were an opportunity for the people all around Japan to view their own 
religious (national) treasures. The Shogakai are perhaps closer in 
theme to a “fine art” exhibition. Kornicki outlines the aims of the 
spectators and temples in the Igaicho and Degaicho; spectators were 
rewarded for their devotion, they felt that they were penetrating a 
secrecy (the objects presented were usually not viewable), and they 
were given an opportunity for entertainment. Temples used these as a 
chance to support sectarian propaganda and raise income.30 It is 
possible that aesthetic pleasure may have been a reason for holding or 
attending an Igaicho or Degaicho. In many instances, people may 
have seen ancient roof-tiles, scrolls of the dharma, paintings of 
mandala, and sculptures of the divinities.  

In regards to the National Expositions in Japan between 1871 
and 1903: “The first recorded exhibitions in the Meiji period took 
place in 1871 in Tokyo, Kyoto, and Nagoya… but the only 
exhibitions that have attracted any attention up to the present are the 
five Nakoku Kangyo Hakurankai, or National Industrial Exhibitions, 
of 1877, 1881, 1890, 1895, 1903.”31 The Wakayama prefectural 
authorities sent out the following announcement in regards to the 
planning of their own exhibition in 1872: 

In connection with the Austrian Exhibition, instructions have 
already been received from the government requiring this 
prefecture to search out some strange and unusual things; 
this information has consequently been circulated 
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throughout the prefecture. In order to search out said items, 
it has been decided to hold a small exhibition in the 
prefecture in the near future and to allow even ordinary 
people to see it.32  

According to Kornicki, the officials gave out a list of possible 
entries that included animal, vegetable, and mineral products, craft 
products, and antiques. Apparently, the exhibition visitation was 
hesitant at first, but the “ordinary people” flocked to it in such 
numbers that a great success was had, so much so that “some officials 
from the Exhibition Office in Tokyo… [said] that [the Wakayama 
Exhibition] was by no means inferior to the exhibition being mounted 
in Tokyo.”33  

Unfortunately, there are similar problems in discussing this 
exhibition as there are in discussing the Crystal Palace of 1851. The 
Wakayama catalogue offers only titles, not descriptions, as the 
Crystal Palace catalogue does, and none of the objects can be 
identified with surviving artifacts. The objects listed in the catalogue 
seem to combine Igaicho/Degaicho type objects with the type offered 
at the Crystal Palace. Relics of Hideyoshi, including a statue, 
scriptures said to be in his hand, makie boxes, even a pictorial art 
piece “War painting on screen by Kaihō Yūsetsu.”34 Kornicki states 
that there is no order to the catalogued items, and as the pictures 
taken are only of individual objects, one cannot extrapolate a possible 
“Art” area or if it were simply organized by exhibitor similar to the 
Crystal Palace of 1851. The Nagoya exhibition of 1871 follows this 
same pattern of listing all exhibits by owner.  

Kornicki states that later exhibitions (after the 1873 
Weltasstellung) were forced “to adopt a more sophisticated means of 
classification; this they derived in the main from the categories into 
which Japanese had been fitted at Vienna in 1873 and in Philadelphia 
in 1876.”35 Kornicki states that machinery, agriculture, horticulture, 
and art were separated. This was the first sign that the classification 
of “art” had begun in Japan. 

 
Vienna World’s Fair: First Official Appearance as Unified 

Country 

Where the Bakufu had been perhaps ill prepared and upstaged 
at the Paris Exposition of 1867, the government prepared extensively 
for the 1873 Vienna World’s Fair. They requested exhibits from 
across Japan, asking for each region’s specialty (Nishijin textiles 
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from Kyoto, Arita ware, etc.) and capped it all with one of the two 
Golden Dolphin finials from the Nagoya castle. “The office also 
requested two framed paintings from painters living throughout the 
country; the works were to be created in a realistic style rather than in 
the traditional Chinese-influenced literati painting mode.”36 
According to Ueno Naoteru, in the period between 1867 and 1877, 
“Painting in the Japanese style was, thus, hardly recognized, while 
painting in the Chinese, Nanga Style was seldom more than a hobby 
for Sinologists.”37 Thus we can assume that the “realistic style” 
requested by the officials refers to Western style painting.  

Out of the 70,000 exhibitions at the Vienna World’s Fair, 
“26,002 were awarded prizes, including 217 that went to Japan, 
chiefly for textiles, metalwork, fine crafts, and lacquerware.”38 
Another interesting note on the Vienna World’s Fair is that in 
keeping with the Paris 1867 instructions, objects were large and 
typically arranged in pairs. 

Produced, as they [the exhibits] were, for a yet unknown 
foreign audience, Japan’s exhibits did not necessarily 
represent the peak of Japanese achievement in the arts; yet 
they received a hearty welcome abroad. In particular, the 
numerous medals and certificates awarded for the Japanese 
crafts made a great impression on Japanese officials and 
artisans alike.39 

 
According to W.P. Blake’s report on the Vienna Universal 

Exhibition, over 90,000 kilos of objects were transported to Vienna. 
The Officieller Kunst-Catalog lists the Japanese items shown in the 
Category Objects of Art and Classical Arts: swords, arms and armor, 
saddles, lances, clothing, antique fastenings, screens with paintings, 
temple relics, bronze vessels, stone lanterns, copper lanterns and 
copper dragons and lions. Among the category of Modern Visual 
Arts Japan exhibited paintings on paper and silk as well as painted 
screens of paper and silk. There is also a section devoted to Japanese 
religious art.40 This is the first catalogue where Japanese items are 
included in the specifically art sections rather than in individual 
geographically based pavilions, which we can interpret to mean the 
items were accepted as “fine art.” 

After the Vienna World’s Fair concluded, the items being 
returned to Japan were nearly all lost at sea. The transport ship, the 
Nill ran aground off the Izu peninsula, and though the cargo was sunk, 
much of it was recovered and the lacquer in particular had weathered 
the sinking intact. One of the items recovered, a bookstand, was then 



 161 

sent on to the Philadelphia Centennial Exhibition in 1876 to show the 
durability of Japanese products.41  

At the Philadelphia Centennial International Exhibition in 
1876, the Japanese submitted 7,112 objects in metalwork, 
lacquerware, ceramics, cloisonné enamels, and textiles; paintings and 
photographs were also included.42 However, the Japanese arts were 
not classified as “art,” as they had been three years earlier in Vienna. 
“While most submissions were displayed in the appropriate topical 
venue, Japanese paintings and decorative arts were not shown in the 
Memorial Hall, which served as the art museum, but in the main hall, 
dedicated to manufactured products” 43 According to the Official 
Catalogue of the Japanese Section, sculpture (metalwork, carvings), 
watercolors, painted porcelain, engravings, photographs, inlaid work 
were all displayed.44 The Official Catalogue of the Japanese Section 
is divided into seven categories: metallurgical techniques, 
manufactured products, goods relating to education and knowledge, 
arts, machinery, agriculture, and horticulture. Among the art 
classification, metalwork, carving in wood, ivory and metal, 
watercolors, line engravings, artistic castings, and photographs. 45 
individuals or companies submitted porcelain, and 24 submitted 
furniture done in lacquer. 

Eighty-two items from Japan are included in the “Gems of the 
Centennial Exhibition,” a report on the exhibits published in 1877. 
The author, George Titus, makes the following claims about the 
status of the international recognition of Japanese Art. 

It is easily within the knowledge of the present generation 
when the average conception of Japan, even among educated 
people, was that of a half-barbarous nation…The association 
of Art with Japan and China involved such monstrous and 
grotesque images as served principally to suggest use in a 
collection of ethnic curiosities…The recognition of the fact 
that Japan and China, particularly the former, possess 
schools of Art distinct and noteworthy in themselves, is 
quite recent in Europe and America...It may be noticed that 
the forms in Japanese art, however grotesque or unnatural, 
are marked by amazing vigor and vitality. This is one secret 
of the attainments of this people in purely decorative art. 45 

In the image of the objects, one can see a large 12th century 
bronze vase in the middle surrounded by lacquer cabinets with small 
items, a basket cover for incense, and an ewer. The second 
illustration of the Japanese items depicts a wardrobe a vase and 
bronze vessel. This low bronze vase startlingly depicts the legend of 
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Santa Claus. Titus is consistent in his estimation of Japanese art being 
superior, though easily confused with Chinese art. From his work, it 
is clear that though Titus is impressed with the beauty of the Japanese 
items, he does not consider them “fine art” but rather, as he says, 
“decorative art.” 

During the Centennial Expo, the Japanese also created a 
building for the bazaar in which people were admitted to buy 
Japanese articles. Apparently, the high-priced ceramics did not sell 
well, but the inexpensive items sold quickly. Alongside the bazaar, 
the Japanese dwelling shown here was not open to the public as it 
was the private residence of the Japanese commissioner. Along with 
the image of the private dwelling, the Illustrated History of the 
Exhibition also included several images of the items on display.  

After the Philadelphia Exposition, the Paris Exposition of 
1878 also included a Palace for Fine Arts; the Trocadero Palace was 
completely dedicated to the exhibition of fine arts. This was during 
the peak of the Japonisme craze that lasted from 1854 to 1910. “The 
French government asked the Japanese government to provide a 
display of antique Japanese art for the exposition.”46 The Japanese 
government responded lavishly; following the items’ return to Japan, 
390 antiques that had been shown at the Trocadero were displayed by 
the Tokyo National Museum. “The group included several hundred 
ceramics and various antique bronzes, lacquers, and swords.”47 The 
variety of antiques included Buddhist art, sketches, bronzes, swords, 
textiles, metalwork, and ceramics, similar to all previous exhibitions. 
The Trocadero palace was by no means restricted to ancient art from 
the Western world, for it included modern Western paintings and 
sculpture to proclaim France’s continued preeminence on art.  

In the Catalogue Officiel published by the General 
Commission for the Category 1, Works of Art, several artworks from 
Japan are listed.48 All entries are listed with the exhibitor’s name and 
a description of the objects. Included are oil paintings, lacquers, 
ancient paintings, porcelains, faience, albums of artwork, cloisonné, 
bronzes, ancient sculptures, ivory figures, bronze vases, metal tea 
boxes covered in gold, wooden sculpture, and a screen covered in 
gold and bronze. The objects mentioned included many items 
including lacquers and porcelains that would not have been included 
in the American Fine Arts designation in Philadelphia.  

From the Japanese officials' point of view, however, the 
emphasis of Japonisme on the lowly, comic, and incidental kept 
French, British, and American audiences spellbound by Japanese 
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popular culture, undercutting attempts to have their work accepted as 
fine art in the West.49 
Chicago: A Turning Point 

The next world exhibition took place in 1893 in Chicago 
commemorating Columbus’ discovery of the Americas in 1493. 
Japan’s government felt this was a culmination of Japan’s efforts in 
the Exhibitions starting twenty years prior with the 1873 exhibition in 
Vienna. In a response to the French Trocadero Palace of 1878, the 
Palace of Fine Arts at the Chicago Exposition was the largest art 
museum of its time. The building pictured here was built as the 
World’s Congress Building, which the Art Institute of Chicago took 
over after the fair was complete.  

The 1893 Chicago World’s Columbian Exposition is a 
historic turning point in this discussion for it was at this fair that 
Japan first entered, alone among non-Western nations, the Fine Arts 
hall. It is possible that the US government officials were keenly 
unaware of the lack of distinction in Japan, though it seems likely 
that the tendency of viewing Japanese art as “decorative art” that is 
displayed in Titus’ catalogue was still in place seventeen years later. 
Also damaging to the showing at the Chicago Exposition was that 
there were simply too many objects and that installing them in the 
limited allotted space left the uninformed visitors bewildered.50 
Conant describes the “confusion” of the exhibits; the Fine Arts 
Schools’ students’ works were shown along with samples of 
metalwork, pottery, weaving, and dying in the Ministry of Education 
area. “Screens, scrolls, albums, prints, and printed books were used to 
illustrate musical instruments,… to show early methods of mining…, 
traditional forms of transportation…, and fishing vessels and rare 
aquatic species… Indeed, arts and crafts were to be found in virtually 
all the Japanese exhibits.”51  

For the Chicago exhibition, the Japanese would no longer 
construct teashops or shrines. This time the Japanese government 
constructed a pavilion, the Hō-ō-den, representing early-modern 
architecture similar to what we can find in the reconstructed Nagoya 
Palace today. The post-World War II critic Clay Lancaster, “regards 
the building as more significant and elegant than those at 
Philadelphia and as representing more than a thousand years of 
Japanese architectural development…. which set it apart from the 
‘prosaic exhibition halls behind sham marble fronts.’ Lancaster failed 
to discern that the Hō-ō-Den was as sham as the beaux-arts exhibition 
buildings he decried.”52 As Conant mentions, the Hō-ō-Den was not a 
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building based solely on Japanese principles. Hō-ō-Den was designed 
by Masamichi Kuru, a pupil of J. Conder, an English architect. This 
was one of the first Japanese traditional structures designed by an 
architect who studied Western architecture. It is well known that 
Frank Lloyd Wright was influenced by the Hō-ō-Den. More than fifty 
years after the fair closed, the Hō-ō-Den was unfortunately destroyed 
by fire. 

According to Conant, the Fine Arts exhibit was the most 
successful Japanese endeavor in Chicago. There was some discussion 
prior to the exhibition as to what art should be sent to the exhibition. 

In 1893 the Meiji Art Society made plans for taking part in 
the Columbian Exposition to be held in Chicago; but official 
advice opposed the plan on the grounds that Japanese oil 
painting was still in its infancy… The Society, at any rate, 
angrily withdrew its application”53 

At the previous exhibitions, including the most recent Paris 
exhibition in 1878, the Japanese government had sent antiques, to the 
point that there were worries that Japan’s national treasures might be 
sold out of the country. For the Chicago Exhibition in 1893, the 
Japanese government requested new items inspired by antiques. “The 
idea of making new Japanese objects that were directly inspired by 
older ones was explored at the Chicago World’s fair.”54 

This contrasts what we have learned of Japanese views on art, 
which included “painting-like” ceramics, lacquer ware, and so forth. 
“During the latter half of the nineteenth century the premier and 
predominant art at all international expositions was painting.”55 So 
how is it that when the rest of the world valued painting above all 
else, Japanese officials used Japanese oil painting’s “infancy” as an 
excuse to exclude it? “It is ironic that Japan’s first bid for artistic 
parity should have excluded, by intent or default, those artists who 
could have competed directly with their Western teachers and 
colleagues.”56 Also excluded were female artists, though as Conant 
reminds us, female artists were well appreciated in the West by this 
time.  

Okakura Tenshin’s comments, presented by Conant, on the art 
exhibition are telling. Okakura states that Japanese Western-Style 
painting should not be included for the following reasons. First, 
foreigners had been unable to grasp Japanese painting, which they 
could not distinguish as a fine art. Second, foreigners liked Japanese 
landscapes, flowers and birds, and readily understandable genre 
scenes, so those topics should be exhibited. Third, “given the 
importance that foreigners attach to their picture frames, Japanese 
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paintings should be very tastefully mounted.” 57 Okakura had one 
final, important point, “the Chicago Exposition offered Japan a 
valuable opportunity to convey to Americans the true meaning of 
Japanese art because, unlike the French and English, Americans do 
not yet have firmly established art values.”58 Clearly Okakura had not 
been aware of Titus’ pronouncements on the beauty of Japanese 
“decorative arts.”  

A dialogue between Tejima Seiichi, managing director of the 
Japanese office, and Halsey Cooley Ives, the American Art director, 
allowed Japanese art to be presented uniquely in the Fine Art’s 
pavilion.  

Ives decided that the Japanese government should determine 
the appropriate categories for Japan’s entries as long as they 
met the exposition and art division’s standards. Ives felt that, 
to the greatest degree possible the Japanese displays should 
not lose their distinctive Japanese character, and he hoped 
that the Japanese entries would not overly emphasize 
Western approaches59 

Perhaps it was this, Ives’ attitude towards the correct way for 
Japanese art to present itself, as not too Western, that influenced not 
only Okakura’s comments on America’s impressionability and the 
officials’ exclusion of Western oil painting by Japanese artists.  

According to Nakamura Denzaburō, the Japanese government 
paid half of the cost of production crafts including sculpture. Japan’s 
sculpture represented at the Chicago World’s Fair represents the 
epitome of artistic acceptance. Among the most noted works 
presented was “The Old Monkey” by Takamura Kōun.60 These works 
of art are not in traditional Western materials of marble or stone, but 
in wood. Ueno Naoteru remarks that these are some of the finest 
sculptures of the Meiji period, and they were indeed presented in the 
Fine Arts pavilion in accordance with contemporary and later esteem. 
Chicago represented a turning point. Now with Japan accepted as 
having Fine Art, further exhibitions were markedly different; Japan 
finally began to exhibit her oil painting.  

In Japan, in America, and in all of the nations that held 
exhibitions, each definition of “art” changed slightly. Tastes, personal 
to the officials and nationally shared, varied from country to country. 
It seems that for the most part Japan was taken by other nations for 
what she was, and also accepted her art however un-art-like they 
might think it was. Yet, Western arts done by Japanese remain in a 
confusing state at the close of the 19th century. The fact that Japanese 
officials declined to send them, and that foreigners were completely 
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ignorant that these objects even existed, these actions together form a 
wall around Japanese art that kept it from being acknowledged.  

This was because many Europeans had begun to reason that 
cultural products unencumbered by notions of fine art could avoid the 
unseemly self-consciousness of a modern art that was made "merely" 
to be beheld.61 

Therefore, the antiques that attained the status of being 
displayed in the Fine Arts pavilions of France and America fulfilled 
the European and American desire for art that had been made without 
intention of being exhibited at a World Exposition. Yet this 
expectation was impossible to attain given that after the 1873 
Weltausstellung, the Japanese government requested items 
specifically designed to match the requirements of foreign Exhibition 
officials. 

 
The Legacy of the Chicago Exposition 

The 1893 Chicago World’s Columbian Exposition took place 
during a pivotal moment in Japanese art and book collecting in 
America. The people who supported the Exposition would then go on 
to support the Art Institute of Chicago and its collection of Japanese 
art and books. For example, Martin A. Ryerson, “who made his 
fortune in lumber, real estate, banking, and the Elgin Watch 
Company, contributed generously” to the World Exposition.62 The 
Art Institute of Chicago’s collection of Japanese books is mainly 
based on the collection of Louise Norton Brown and Martin Ryerson.  

When Martin Ryerson passed away in 1932, he was Honorary 
President of the Art Institute of Chicago and had contributed to both 
the Western and Eastern sections of the collection. He is famous for 
the large number of European paintings he donated, including a 14th 
century painting of the Madonna and child that was exhibited many 
times during the early 20th century. Many other exhibitions featured 
items from his collection, including three paintings of the Tosa 
School of chapters from the Tale of Genji.63 Not much is known 
about the origin of Ryerson’s collection, but the items from Louise 
Norton Brown all bear her symbol. Both Louise Norton Brown and 
Martin Ryerson were patrons of Nomura Shōjirō. 

Nomura Shōjirō studied at Greenville High School in Illinois 
in 1896.64 It is possible that at this time he may have seen Japanese 
art at the Art Institute of Chicago and the Hō-ō-Den that had been left 
intact after the close of the Exposition. Martin Ryerson visited 
Nomura in Kyoto in 1921 and his wife even wrote a note in Shōjirō’s 
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guestbook.65 Though Nomura initially had close contact with Chicago 
and prominent citizens like the Ryersons, Nomura became more 
involved with the New York Metropolitan Museum of Art and 
Boston Museum of Fine Art because Helen Benton Minnich, with 
whom he coauthored a book, was at the Metropolitan Museum of Art. 
In addition, another of Nomura’s patrons was Louise Norton Brown 
who sold her entire collection to Martin Ryerson, who then donated it 
to the Art Institute of Chicago in 1926. The book collection was then 
catalogued by Kenji Toda of the University of Chicago and published 
in a catalogue in 1931.66  

The collection of Louise Norton Brown included more than 
seven hundred Japanese and Chinese books. Kenji Toda, while 
studying, them grouped them into five categories. The first category 
of early publications includes about one hundred books that represent 
early printing techniques from the 8th century to the 18th century. The 
second category is popular art books by the Kano school of the 17th 
and 18th centuries. The third category consists of books illustrated by 
Ukiyoe artists. The fourth category contains works by Maruyama-
Shijō and other schools. The final category includes albums by Tosa 
school.67 According to the work of Helen Gunslaus, one of the most 
important items that was in the Louise Norton Brown collection was 
a 1661 ( ) edition of the Osana Genji ( ) from 
Toda’s group one.68 

The original collection of Martin Ryerson consisted of about 
ninety books on a variety of topics including classical and popular 
literature, history, biography, and more. One of the prime examples 
of his collection is a publication of the Tales of Ise printed in 1608. 
According to Toda, there were three versions of this text in the Art 
Institute of Chicago collection.69 Another portion of the Art Institute 
of Chicago book collection, secured by Frederick Gookin, was 
originally owned by Ernest Fenellosa, but passed to Francis Lathrop, 
and finally to Hamilton Easter Field before being purchased by the 
Art Institute of Chicago.70 

The next chapters of this dissertation will deal with several of 
Toda’s categories. The second chapter will deal with books related to 
Kōetsu’s printed Thirty-Six Immortal Poets. Toda categorizes these 
books according to date of printing and school of artists, this research 
will transcend these boundaries to consider the common topic of the 
books, the Thirty Six Immortal Poets. The third and fourth chapters 
will deal with kosode pattern books, which are categorized by Toda 
as group five.
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Figure 1 The Japanese Ambassadors at the International 

Exhibition, from the Illustrated London News May 24, 1862, 18 
 
 

 
Figure 2 The Japan Court in the International Exhibition, from 

the Illustrated London News Sep 20, 1862, 320 
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Chapter 6: The Prints of the Thirty-Six 
Immortal Poets in the Art Institute of 
Chicago 

For years, collections of Japanese art and books on the East 
coast of America have drawn considerable attention. The Burke 
Collection, the Boston Museum of Fine Arts, the New York 
Metropolitan Museum of Art, the Spencer Collection in the New 
York Public Library, and the Sackler and Freer Gallery in the 
National Museums of Asian Art at the Smithsonian Institution in 
Washington D.C. all contain exceptional works of Japanese art and 
print books. However, the tale of Japanese art and book collecting in 
America is incomplete if we do not consider the collections of other 
regions. 

Through generous funding from the JSPS Grants-in-Aid 
Research Start-up Grant, I was able to visit the Art Institute of 
Chicago, the San Francisco Asian Art Museum, and the Los Angeles 
County Museum of Art; all famous within America for their 
collections of Japanese art, though perhaps less well known in Japan. 

This paper will introduce two print books of the Thirty-Six 
Immortal Poets   in the Art Institute of Chicago 
collection, a black and white Saga-bon print from the early 17th 
century and a color Shunshō print from the late 18th century. 

The Thirty-Six Immortal Poets are a grouping of thirty-six 
famous poets designated by the late Heian period (794–1185) 
politician and poet, Fujiwara no Kintō (966–1041). The Thirty-Six 
Immortal Poets include Kakinomoto no Hitomaro from the 
Man’yōshū, Ariwara no Narihira, famous for The Tales of Ise, Ono 
no Komachi, the famous poetess, and Ki no Tsurayuki, the compiler 
of the first Imperial collection of Japanese waka poems Kokin 
wakashū. The thirty-six poets are divided into two teams of eighteen 
poets, the left and the right. Poets from Hitomaro to Taira no 
Kanemori were on the left team and poets from Tsurayuki to 
Nakatsukasa were on the right team. 

This kind of grouping was so popular that several variants 
were created, including the Thirty-Six Female Immortal Poets, a 
group of all female poets, as well as a “Later” Thirty-Six Immortal 
Poets that brought together poets of the centuries after Kintō had 
passed away. Pictorial depictions of these groups of poets became 
popular in the Edo period (1600–1868) taking many forms, including 
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paintings pasted to albums or standing screens and print books. In the 
two books this paper will introduce, each of the thirty-six poets is 
illustrated with a single poem of theirs next to or above them. 

 
1. Saga-bon: The First Illustrated Print Books 

The first text I will discuss is a Saga-bon version of the Kintō 
Thirty-Six Immortal Poets. More than simply beautiful print books, 
the Saga-bon are the earliest printed non-Buddhist illustrations of 
Japanese literature.11 Although many extant copies of these Saga-bon 
print books are held in American institutions, English language 
research on the Saga-bon print tradition is still limited. In discussing 
the Saga-bon print books in the Spencer Collection of the New York 
Public Library, Uhnsook Park describes the Saga-bon thus; 

Sagabon is the best known and most influential genre of 
movable type books in the early Edo period. The name Saga 

, is applied to a collection of at least thirteen titles of 
Japanese classical literature in various editions, printed by 
Hon’ami Kōetsu   and Suminokura Sōan [sic] 

 at Saga, near Kyoto, a village where Sōan [sic] 
lived and worked. These works were produced in the years 
1608 to about 1624. They were noted for lavish attention 
given to the quality of their paper, binding, calligraphy, and 
overall appearance. Consequently, the Sagabon are works of 
great beauty.2  

The Saga-bon print collection created by Kōetsu includes 
editions of the Ogura Hyakunin Isshu (One-hundred Poets, One Poem 
Each), the Kokin Wakashū, The Tale of Genji, and The Tales of Ise, 
as well as the Thirty-Six Immortal Poets, among other works. Kōetsu 
designed the first printings himself, but they were so popular that 
dozens of copies and forgeries were created. As Uhnsook notes, the 
name of these printed books, Saga-bon, comes from the fact that the 
workshop of Suminokura Soan was located in a suburb of Kyoto 
named Saga. 

The Saga-bon genre was first defined in Japanese scholarship 
in Wada Tsunashirō’s book, titled Sagabon-kō (Research on the 
Saga-bon), published in 1916. Wada identified two copies, a “large 
copy” and a “medium copy” of the Saga-bon Thirty-Six Immortal 
Poets, but did not give the current locations of these extant books. 

Wada specifies the size of these copies as below.  
Large copy: 
Page = L33.94×W24.54 
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Image boundary line= L29.09 ×W21.82.  
Medium copy: 
Page = L28.48×W21.51 Image boundary line = 

L26.06×W18.48.3 
In both Saga-bon zu kō (Research on the Saga-bon Images) 

and Kokatsujiban no kenkyū (Re- search on Old Moveable Type 
Books), Kawase Kazuma classifies the copies of the Saga-bon Thirty-
Six Immortal Poets into two types and three sub classes.4 

 
Type 1 

A) Books that have multi-color gubiki5: Tenri University Library 
Scroll (previously held by Yasuda Bunko)  

B) Books that have single-color gubiki: Ochanomizu Seikidō 
Bunko (which has been colored with pigment and gold 
paint)  

C) Books that have plain paper with no gubiki: Tōyō Bunko  
Type 2 

A) Reproductions:  (a) Yasuda Bunko (status unknown) 
 (b) Tōyō Bunko 

 
The books in Type 1 are all from the same wooden print 

blocks, so the size of their pages is roughly the same. The books in 
type 2A are newly created imitations of the original print blocks of 
the type 1A, B, C books, so they are larger or smaller than the books 
in type 1. At the time of Kawase’s research, the only texts he was 
aware of were those in Japanese institutions. Many extant copies of 
the books in overseas collections had not yet been identified. His list 
has been added to and edited by later scholars based on new findings. 

In Kasen’e of the Edo Period (1600–1868), Suzuki Jun 
compiled an exhaustive list of the extant Saga-bon versions of the 
Thirty-Six Immortal Poets, which has significantly modified 
Kawase’s original classification. The “large copy” described by 
Wada appears to be that of Suzuki’s “first printing”, and the “medium 
copy” might be those Suzuki designated as “reproductions type 2.”6 
Sizes were not included in Suzuki’s article. 

First Printing: 
1) Sackler & Freer Gallery (H32.9 × W24.9)  
2) Tōyō Bunko (copy 1) (H32.6 × W24.4)  
Second Printing: 
3) New York Public Library (H33.3 × W24.7) 
4) Ochanomizu Seikidō Bunko (H33.03 × W25.0, border 

dimensions: H29.69 × W22.57)  
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5) Tenri University Library (H33.5 × W50.2, border dimensions: 
H29.5 × W22.5) (previously held by Yasuda Bunko) 

6) Harvard University Museum (H34.5 × W24.1)  
7) Sackler & Freer Gallery, Pulverer Collection (H31.5 × W23.9)  
Reproductions Type 1: 
8) Boston Museum of Fine Arts (H30.7 × W23.8)  
9) Tokyo Metropolitan Library  
10) Tōyō Bunko (copy 2)  
11) Tokyo University of the Arts Library (missing some pages)  
Reproductions Type 2: 
12) National Diet Library (border dimensions: H29.1 × W22.8)  
13) Waseda University Library  
14) Tōyō Bunko (copy 3) 

 
2. Art Institute of Chicago’s Saga-bon 

To Suzuki Jun’s list, I would add the Art Institute of 
Chicago’s Saga-bon book. The Chicago Saga-bon has a dark blue 
cover with a hand painted label “ ” (Sanjūrokkasen 
shoga, Paintings and Writings of the Thirty-Six Immortal Poets). The 
prints themselves are on fragile, thin paper that has been pasted to 
thick white paper. The Chicago text is H35.5 × W25, border 
dimensions: H29 × W22.6, and is very close to the dimensions of the 
New York Public Library and the Harvard University Museum books. 
The Chicago Saga-bon has no preface and begins on the first page 
with the poet Kakinomoto no Hitomaro, continues through the first 
eighteen poets for the left team followed by all eighteen poets from 
the right and concludes with the poetess Nakatsukasa. The original 
Kintō order of the poets alternated poets from the left and right teams, 
and some reproductions (like the National Diet Library book) of the 
Saga-bon were rearranged to follow the Kintō order. 

The cover of the Chicago book is not likely the original and 
the binding has been re- placed. The title slip “Sanjūrokkasen Shoga” 
is almost certainly an addition from 1851 when a post script slip was 
attached to the inside of the back cover. The slip, originally in 
Japanese, reads; 

Text by Honami Kōetsu, Posthumously known as Kōan. 
Images by Kanō Motonobu, known as Kohōgen. Offered in 
Spring, Kaei 4 (1851), year of the metal boar. 70-year-old 
Fujita Nagatoshi. 

As Kōetsu lived 1558–1637 and Motonobu lived 1476–1559 
it is unlikely that Motonobu was the artist for this particular book; 
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moreover, it contradicts the accepted belief that Tosa Mitsushige 
(1496–?) was the artist for the Saga-bon Thirty-Six Immortal Poets. 

According to Kenji Toda, the book in question is a slightly 
damaged copy of the text in the Freer Gallery. 

Professor Koreshirō [sic] Wada in his book Sagabon-Kō, 
mentions two publications of this work on Sanjūrok-kasen. 
One corresponds to this book in our collection, and the other, 
according to his description is a book of smaller size with 
the plates reduced and altered in parts. We learn from 
Professor Wada that the illustrations have been considered to 
be by Tosa Mitsushige, the son of Mitsunobu. The Freer 
Gallery has in its library a perfect copy of this book, 
probably in its original condition; it measures 33×25 cm. 
The size of the blocks is the same as in our copy. Slightly 
tinted papers of yellowish and brownish shades are used 
interleaved with white papers. The sheets are not numbered, 
and there is no other inscription, excepting the names of the 
poets and their poems. The writings are judged to be copies 
made after Kwōetsu’s own calligraphy. Compared to 
illustrations of the Ise Monogatari, the illustrations of this 
book show much more elaborate work in engraving.7 

If the Toda is correct, then this item should be correctly 
classified as either a first printing or a second printing. As the paper 
is currently in very bad condition, it is hard to tell if there was 
originally colored gubiki or white gubiki on the pages. Given the 
slight color variation, it may be possible that at one time there was 
colored gubiki on the pages, or at the very least white gubiki that has 
been rubbed away on certain pages. 

Kasen’e of Edo Period, edited by Suzuki Jun, reproduces the 
entirety of the Saga-bon printed book of the Thirty-Six Immortal 
Poets held in the Arthur M. Sackler and Freer Gallery of Art in the 
National Museums of Asian Art at the Smithsonian Institution in 
Washington D.C. This enabled me to compare each picture in the 
Chicago Saga-bon (figure 4) to the Freer book (figure 3). Upon close 
inspection of the calligraphy and images, it is clear that the Chicago 
Saga-bon did not come from the same printing block as the Freer 
gallery book. I also compared the Freer and Chicago books with a 
reproduction (from an imitation block) housed in the Iwase Bunko 
Library of Nishio City, in Aichi prefecture (figure 5). Close 
inspection of other versions, including the Boston and Harvard 
versions lead me to conclude that the Art Institute of Chicago version 
is actually related to the Harvard version.  
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Though many of the men portrayed in the Saga-bon Thirty-
Six Immortal Poets wear simple garments, several of the men sport 
intricate patterns and the women’s kimono all feature minute floral 
designs. In the poetess Nakatsukasa’s image, it is clear from the 
details of her kimono pattern that the Freer and Chicago images came 
from nearly the same block. Upon close inspection, the Iwase Bunko 
book proves to be a less detailed reproduction and not a reprint using 
the same block. 

For example, in the design for Nakatsukasa’s kimono in the 
Freer and Chicago books, there is a linking hexagonal design with a 
thick exterior line, a thin interior line, and four dots in the center. In 
the Iwase reproduction, the hexagons have two lines of roughly 
identical thickness, the hexagonal shape is distorted in areas and 
instead of dots, there are lines or, in some cases, scrawls within. Not 
only the size of the blocks, but also the matching details down to the 
tiniest of lines implies that the Chicago book is from the same 
original block as the Freer book, confirming the suggestion made by 
the Art Institute of Chicago notes. Suzuki Jun notes there are four 
items though which the Freer and Harvard versions can be 
differentiated. One is the collar of Korenori, the Freer version has two 
collars, whereas Harvard, Chicago, and Boston have only one. 
Another point is that the Motozane poem was incorrectly written as 
“makine” instead of “kakine.” It appears that either the Harvard 
version was corrected, and the Chicago version matches.  

In terms of present condition, the very fragile pages of the 
Chicago book have been re- mounted on sturdier pages. The Chicago 
book does have water mark discoloration, a few places where the 
block did not print fully, some ink stains, and a few places where the 
paper has been worn away, but it seems to be in better condition than 
several of the other books in Suzuki’s list. Using the online images 
for the Harvard book, the Harvard book seems to have been printed 
after the Chicago book as the images are fairly fuzzy due to the block 
having worn away or the block not being pressed against the paper 
correctly.8 

The Art Institute of Chicago Saga-bon is an extremely rare 
copy of the Thirty-Six Immortal Poets Saga-bon printed book and is 
likely one of the first copies of the second printing. Further study 
must be undertaken to compare this copy with the first editions as 
well as the second editions in both Japanese and American 
collections. 

The fact that five of the 14 copies listed by Suzuki are held in 
American collections proves that collectors from all over the United 
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States were eager to own one of the Saga-bon books, and moreover 
one of the Thirty-Six Immortal Poets. The Art Institute of Chicago 
Saga-bon Thirty-Six Immortal Poets must be added to the list of 
extant copies, and its existence is indicative of the quality of the 
books in the Art Institute of Chicago’s collection. 

 
3. The Art Institute of Chicago Shunshō Print: A Brilliant 

Reproduction 

Second, I would like to introduce a late Edo period edition of 
Shunshō’s Thirty-Six Immortal Poets. Katsukawa Shunshō (1726–
1792) was a leading ukiyo-e  painter in the mid Edo period, and 
collections from across the United States are filled with his prints. 
The Art Institute of Chicago alone holds nearly 600 of his prints. To 
my knowledge there are eleven copies of Shunshō’s Thirty-Six 
Immortal Poets, of which five are in American and British 
collections.9 

Extant copies (in alphabetical order): 
1) Boston Museum of Fine Arts copy 1 (from the 

Spaulding collection, donated in 1921) 
2) Boston Museum of Fine Arts copy 2  
3) British Museum copy 1  
4) British Museum copy 2 (from Arthur Morrison, 

acquired 1906)  
5) Freer Gallery Pulverer Collection  
6) Saigū Historical Museum  
7) Sankō Library  
8) Shimane University Library  
9) Tenri University Library  
10) Tokyo Metropolitan Library Kaga Library  
11) Tōyō Bunko 

In the Art Institute of Chicago book, an incorrect colophon 
was pasted to the back of the book, naming it as the Nishiki 
Sanjūrokkasen. However, the Nishiki Sanjūrokkasen was actually a 
depiction of the variant Female Thirty-Six Immortal Poets, not the 
original Kintō selection of male and female poets. On the last page of 
the Chicago book, an advertisement for the Shunshō print edition is 
seen next to the bibliographic information for the Nishiki 
Sanjūrokkasen. The advertisement, originally in Japanese, reads; 
“Color print illustrated text. Text by Sayama-Sensei, Thirty-Six 
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Immortal Poets. One volume. Images by Katsukawa Shunshō. Printed 
in the previous year.” 

The colophon for the Nishiki Sanjūrokkasen claims that the 
manuscript or print bocks were completed in Kansei 10, the year of 
the earth horse (1798) and published in Kansei 13, the year of the 
metal rooster (1801). Which would suggest that the Shunshō print 
was published in 1800. According to the colophon of the Boston 
Museum of Fine Arts book, the Shunshō print book was originally 
produced in 1789. Given that the Boston version of the text was 
likely printed in 1789 and Shunshō died in 1792, it is possible that the 
Chicago text was a posthumous commemorative reprint edition 
featuring Shunshō’s artwork. 

The Boston Museum of Fine Art book (Accession number 
2006.1804) may be taken as a representative of the original printing. 
The inside of the front cover of the Boston book is eggshell paper 
with gold and (imitation) silver flake followed by a nine-page 
introduction in flowing kana script (sōsho). On the 9th page (left 
side) Fujiwara Kintō is depicted at his writing desk formulating the 
Thirty-Six Immortal Poets, this is followed by one more page of 
introduction by the artist Shunshō. Finally, on the 10th page (left 
side) the first poet, Hitomarō, is depicted in black and sepia. His 
poem is depicted on the reverse of his page with a light sepia toned 
watermark beneath the printed poem. The rest of the book follows 
this pattern with the poet on the left and her (or his) poem on the 
reverse side of that page. 

In contrast to the Saga-bon, which imitated classical costume 
and postures, the Shunshō depictions of the poets are in a more 
contemporary style. The fine and delicate lines indicate great 
improvement in printing techniques since the Saga-bon texts were 
produced. Some of the men are in traditional court costume or 
hunting attire, but several are portrayed standing, which is unseen in 
the Saga-bon version. Likewise, the women are portrayed in an 
ukiyo-e fashion. For instance, Ono no Komachi is standing like 
women in the bijin prints that Shunshō was so famous for. 

The Chicago Shunshō book takes the original printing typified 
in the Boston book and revolutionizes both its format and color 
scheme. The Chicago book is a folded print (like an accordion) rather 
than bound pages like the Boston book. The cover of the Chicago text 
is a multi-color depiction of a flowing stream lined with pines and 
plum trees. The inside of the front cover is a multi-color watermark 
and the introductory pages have been removed or were never 
included. The first page is the depiction of Fujiwara Kintō, however 
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the reverse of his page is not the introduction by the artist Shunshō, 
but the poem by the first poet Hitomaro, so that the poet Hitomaro 
remains on the left, but Hitomaro’s poem is visible on the right side. 
In the Chicago book, when you open to a page you see both the 
poet’s image as well as his or her poem on the facing page, rather 
than the reverse as in the Boston book. As mentioned previously, the 
original Kintō order of the poets alternated poets from the left and 
right teams. The Boston copy of the Shunshō print follows the 
original Kintō alternating left and right pattern, but the Chicago 
Shunshō book, like the Chicago Saga-bon, has all the eighteen poets 
of the left team first followed by the eighteen poets from the right 
team. 

Where the Boston text has mainly plain paper underneath the 
poems, each poem in the Chicago book is printed with varying multi-
color watermarks. The watermark continues onto the upper edge of 
the left side of the page above the image of the poet. Even the colors 
in which the poets are printed have been injected with more vibrancy. 
In the Boston book, Ariwara no Narihira is slightly demure in a beige 
hunting cloak and patterned pants, in the Chicago book his hunting 
jacket has become a brocade of green and brown while his pants have 
been printed in maroon and gold. 

The second edition in the Boston Museum of Fine Arts 
(Accession number 2006.1803) is similar to the Chicago book in that 
some pages have watermarks. For example, on Saigū Nyōgo’s page, 
the Boston book (figure 7) has a watermark of four layers of pink 
clouds under the poem, which echoes the gradation of pink to white 
and pink again on the curtains. The curtains in the Chicago book 
(figure 6) have been printed in purple at the top fading to white then 
to rose echoed by the watermark on the facing page, purple at top and 
salmon and rose at the bottom. Saigū Nyōgo’s clothes are nearly 
identical in both books, she wears an over garment of light pink 
patterned with darker pink flowers, the layered garment underneath 
features roundels of flowers done in yellow and orange. The only 
difference is the undersides of the sleeves in the Chicago book are 
purple where the Boston book are white. 

The Chicago Shunshō book may be a later reprint, perhaps 
even later than the colophon would suggest, but the blocks clearly 
match and the rich colors bring new energy to the designs. 

The two printed books, the Saga-bon and the Shunshō book 
exemplify strikingly different traditions of Japanese Edo period print 
culture, but they are linked as reproductions of the Thirty-Six 
Immortal Poets. Moreover, the very order of the poets in the Chicago 
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books is an uncanny coincidence. Both books follow the variant 
tradition of having the left team followed by the right, unlike the 
original Kintō order that alternates. In other editions of the Saga-bon 
as well as the Shunshō print in the Boston Museum of Fine Arts and 
others, the Kintō order is followed. 

The Saga-bon itself is an exceptionally valuable find as it is 
one of less than ten copies of the original printing using the original 
blocks. Though the corresponding texts in the Spencer Collection in 
the New York Public Library, and the Sackler and Freer Gallery are 
more well known, the Chicago text is no less significant. 

There are hundreds of other Edo period printed books in the 
Art Institute of Chicago collection. From my limited study of just a 
few of the books in this enormous collection, it is clear that the 
collection contains many more unexpected and exciting treasures 
which deserve to be included in the wider awareness of Edo period 
print culture. 
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Figure 3 Saga-bon Thirty-Six Immortal Poets, Nakatsukasa (Freer) 
Freer Gallery of Art | Arthur M. Sackler Gallery Library, 
Smithsonian Libraries: Special Collection 754.7 .S23. 

 
 

 
Figure 4 Saga-bon Thirty-Six Immortal Poets, Nakatsukasa (Chicago) 
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Art Institute of Chicago. Photograph by Cristina Hirano. 

 
Figure 5 Saga-bon Reproduction, Iwase Bunko. 
 

 
Figure 6 Katsukawa Shunshō’s Thirty-Six Immortal Poets, Saigū no Nyōgo 
(Chicago). 
Art Institute of Chicago, photograph by Cristina Hirano.  
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Figure 7 Katsukawa Shunshō’s Thirty-Six Immortal Poets, Saigū no Nyōgo 
(Boston). 
Photograph © Museum of Fine Arts, Boston.
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Chapter 7: The Influence of Noh Plays on 
Kosode Patterns in the Genji Hinagata  

 
 

The use of allusions to literature in Japanese clothing began as 
early as the Heian period (794-1185).1 In the literature of that period 
there are multiple descriptions of women wearing clothes decorated 
to allude to classical Japanese and Chinese poetry. Though none of 
these garments exist today, it is clear that women’s clothing of the 
day was used similar to other art forms, lacquer and painting for 
example, to depict classical themes. After the Heian period, there is a 
gap in the history of allusive designs in Japanese clothing. Yet, in the 
Edo period (1600-1868) this allusive strategy appears again. Naomi 
Noble Richard states that “it was an indication of refinement and 
cultivation to ornament one’s clothing with motifs drawn from this 
body of literature that alluded aptly to one’s situation or frame of 
mind or to the occasion on which the garment was to be worn.”2  

There were a variety of factors leading to the change in 
fashion starting in the early Edo period (1600-1868), specifically in 
the Kanei period (1624-1644): Dyeing methods, the availability of 
cotton, a rapid advancement in weaving techniques, transport, as well 
as the sudden economic power of the merchant class. Another factor 
was the improvement in printing technology.3 All of these factors 
lead to the development of printed hinagatabon pattern books bought, 
read, and enjoyed by all strata of women. The garments depicted in 
the pattern books were called kosode in the Edo period; a T-shaped 
garment that would one day evolve into the modern-day kimono.  

The origins of the genre of kosode pattern books begins, 
according to Nobuhiko Maruyama, with two prototypes. The first is a 
hand drawn book of patterns created by the Kariganeya kosode 
dyeing family in 1661, the Kariganeya zuan-chō. The second is a 
printed woman’s education book titled Onna kagami (1652) that had 
several kosode printed in it.4 Ken Kirihata traces the origins of 
literary allusions in kosode to the Kariganeya zuan-chō. Among the 
patterns included are several with characters written on the kosode. 
Kirihata believes that it is unlikely that the characters had a deep 
connection to the pictures in the patterns, but it is evident that there is 
an attempt to give further meaning to the pattern.5 Printed in 1666, 
the first extant printed kosode pattern book, Ohinagata, contains even 
more patterns alluding to classical poetry and tales. In the Ohinagata, 
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there are four patterns labeled “Genji,” referring to the Tale of Genji, 
but they are not depictions of a specific scene, rather they are generic 
figures in a classical setting.6  

Along with classical poetry and tales, Noh plays seem to have 
been an especially popular theme for Edo period kosode. Noh itself 
has a close relationship with classical literature as many Noh plays 
are based on episodes from Heian period sources. Though kabuki is 
often thought of as the representative dramatic art in the Edo period, 
Noh was a vital part of popular culture. There is a passage in Ihara 
Saikaku’s The Eternal Storehouse of Japan (1688) that demonstrates 
the fact that Noh chanting was a common pastime. Saikaku warns 
that chanting loudly will bother your neighbors, but reciting songs 
learned in one’s youth quietly is admirable because it does not cost 
any money.7  

The connection between Noh plays and kosode patterns 
begins at the start of hinagatabon printing. Mie Kodera identifies at 
least fifteen different patterns meant to represent Noh plays in 
Ohinagata.8 Naomi Noble Richard introduces a unique kosode in the 
Metropolitan Museum of Art collection that is inspired not by a 
single Noh play, like the patterns in Ohinagata, etc., but by three or 
four different Noh plays. As Richard points out, this kosode must 
have been created for a Noh aficionado.9  

Research by Takako Endō and Toyoaki Watanuki has found 
more than 440 designs based on Noh plays from nearly every kosode 
pattern book in the period between 1666 and 1800.10 Among these 
patterns the most popular motif was that of the “Azuma kudari” 
(travels to the East) from the Tales of Ise which is depicted in the 
Noh play “Kakitsubata.” There are more than one hundred patterns 
with the motifs of bridges, kakitsubata rabbit eared iris, rivers, and/or 
marshes. The second most popular motif was “Kikujidō” with ninety-
six patterns and “Chikubushima” with thirty-seven patterns. In the 
Genji hinagata itself there are three patterns that depict the “Azuma 
kudari” as well as patterns that represent the Noh plays “Shakkyō,” 
“Yuya,” “Izutsu,” and “Tokusa momiji-gari.”  

As previously mentioned, the book printing technology that 
suddenly improved in the early 1600s created a boom of printed 
classical literature available at all price ranges. In the 17th century, 
starting with movable-type editions, many versions of the Tale of 
Genji were printed. Along with movable-type editions with and 
without pictures, there were texts with commentaries and digest 
versions. All of these three types were published during the first half 
of the 17th century.11 Along with printed editions of the Tale of Genji, 
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there were editions of the Tales of Ise, collections of Noh plays and 
more.  

Publishers who printed kosode hinagatabon also published 
fiction (kana-zōshi) and books intended to educate women. Moreover, 
authors often wrote in all three genres. Therefore, it is unsurprising 
that the editions of print versions of classical literature would then 
have influence on kosode patterns. The Tales of Ise, for example, was 
published as soon as the first decade of the 17th century and many 
more times over the Edo period. Endō and Watanuki demonstrate that 
the print images of one of the most famous passages from the Tales 
of Ise actually influenced kosode patterns. During the 1760s, pictures 
of the “Azuma kudari” episode, where the main character composes a 
poem on kakitsubata rabbit ear iris while standing next to the 
yatsuhashi bridge, 12 do not depict the bridge itself. During that same 
period, kosode patterns also do not include the bridge.13 

During the height of kosode pattern books popularity, there 
were some detractors as well. First, there was Ihara Saikaku, who in 
his Eternal Storehouse of Japan wrote that hinagatabon were a 
symptom of the immoral ostentation of women’s dress. Moreover, 
there were sumptuary laws enacted every few years that attempted to 
reign in the clothing expenditure of people from the Emperor’s wife 
all the way down to the servants of merchants.14 In 1683 alone, there 
were seven laws enacted that restricted the use of materials including 
thin silk crepe, embroidery, and kanoko shibori (dapple tie-dye).15 As 
we will see, each of these techniques is suggested in a pattern book 
published just four years after the law was passed.  

This pattern book published in 1687 was titled Genji 
hinagata.16 In the preface the book is referred to as Genji hiinakata 
and in the post-script it is referred to as Genji hiinagata, for 
simplicity this paper uses the title Genji hinagata. This pattern book 
takes the name of the famous Tale of Genji as it contains patterns 
meant to portray women characters from the Tale of Genji. The Genji 
hinagata was published in three volumes, the first has 29 pages, the 
second 28, and the third has 30 pages. This kosode pattern book has 
139 designs, among which 27 are inspired by characters from 
classical Japanese literature, including the Tale of Genji, and 
historical women. The left-hand page contains a picture of the woman 
and the right-hand page consists of the pattern inspired by the woman 
and instructions for constructing the kosode. Each woman is depicted 
wearing the kosode she has inspired. Above the picture of the woman, 
the left-hand page contains a passage introducing the woman. Each 
woman is separated by four non-related patterns. 
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A person going by the name of Katōshi Yoshisada (
) wrote the preface of the Genji hinagata, though it is not clear if 

this was the author of solely the preface or also the passages or the 
artist of the patterns. The publisher is listed as Bundaiya Jirobee (

)17 and this name does appear on some other books 
related to women’s education. We do not know exactly who bought 
these kosode pattern books, but they were likely to be women who 
had enough literacy and cultural literacy to both read the book and 
understand the allusions in the kosode patterns. For the Genji 
hinagata that bar must have been slightly higher as it was not simply 
the visual patterns the reader must interpret, but the written passages. 
Ayaka Baba suggests that the characters written on the patterns imply 
a level of literacy not only among the women wearing the kosode, but 
also among the tradespeople who created the kosode.18 Possible 
readers would include women of the wealthy merchant class, but also 
the daimyo class and women of the Shogun’s household who were 
also very well educated. 

There are eleven female characters from the Tale of Genji in 
the Genji hinagata, including Genji’s mother, the Kiritsubo Intimate, 
as well as his best beloved wife, Waka-Murasaki. Along with these 
women from the Genji, there are four women from the Tales of Ise. 
The rest of the women come from the Taiheiki and the Tales of the 
Heike and historical sources. Among these women, five are also 
notable for being poets chosen in the Hyakunin isshu (One Hundred 
Poets One Poem Each Collection): Princess Shokushi, Izumi Shikibu, 
Koshikibu no Naishi, Ono no Komachi and Murasaki Shikibu. 

The Genji hinagata is the only book from the Edo period that 
combines both historical and fictional women. For example there are 
several contemporaneous compendia of historical women, including 
Famous Women Compared in Love ( , 1681), which have 
short passages introducing famous women. There are also many 
Genji digests printed during the same period as the Genji hinagata, 
including the Genji kokagami printed various times throughout the 
17th century, the most popular version in 1657, which describe the 
Tale of Genji in synopsis form. The Genji hinagata is different from 
Genji digests as well because they are focused on explaining the plot 
and the Genji hinagata is focused on introducing characters. The 
passages that describe characters from the Tale of Genji reference 
passages throughout the tale relevant to the character. Therefore, the 
Genji hinagata occupies a unique space as a type of Genji digest, a 
compendium of famous women, and a kosode pattern book.  
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Habu Kiyo, in researching the Yūgao pattern in the Genji 
hinagata, affirms that the charm of the Genji hinagata is that it lets 
readers live vicariously through the characters. The reality of the 
garment’s images invites the reader to step into the tale’s world. The 
very act of wrapping oneself in the kosode is an act of imitating 
another person or thing. The key point of the Yūgao pattern, for 
instance, is that though she is in the Tale of Genji for only a short 
while, her fate pulls at the reader’s heartstrings.19 This makes for a 
compelling pattern. Amanda Stinchecum describes two extant kosode 
in the Nomura collection that are decorated with similar motifs, 
referencing a group of poems in the Tale of Genji that infer that the 
recipient has been unfaithful. For a woman to wear a beautiful kosode 
“illustrating an image so closely connected with the theme of betrayal 
and infidelity suggests a delicious sense of irony communicated 
between the wearer and observer.”20 Some women may have worn 
these patterns for the sense of living a tragically romantic life; others 
may have worn kosode designed with classical allusions with a sense 
of irony.  

Contrasting Habu’s assertion that it is the inauspicious nature 
of Yūgao that drives interest in her as a kosode pattern topic, 
Kawakami Shigeki claims that people probably did not read much 
into the pattern for the Third Princess. Though the Third Princess is 
touched by scandal through the adultery that leads to the birth of 
Genji’s supposed son, and though this topic flouts the social mores of 
the day, Kawakami claims that readers likely simply saw her motif as 
representing the Tale of Genji itself or the key word “love.”21 On the 
other hand, like Habu, I believe that it is the taste of the illicit that 
stirs interest in these characters and leads them to be immortalized in 
kosode patterns. 

In previous research, I have considered the interpretation of 
the characters Waka-Murasaki and Akashi from the Tale of Genji, 
which are depicted in the Genji hinagata.22 Differing from previous 
research, I considered the passages as well as the patterns themselves. 
Following both Sawao Kai23 and Kirihata’s suggestions24, I believe 
that the image of kakitsubata rabbit eared iris was connected to the 
character Waka-Murasaki through the purple of the kakitsubata 
flowers and the purple dye made from the murasaki roots. In the 
Akashi pattern, I suggest a new interpretation; that the pattern is a 
complex rebus of the triangular relationship between Genji, Waka-
Murasaki and Akashi. Genji’s feelings for Akashi are symbolized as 
water bursting forth from rocks, Akashi is the shinobu-fern, and 
Waka-Murasaki is the sakura cherry blossom that floats above the 
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fern. In the Tale of Genji as well, Waka-Murasaki always floats in 
Genji’s mind even as he is with Akashi. In a separate paper, I 
considered the patterns inspired by two of the historical women, 
Princess Shokushi and Murasaki Shikibu.25 Murasaki Shikibu is 
linked to the character from whence she gets her name, Waka-
Murasaki, through the shared use of purple kakitsubata flowers. In 
considering the Princess Shokushi pattern, I demonstrated that the 
Genji hinagata utilizes patterns seen in other pattern books, but 
imbues them with new meaning. However, this new meaning is 
opaque without reading the passage in the Genji hinagata to explain 
the pattern.  

This paper will continue that work while focusing on two 
other historical women, Izumi Shikibu and Ono no Komachi. Though 
other historical women like Murasaki Shikibu are introduced in the 
Genji hinagata based on classical texts and poetry collections, these 
two famous women are linked in the Genji hinagata through the use 
of Noh plays as source material for the passages of text introducing 
these women. 

 
Izumi Shikibu 
 
Izumi Shikibu was a mid-Heian poetess and the daughter of 

Ōe no Masamune. She married the Governor of Izumi, Tachibana no 
Michisada and bore the future poetess Koshikibu no Naishi. After 
separating from Michisada, she was linked romantically to both 
Prince Tametaka and Prince Atsumichi. Later she worked for 
Fujiwara no Shōshi, Emperor Ichijō’s second Empress, along with 
Murasaki Shikibu. In 1025 her daughter, Koshikibu no Naishi, died 
in childbirth and Izumi grieved dearly. She is included in not only the 
Hyakunin isshu, but also the Late Classical Thirty-Six Poetic 
Immortals and the Women Thirty-Six Poetic Immortals. 

In the Genji hinagata, she is introduced in the table of 
contents as “Finer than thin-dyed lotus cloth that could never be 
unrefined, not to mention silk, nor so coarse as dreary Kawachi 
cotton, Izumi Shikibu pattern.”26 The puns in this introduction 
revolve around two sets of words, the lotus cloth, and the Kawachi 
cotton. In the first half of the table of contents entry, the sounds of the 
words for lotus and thin-dyed (hasu and hoso) are linked. Hasu-ha 
means lotus leaves, but can also refer to a coarse woman or her 
actions. Hasu no ito (lotus thread), can refer to the ties to rebirth in 
the Buddhist paradise, but it can also mean the technical skill to make 
two verses of a haiku unrelated on the surface, but related in the 
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interior, similar to the way the interior of the lotus stem has linked 
fibers. On the one hand, Izumi Shikibu is known for her poetic 
technique, but clearly, Izumi Shikibu would never be counted as 
coarse, a pun on the cloth made of lotus threads, which is very coarse.  

The second half revolves around the pun on Kawachi momen 
(cotton), which, like lotus threads, is very coarse and used for things 
like tabi-socks and noren hangings. Kawachi is also the name of the 
province just west of Izumi, where Izumi Shikibu gets her name. As 
Kawachi cotton was a fabric that was thicker, but shorter than others, 
it came to mean “take ga nai,” it does not have length/feeling. Clearly 
Izumi Shikibu overflows with feeling, so she is not at all like 
Kawachi cotton, she is like smooth silk (kinu wa sara nari). There is 
another play on words with the phrase “sara nari,” this includes the 
onomatopoeia for the sound of silk as well as “sara nari” (modern 
Japanese sara-ni), which means furthermore. 

Izumi Shikibu’s pages are the back of page 22 and the front of 
page 23 of the second volume (see figure 1). On the front of page 23 
is the poet’s image. Below the passage, the poetess leans on an 
armrest while looking to the right at a thatched roof and plum tree. 
The kosode design is depicted on the opposite page. The passage is as 
follows: 

Worked for Jōtōmon-in, daughter of Ōe Masamune, because 
she was married to the governor of Izumi, Michisada, she is 
called Izumi Shikibu. Her visage as beautiful as the spirit of 
the plum in the Tōboku-in,27 or the face of Kuze Bosatsu. Her 
poems are flowing. Her passions as wide as her sleeves. Her 
feelings peerless. When she composed this poem, the 
recipient, how enviable he is. 
Soon to be gone, if only I could, I would take a wonderful 
memory of one more moment with you.28  
In the passage above I have translated “uta wa take nagaku” 

( ) as “flowing.” This phrase, “take nagaku,” could refer 
to both the length of the sleeves of the kosode depicted as well as the 
unparalleled quality of and depth of feeling in her poems. The 
passage notes that she is as beautiful as the plum in the Tōboku-in, 
which accounts for the plum blossoms included in the pattern. 

The plum tree in the picture, the plum in the pattern and the 
reference to Tōboku-in in the passage all originate in the Noh play, 
Tōboku.29 In this play, the Waki, a monk, arrives in the capital from 
the East and visits Tōboku-in where he sees a beautiful plum tree. He 
is told that this plum is named Izumi Shikibu. A woman then appears 
and says that actually the plum should be called “nokiba no ume” 
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(plum under the eaves). At the end, the monk realizes that the woman 
is Izumi Shikibu’s spirit who has become a bodhisattva of music and 
poetry. In the Genji hinagata passage Izumi Shikibu is likened to 
Kuze Bosatsu (Bodhisattva Kannon), but in the play, she is 
acknowledged as a bodhisattva in her own right. Through the passage, 
the meaning of the inclusion of plum in the pattern and picture of 
Izumi Shikibu is clear. Izumi Shikibu lived in the Tōboku-in and it is 
even possible that the Genji hinagata implies that her famous poem, 
depicted in characters on the pattern, was composed while gazing at 
that plum tree.  

The pattern features plum branches intertwined with Japanese 
characters; the plum blossoms and letters take up part of the upper 
left sleeve, all of the right sleeve, and the right-hand part of the back 
down to the hemline. The arrangement of the design on the kosode 
follows trends that were set into place from the first kosode pattern 
book, Ohinagata. The characters on the kosode read: 

 
Soon to be gone, to the next world [I would take] this 

memory, now… 
These characters are the same as the poem at the end of the 

Izumi Shikibu passage. Though originally in the Go-shūiwakashū 
poetry collection, this poem is also Izumi’s entry in the Hyakunin 
isshu. The characters on the kosode make this pattern clearly 
recognizable as representing the Izumi Shikibu poem. The pattern is 
depicted on the right-hand page with notes on each side and above. 
On the right side of the pattern, the base color and the title of the 
poem are written, on the left side is the name of the woman who 
inspired the pattern. Above the pattern are headnotes that describe the 
way the pattern has been envisioned: 

Base color: white, embroidered. Poem in roundels on plum 
pattern. Izumi Shikibu Pattern 
Head notes: Characters should be done in dappled30 roundels. 
Gold embroidery should be scattered in places. All of the 
plum branches should be embroidered, the buds same. 
Dappled crimson, dappled pale leek-green would also be fine. 
The use of roundels to express poetry is a common motif. 

There are multiple examples from Shokoku ohinagata, published in 
1686, one year prior to the Genji hinagata. There are several other 
examples of roundels with poem words on extant kosode in the 
Tagasode collection of kosode attached to folding screens created by 
Nomura Shōjirō.31  
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According to the headnote given for this poem in the Go-
shūiwakashū poetry collection, this poem was composed when the 
poet was near death. From the fourth line of the poem, “meet again,” 
it is clear that the recipient and the poet have met before. Given the 
last line of the Genji hinagata passage, “the recipient, how enviable 
he is,” it is clear that the Genji hinagata author interprets this 
relationship as a romantic relationship. 

After the Genji hinagata was printed, the popularity of 
hinagatabon inspired by classical literature continued with two books 
devoted to depicting all one hundred poems of the Hyakunin isshu, 
the Ogurayama hyakushu hinagata published in 1688, one year after 
the Genji hinagata, and the Shikishi ohinagata (1689). As the “Soon 
to be gone” poem by Izumi Shikibu quoted in the Genji hinagata is 
also a Hyakunin isshu poem, there are two other patterns that depict 
Izumi Shikibu’s poem and give various interpretations of the woman 
herself. The Ogurayama hyakushu hinagata pattern (see figure 2)32 
consists of geese and clouds in the upper half of the pattern and reeds, 
folded letters, and water in the bottom half. The characters read “ima 
ichido no” ( ), the fourth line of the poem. It is clear that the 
folded letters are referring to the interpretation that this poem was 
sent as a letter. The geese, famously used as messengers in the legend 
of Su Wu, are also linked to the concept of letters.  

 In the Shikishi pattern (see figure 3)33 we see a lattice, plum 
blossoms, cloth tied to the branch, and picture and poem cards pasted 
to the wall. In a coincidence, it is this pattern that has a length of 
cloth as referred to in the Genji hinagata passage (take nagaku). The 
usage of plum blossoms perhaps relates to the legend that she lived in 
the Tōboku-in as depicted in the Genji hinagata. As there are no 
characters in the pattern, the use of the wall and plum blossoms and 
length of fabric were expected to be enough to signal the intended 
meaning.  

There are no extant kosode that are based on the Genji 
hinagata or Ogurayama hyakushu patterns, but there are a few extant 
kosode that have an arrangement of flowers and a lattice similar to 
the Shikishi pattern. One has a white background as is suggested in 
the Genji hinagata, but the lattice is on the left side of the branch 
rather than the right side.34 The flowers seem to be a mix of 
chrysanthemums and bush clover. Another kosode has the lattice on 
the right side and a double-blossomed sakura tree.35 The petals are in 
the sakura shape rather than the plum shape. 

It is clear that though the Genji hinagata pattern depicts the 
Hyakunin isshu poem, the passage and the plum in the pattern derive 
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from the content of the Noh play Tōboku. Adachi et al. have argued 
that the plum in the passage is simply a reference to the historical 
building,36 but did not make the connection to the Noh play as I argue. 
Next, I will consider the links between the Genji hinagata pattern for 
Ono no Komachi and the Noh play Ōmu komachi (Komachi Parrot-
Answer Poem). 

 
Ono no Komachi 
 
Ono no Komachi was an early Heian period poet who may 

have been the daughter of Ono no Yoshizane, but there are various 
theories about who her parents were and the dates of her life. She was 
selected by Ki no Tsurayuki as one of the six poetic geniuses 
discussed in the Kana preface to the Kokin Wakashū. In the Genji 
hinagata table of contents entry, Komachi is introduced as: 

Pale colors that fly like a yukata used for just one bath, this is 
the flower’s color flirtatious dancing Komachi pattern.37  
The term “pale colors” was only used to refer to light purple, 

which the Komachi pattern is intended to be. The phrase “just one 
bath” appears in the 1681 Saikaku ōyakazu, a collection of haikai 
poems. In this text, “just one bath” means to be intimate just one time. 
Clearly this is an allusion to Komachi’s renown as a lover. The 
second half of the table of contents (hana no iro) relates to one of 
Komachi’s most famous poems included in the Hyakunin isshu:  

The flowers’ color has faded, just as I have 
Passing through this world while vacantly watching the 
rain.38 
The final part of the table of contents entry references the 

Komachi Parrot-Answer Poem Noh play. During the second act of 
the play, Komachi performs a dance the way that Ariwara no Narihira 
danced. 

Ono no Komachi’s pages are the back of page 19 and the 
front of page 20 in the third volume (see figure 4). On the front of 
page 20 is the poet’s image. Below the passage, the poetess stands 
looking back over her shoulder at an ox-cart carriage decorated with 
momiji autumn leaves. The kosode design is depicted on the opposite 
page.  

This pattern features a sakura tree blossoming with tanzaku 
pieces of paper in bright crimson on a purple background. The 
headnotes and the base color describe the way the pattern has been 
envisioned. 
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Base color: Purple. Sakura and Tanzaku pattern. Ono no 
Komachi Pattern. 
Headnotes: Tanzaku (long strips of paper), all should be done 
in dappled crimson. Here and there the flowers should be 
done using dappled technique and gold embroidered threads.  
The tanzaku pieces of paper in the pattern are an allusion to 

the Komachi Parrot-Answer Poem Noh play. In the play, a member 
of the court visits Komachi and reads aloud from a piece of paper a 
poem sent by the Emperor.  

Unlike the Izumi Shikibu pattern, there are no verbal cues as 
to the pattern’s meaning. I have previously shown how the Genji 
hinagata takes common patterns and reinterprets them to allude to the 
women of the Genji hinagata. In the Princess Shokushi pattern, the 
image is nearly identical to an unrelated pattern in Ohinagata; it is 
the passage that illuminates the meaning behind the pattern. The 
Komachi passage, unlike other passages, does not attempt to give a 
historical background for this character and launches directly into 
legends and poetic allusions based on Komachi’s life. My translation 
of the passage: 

Thinking “I’m in love,” the tears of dew in the very deep 
grass, the flower dyed sleeves do not gleam in the stylish 
Lesser Captain’s rainy night. The wind of numberless 
grievances on the hundredth night shake the dearly loved 
sakura. The scattered base is purple, is linked through the 
noble bond of flowers to the end [tips of the tree]. Her body at 
Meeting-Point Barrier, responds as a parrot does with a poem 
written on a strip of paper [tanzaku]. 
In the ninefold clouds in the long past days, even though 
unchanging, the life within the jeweled strands truly was 
worth knowing.  
The Fukakusa (deep grass) Shōshō (Lesser Captain) is the 

name of the man who supposedly attempted to visit Komachi 100 
nights in a row to gain her love, but died in the rain on the 100th night. 
The dearly loved sakura blown by winds of resentment is Komachi 
herself. The tanzaku mentioned in the passage and depicted in the 
pattern are both related to the Komachi Parrot-Answer Poem Noh 
play, which was alluded to in the table of contents entry. The 
Meeting-point Barrier mentioned in the passage is the location of the 
Komachi Parrot-Answer Poem play. Adachi et al. claim that the 
reference to Meeting-point Barrier is a reference to a Noh play of that 
name.39 Yet this is unlikely given that the location of the Komachi 
Parrot-Answer Poem play is Meeting-point Barrier and all the other 
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references in the Komachi passage and the table of contents entry are 
related to the Komachi Parrot-Answer Poem play.  

The passage also clearly indicates the reason for the tanzaku 
in the pattern. In the play, the Emperor asks Komachi to respond to 
his poem written on a tanzaku and she responds by changing only one 
syllable in the poem, changing it from “wasn’t life within the jeweled 
strands worth knowing?” to “the life within the jeweled strands truly 
was worth knowing.” 

The use of sakura in the pattern is related to the meaning of 
“the color of the flowers has faded indeed” poem, included in the 
Hyakunin isshu, which is alluded to in the table of contents. The 
association between Ono no Komachi and sakura trees originated 
with the interpretation of the “the flowers’ color has faded” poem, 
and influenced pictorializations of Komachi herself. For instance, 
beginning with the Narikane-bon Thirty-Six Immortal Poets (late 12th 
early 13th century),40 Komachi is depicted with flowers, though not 
yet distinctively sakura, on her uchiki.41 In the Fujifusa Thirty-Six 
Immortal Poets (Late 13th to early 14th century),42 the pattern of her 
uchiki is clearly sakura. The first block-printed illustrated version of 
the Thirty-Six Immortal Poets called Saga-bon (Keicho period, 1596-
1615), which influenced all further printed versions, has sakura 
clearly depicted on her outer uchiki. In the Kasen yamato shō (also 
known as the Kōetsu kasen, 1694), which is supposedly based on the 
Saga-bon, the artist has depicted sakura floating in a current on her 
train. Most woodblock print versions of Komachi after the 17th 
century follow these trends and include sakura on their patterns.  

Komachi and her sakura inspired poem are represented in 
both of the Hyakunin isshu kosode pattern books. The first pattern is 
the Ogurayama hyakushu hinagata (see figure 5); similar to the Genji 
hinagata pattern, the Ogurayama hyakushu pattern features sakura. 
Also in the pattern are sudare, reed blinds, which commonly signal a 
classical setting, as well as the characters for hana ( ) and iro ( ), 
two characters from the first line of “the color of the flowers has 
faded indeed” poem. The lines on the right side of the skirt could be 
interpreted as the current of a stream. In the Ogurayama hyakushu 
hinagata, there are no textual passages to identify or explain the 
images. Without the characters in the pattern, this sakura and blinds 
pattern could be mistaken. The characters are necessary to signal the 
intended meaning of the kosode.   
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The second pattern related to Ono no Komachi’s poem is in 
the Shikishi ohinagata (see figure 6). Joshua Mostow’s explanation of 
the pattern: 

The Shikishi Moyō kimono design includes a rope that binds 
the cherry trees as if to hold them back and forms a dam 
across a stream (seen in many versions and perhaps meant to 
suggest nagareru, “to flow,” and the passage of time), as if to 
block the drifting blossoms. The character for yomu, or “to 
compose a poem” is inscribed above.43 
This pattern is very similar to the pattern in the Ogurayama 

hyakushu hinagata, the sole difference is in the character on the 
pattern. Yet the character “yomu” ( ) does not appear in Komachi’s 
poem. The character for “compose a poem” is intended to lead the 
viewer to consider famous poets linked to sakura and flowing water. 
The viewer would then realize the pattern symbolizes Komachi. The 
Ogurayama hyakushu hinagata and the Shikishi ohinagata pattern 
both have linked water (nagareru) to sakura. From this it is clear that 
the use of sakura in pictorializations of Komachi and her poem were 
influential in the creation of the Genji hinagata and other patterns. 
Moreover, it is possible that the link between sakura and floating 
water as we see in the Ogurayama hyakushu hinagata and the 
Shikishi ohinagata may have influenced the image of Komachi in the 
Kasen yamato shō, which was printed less than ten years later.  

 
Conclusion 
 
Two of the patterns in the Genji hinagata have been linked to 

extant kosode that may have been inspired by the Genji hinagata 
designs. The Third Princess pattern in the Genji hinagata consists of 
sudare, books, and plants; in the extant kosode, the pattern is made up 
of sudare and plants.44 The Yūgao pattern has also been linked to an 
extant kosode that depicts letter boxes and vines as seen in the Genji 
hinagata pattern.45 The Genji hinagata Izumi Shikibu pattern is 
similar to extant kosode that depict character roundels, but the 
content of the poem has not yet been found in an extant kosode. 
There is an extant kosode in the Joshibi University of Art and Design 
collection that is purple and has tanzaku on it, like the Genji hinagata 
Komachi pattern.46 However, it is unlikely to have been influenced 
by the Genji hinagata pattern. The tanzaku and shikishi (square paper 
for illustrations or calligraphy) on the Joshibi collection kosode are 
organized in a strict vertical arrangement, whereas the Genji hinagata 
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pattern is flowing and circular. Though there are clear links between 
the Komachi related patterns, the use of tanzaku in the Genji 
hinagata pattern to represent Komachi is novel. 

 Both the Komachi and Izumi Shikibu patterns are linked to 
Noh plays, the Komachi Parrot-Answer Poem play and Tōboku. 
According to Endō and Watanuki’s data, these two Noh plays have 
not inspired any other patterns in hinagatabon from the 1660s through 
to the 1800s. Though the passages for the other historical women in 
the Genji hinagata are based on sources like headnotes in poetry 
collections and appearances in historical sources, only Izumi and 
Komachi draw on material from Noh plays. These patterns 
demonstrate the diversity of sources used to create the Genji hinagata 
passages. These two passages show that Noh plays not only inspired 
kosode patterns, but also could be accepted as legitimate sources of 
biographical information, regardless of their historical accuracy. 
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Figure 8 Genji Hinagata Izumi Shikibu 
 

 
Figure 9 Ogurayama Hyakushu Hinagata Izumi Shikibu Art 

Institute of Chicago Collection 
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Figure 10 Shikishi Ohinagata Izumi Shikibu 
 

 
Figure 11 Genji Hinagata Ono no Komachi 
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Figure 12 Ogurayama Hyakushu Hinagata Ono no Komachi Art 

Institute of Chicago 
 

 
Figure 13 Shikishi Ohinagata Ono no Komachi 
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Chapter 8: Aspirational Elegance 
Character Interpretation in the “Genji 
Hinagata” 

 
 
Between the years 1666 and 1800 over one hundred different 

kosode pattern books, called hinagatabon, were printed and countless 
hundreds were hand drawn. There are four types of hinagatabon that 
appeared in the mid Edo period. The first and most common type has 
both the kosode shape (comparable in shape to the modern kimono) 
and designs printed with a simple title for the design. The first 
hinagatabon printed, Ohinagata (1667), is an example of this first 
type. The second type are simple printed outlines of a kosode shape 
with hand drawn designs. It is likely that these were created in kosode 
design shops and were unique and not intended for mass consumption. 
In the third type, along with the printed design, there are detailed 
instructions for the dying or embroidery and suggested colors for the 
kosode. The hinagatabon of the first three types contain a wide 
variety of patterns. In the first hinagatabon, Ohinagata, there are 
patterns of books with the characters “Komachi,” stag’s horns and 
autumn leaves representing a poem from a classical poetry collection, 
a praying mantis in a cart, and even grapes and bamboo.  

Though the first three types of hinagatabon contain 
collections of unrelated patterns with no overall theme, the fourth 
type of hinagatabon is different as it presents a unified concept. 
Published in 1687, the Genji Hinagata ( ) 
inaugurated this fourth type. The Genji Hinagata features twenty-
seven patterns inspired by women from classical literature and history. 
For each woman depicted in the Genji Hinagata there is a kosode 
design on the right, and on the left facing page there is an illustration 
of the woman wearing the kosode and a passage introducing the 
woman and alluding to the pattern. The fact that there are passages of 
text not related to the color or construction of the kosode patterns sets 
the Genji Hinagata apart from all other hinagatabon. The Genji 
Hinagata occupies a space spanning the genres of Edo period (1600-
1868) commentaries and summaries of the Tale of Genji and kosode 
pattern books. 
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Classical Japanese literature was a popular theme for kosode 
decoration in the Edo period. As mentioned previously, in the first 
hinagatabon, the Ohinagata, there is a pattern that depicts books and 
the characters for Komachi, the name of the famous poetess, Ono no 
Komachi. There is another pattern in the Ohinagata that depicts a 
poem from the Hyakunin Isshu (One Hundred Poets One Poem Each 
Collection). Kawakami Shigeki identified four patterns based on the 
Tale of Genji in the first printing of Ohinagata as well as two 
separate patterns in the second printing. These patterns were not 
direct depictions of a scene from the Tale of Genji, but pictures of 
people wearing classical clothes in a classical setting.1 Kawakami 
notes that in the Genji Hinagata itself, aside from the patterns 
representing the female characters, many of the other patterns depict 
poems or episodes from other classical Japanese literature.  

Research by Endo and Watanuki found more than 80 designs 
based on Noh plays in the kosode pattern books from 1666 to 1800 as 
well as a Tale of Genji pattern in nearly every hinagatabon over that 
150-year span.2 From the very beginning of hinagatabon through the 
entire period they were produced, classical literature and especially 
the Tale of Genji were depicted in hinagatabon. After the Genji 
Hinagata was printed, the popularity of hinagatabon inspired by 
classical literature continued with two books devoted to depicting all 
one hundred poems of the Hyakunin Isshu, the Ogurayama Hyakushu 
Hinagata (1688) and the Shikishi Ohinagata (1689). 

Previous Japanese language research has considered the Genji 
Hinagata as a pictorial representation of the Tale of Genji, but has 
never considered it as a commentary or explanatory text. This paper 
will discuss the meaning of the patterns, the origins of the allusions in 
the passages and the narrative techniques in the passages. This paper 
will present one fictional woman from the Tale of Genji, Waka-
Murasaki, and two historical women, Murasaki Shikibu, and Princess 
Shokushi, the first and last historical women presented in the Genji 
Hinagata. 

 
Women in the Genji Hinagata 

 
Out of the 139 designs in the three volumes of the Genji 

Hinagata, twenty-seven are designs based on women from classical 
literature and history. The Genji Hinagata is named after the Tale of 
Genji, but its name is partially misleading. Only eleven of the twenty-
seven women depicted in the Genji Hinagata are characters from the 
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Tale of Genji. The Tale of Genji characters featured in the first two 
volumes of the Genji Hinagata include Kiritsubo no Kōi, Utsusemi 
(labeled “Hahakigi” after the chapter she appears in), Nokiba no Ogi 
(labeled “Utsusemi” after the chapter), Yūgao, Waka Murasaki, 
Oborozukiyo Naishi no Tsuke, Fujitsubo no Kōi, Akashi no Ue, 
Tamakazura no Naishi, Onna San no Miya, and Ukifune. The first 
five women represent the first five chapters of the Tale of Genji, 
while the others are prominent characters from the rest of the tale.  

Of the remaining sixteen women, four women are from the 
Tales of Ise, and the other twelve are from the Tales of the Heikei, the 
Taiheiki, and historical women. From the Tales of Ise the following 
characters appear: Tenshi Naishin’nō (a historical woman who was 
accepted as the inspiration for the Ise Priestess during the Edo period), 
Nijō no Kisaki (also a historical figure which appears in the Tales of 
Ise), Kasuga no Sato no Onna, and Izutsuya no Onna. The remaining 
women are legendary or historical figures; Shokushi Naishin’nō, 
Somedono no Kisaki, Soto’ori Hime, Izumi Shikibu, Koshikibu no 
Naishi, Kyōgoku Miyasudokoro, Kōtō no Naishi, Kozaishō no 
Tsubone, Chūnagon no Tsubone, Ono no Komachi, Eguchi no Yūjo, 
and finally Murasaki Shikibu, who is the last entry. 

The fourteen historical women span the ages from the Nara 
period to the Muromachi period. Though several characters from the 
Tales of Ise are presented, no other characters from Heian period 
(794-1185) courtly tales appear. There are no characters from the 
Tale of the Bamboo Cutter (i.e. Kaguya Hime), the Tale of Utsuho, 
the Tale of Ochikubo, the Tale of Sagoromo, or any Kamakura (1185-
1333) or Muromachi (1337-1573) period courtly tales. Given the 
text’s emphasis on historical women, it is notable that Sei Shōnagon, 
contemporaneous to and as famous as Izumi Shikibu and Murasaki 
Shikibu, is nowhere to be found.  

A similar Edo period text that offers short introductions of 
famous historical women, Famous Women Compared in Love (

), published six years prior to the Genji Hinagata in 1681, 
features many of the same characters. In the Famous Women, we find 
the Nijō no Kisaki, Somedono no Kisaki, Tenshi Naishin’nō, 
Murasaki Shikibu, Shokushi Naishin’nō, Izumi Shikibu, Kozaishō no 
Tsubone, Chūnagon no Tsubone, and Kōtō no Naishi. Again, it is 
significant that Sei Shonagon is absent from Famous Women as well. 

 
Waka-Murasaki 
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In the table of contents, the Waka-Murasaki pattern is 
introduced as “Magnificent even for the divine Sugawara dye known 
as ‘Tenjin,’ Waka Murasaki of the red plum blossoms.”3 This 
introduction is a string of puns. The first word, “Tenjin” refers to 
Kitano Tenjin, the posthumous name of Sugawara Michizane. 
“Migoto” refers to his magnificent miracles and “O Takusen” refers 
to his divine oracles. “Sugawara dye” is a pattern that includes 
diamond patterns of pines, bamboo, and plum blossoms. The Waka-
Murasaki pattern in the Genji Hinagata clearly has none of these 
motifs, so “Sugawara dye” is included for its phonetic connection to 
Sugawara Michizane. “Ake wo Baika” refers to red plum blossoms, 
which, according to legend, were the topic of Michizane’s first poem. 
“Ake wo baika” could also be a pun on the phrase “how about [a] red 
[kosode]?” Plum blossoms are of course also linked to spring which 
is the sobriquet given to Lady Murasaki, Lady of Spring. Therefore, 
the full meaning of the introduction revolves around the themes of 
spring, plum blossoms, and Sugawara Michizane, which in itself is a 
reference back to plum blossoms and hence spring. 

On the left-hand page (see figure 14), 4 the girl called “Waka-
Murasaki” is shown as an adult woman in the same pose as the 
moment when Hikaru Genji first saw her. At the age of ten she is 
abducted by Hikaru Genji and without a marriage sanctioned by her 
father, she is unknown and unacknowledged for years.5 Her former 
ladies in waiting refuse to tell her father who abducted her6 and for 
many years people do not realize the identity of Genji’s stolen bride.7 
Though she is known to the world as Genji’s best beloved wife, 
Waka-Murasaki only ever occupies a pseudo-official status as his 
foremost wife. Waka-Murasaki goes on to figure through much of the 
rest of the tale, but the passage in the Genji Hinagata focuses solely 
on her first appearance. 

The depiction of an adult Waka-Murasaki trapped in the pose 
when Hikaru Genji first saw her is emblematic of her ageless 
childlike personality.8 Waka-Murasaki stands gazing toward the sky 
looking for her lost sparrow that had been set free from the cage by 
her right foot. This depiction mimics the iconic depictions of the 
Waka-Murasaki chapter as seen in the Burke Collection Tosa 
Mitsuoki album, among others.9 This depiction transcends schools of 
painters and is one of the most famous pictorializations of the Tale of 
Genji. 

The page facing Waka-Murasaki’s character introduction 
features a kosode pattern (see figure 14) with snow roundels, 
kakitsubata rabbit eared iris, and the characters Waka-Murasaki 
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( ). The patterns in the Genji Hinagata have writing on the left, 
right, and above the pattern. To the right of the pattern, you will find 
the base color and the name of the pattern, to the left, the name of the 
female character to which the pattern belongs and above, the 
instructions for constructing the kosode. The pattern titles, base color 
and instructions for the Waka-Murasaki kosode: 

 
Base color kenbō.10 Waka-Murasaki pattern. Waka-
Murasaki pattern. 

 
The name for the pattern and the name for the character are 

the same. The base color is a dark, reddish brown color. The 
instructions for color and construction of the kosode: 

 
Letters should be done in orange-brown11 shibori. The snow 
roundels should be the same. The kakitsubata flowers should 
be turmeric colored.12 

 
The kosode is striking in its dark brown, nearly black, 

background. Though black does not seem to have been a popular 
color, there is some evidence that black kosode were produced.13 

The passage on the left hand page states: 
 

The Murasaki Lady14 who looked like young, fresh grass so 
good for making a bed with, when Genji was seventeen 
years old on her peerless visage he spied, when he was 
suffering from malaria, and caused him to think of the noble 
bond between flowers, from the time the princess was ten 
years old, to the dawn of her passing, she was entirely in his 
care. An auspicious tawny pattern, unwithered like the 
bond15 to the unparalleled wife, many will adorn themselves 
with a kosode dyed with pictures of rabbit eared iris that 
highlights their snow like skin. Waka-Murasaki also offers 
up the freshness of youth. “How glad I would be to pick and 
soon to make mine that little wild plant sprung up from the 
very root shared by the murasaki.”16 

 
The character Waka-Murasaki is presented as an 

“unparalleled wife,” but it is also her youth that is fetishized by the 
Genji Hinagata. The Waka-Murasaki pattern is suggested as suitable 
for “mature” women to wear. A mature woman wearing this “tawny” 
pattern would not look out of place given the dark, somber colors, but 
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the allusion to the ever youthful Waka-Murasaki would give the 
mature wearer a hint of freshness and youth as well as signaling her 
status as a beloved wife. Though the picture of Waka-Murasaki 
wearing the pattern is her quintessential ten-year-old pose, the colors 
of the kosode pattern and the comment in the text show that Waka-
Murasaki’s youth can be co-opted by older women and wives who 
wish to imply that they too are as beloved as Waka-Murasaki.  

The italicized portions in the Genji Hinagata passage are 
quotes from the Tale of Genji. The first, “who looked like young, 
fresh grass so good for making a bed with” alludes to the moment in 
the Tale of Genji when Genji first spies on Waka-Murasaki. Genji 
eavesdrops as her grandmother and a lady-in-waiting exchange 
poems worrying about Waka-Murasaki’s future. 

 
When no one can say where it is the little plant (

) will grow up at last, the dewdrop soon to leave her does 
not see how she can go. 

 The nun said. With tears and a cry of sympathy, 
a woman replied 

 Alas, does the dew really mean to melt away 
before she can know where her tender little plant ( ) will 
at last grow to be tall? 17 

 
The poem from the Tale of Genji quoted by the Genji 

Hinagata is itself an allusion to a poem in the Tales of Ise.  
 

Once a man, stirred by the beauty of his younger 
sister, composed this poem:  

 How regrettable it is that someone else will tie 
up the young grass ( ) so fresh and good for sleeping. 

 She replied,  
 Why do you speak of me in words novel as the 

first grasses of spring ( )? Have I not always loved you 
quite without reserve?18 

 
This scene from the Tales of Ise is widely believed to have 

been the poetic inspiration for the “murasaki yukari,” the “noble bond 
between flowers,” which is also noted in the Genji Hinagata passage. 
The poem at the end of the Genji Hinagata passage, “How glad I 
would be to pick and soon to make mine that little wild plant sprung 
up from the very root shared by the murasaki,” is a direct quote of 
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the poem that Genji composes in the Waka-murasaki chapter after he 
visits the nun to ask for Murasaki’s hand in marriage. Upon hearing 
that her grandmother may die soon, he imagines what it would be like 
to have the little murasaki plant, related by a noble bond to his 
beloved Fujitsubo. The “dawn of her passing” refers to the depiction 
of Waka-Murasaki’s death at dawn in the Minori chapter of the Tale 
of Genji, “she died with the coming of day.”19 Interestingly, none of 
the versions of the Genji kokagami nor the Jūjō Genji, which were 
contemporary digests of the Tale of Genji, make note of the dawn 
when describing Murasaki’s death. The “dawn of her passing” is also 
related to the Murasaki Shikibu pattern and passage, which I will 
discuss in the next section. 

During the Edo period, there was a growing fascination with 
the “kakitsubata” rabbit ear iris plant in all artistic fields. In the Genji 
Hinagata alone there are five depictions of rabbit ear iris patterns, the 
Waka-Murasaki pattern, one with the Chinese characters “Yatsuhashi” 
(Eight Bridges), one with the Chinese characters “Sawabe-Sawabe” 
(Marsh-Marsh), one without any other plants or characters, and 
finally the Murasaki Shikibu pattern.  

Rabbit ear irises appear in numerous kosode patterns, both in 
extant kosode and in hinagatabon patterns. One of the most famous 
Edo period kosode is a depiction of iris, yatsuhashi bridges, and 
butterflies on a purple background.20 Irises also appear on lacquers, 
screens, and countless other art objects from the Edo period, 
including the renowned Ogata Kōrin screens in the New York 
Metropolitan Museum. Kōrin himself was actually born in a kosode 
dyers family and likely saw designs of iris similar to the Waka-
Murasaki and Murasaki Shikibu patterns during his formative years. 
In Ogata’s screens the purple flowers, green leaves on a gold 
background create a dazzling spectacle of contrasting colors. The 
orange snow-roundels and yellow iris flowers on the reddish-brown, 
nearly black, background of the Waka-Murasaki pattern are a kind of 
reverse image of Ogata’s screens. In the black and white of the 
printed page, this pattern is not particularly striking or original, but 
when the suggested colors are considered, the pattern becomes 
revolutionary and unique. 

The confounding problem with the rabbit ear iris on Waka-
Murasaki’s pattern is that it doesn’t seem to fit with either the 
character of Waka-Murasaki or the Tale of Genji at all. As mentioned 
previously, the character of Waka-Murasaki is linked to spring after 
moving to the Rokujō palace and most pictorial depictions of the 
character utilize spring motifs. In contrast, the rabbit ear iris is 
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indelibly linked with early summer, never with spring. Moreover, the 
rabbit ear iris does not appear a single time in any of the fifty-four 
chapters of the Tale of Genji. Aside from The Tales of Ise, the 
kakitsubata is not seen in Heian literature except in the Pillow Book: 
“Splendid Things: The water iris [kakitsubata] is rather less fine than 
other violet-colored flowers.”21 Regardless of its unpopularity in the 
Heian period, the kakitsubata gained a sudden recognition in the Edo 
period, as exemplified by the Ogata Kōrin iris screens. 

There can be no doubt that the pairing of Waka-Murasaki and 
kakitsubata iris was intentional on the part of the Genji Hinagata’s 
artist, given the Chinese characters for her name on the upper portion 
of the pattern, the two labels declaring this is a “Waka-Murasaki” 
pattern, and the headnote that clarifies that these flowers are 
“kakitsubata” rabbit ear iris. The connection between the kakitsubata 
iris and Waka-Murasaki has defied multiple scholars. 

Sawao Kai argues that it is not the kakitsubata iris itself that is 
a reference to Waka-Murasaki, but the color of the plant. Sawao 
states that since the rabbit ear iris are commonly depicted as purple, 
and since the plant that gave Waka-Murasaki her name is also purple, 
the rabbit ear iris is a complex rebus linked by color.22 In Kirihata 
Ken’s study of classical Japanese literary allusions in Japanese 
clothing from the Heian period through the Edo period, Kirihata 
considers the meaning of the Waka-Murasaki pattern and comes to 
the same conclusion as Sawao, the purple of the iris and the purple of 
the murasaki is the link between the character and the design.23 

I suggest that the iris is also an allusion to a strong husband-
wife bond, as the kakitsubata poem is a poem of longing by Ariwara 
no Narihira for his wife.  

 
Someone glanced at the clumps of irises that were 

blooming luxuriantly in the swamp. “Compose a poem on 
the subject, ‘A Traveler’s Sentiments,’ beginning each line 
with a syllable from the word ‘iris’ [kakitsubata],” he said.  

 The man recited, 
 I have a beloved wife, 
 Familiar as the skirt 
 Of a well-worn robe, 
 And so this distant journeying  
 Fills my heart with grief.24 
 
Though there is no direct quotation of the kakitsubata poem in 

the Tale of Genji, nor in the Genji Hinagata passage, this poem from 
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the Tales of Ise was quite famous in the Edo period and might have 
reinforced the romantic connotations of the kakitsubata plant design 
in the unrelated context of the Waka-Murasaki pattern. 

 
 

Murasaki Shikibu 

 
The last woman presented in the Genji Hinagata, Murasaki 

Shikibu is shown on the left hand page (see figure 15) writing the 
first two chapters of the Tale of Genji at Ishiyama Temple. Murasaki 
Shikibu, the author of the Tale of Genji was lady-in-waiting to 
Emperor Ichijō’s Consort Shōshi. Along with the Tale of Genji, 
Murasaki Shikibu’s diary has been passed down and is an invaluable 
source of historical information about the Heian period.  

In the table of contents, the Murasaki Shikibu pattern is 
introduced as “Numerous kosode dyed with madder, Murasaki 
Shikibu who put her all into Genji.”25 The “numerous kosode” is an 
allusion to the passage, which states that she left “numerous poems” 
for later ages. Madder (akane) creates red dye, but as the pattern is 
intended to be blue and white, “akane” is not a reference to the 
pattern, but a pun on the verb “does not get tired of” (akazu), as no 
one could tire of the Tale of Genji. The phrase “Genji zukushi” refers 
to an exhaustive line up of Genji pictures, here the verb “put her all 
into” (tsukusu) is the opposite of the verb to tire (akazu).  

The Murasaki Shikibu pattern (see figure 15) features white 
clouds on a blue sky superimposed with kakitsubata rabbit eared iris 
and the characters “     ” which are 
characters from the first half of the poem quoted in the passage. The 
pattern titles, base color and instructions for the Murasaki Shikibu 
kosode: 

 
“Base color: pale leek-green.26 Kumo-gakure Pattern. 
Murasaki Shikibu Pattern.” 

 
The instructions for color and construction of the kosode: 
 

Characters: white, with dapple here and there and gold 
embroidery. Interior of the clouds, white. Kakitsubata rabbit 
eared iris, purple; leaves, green. 
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The suggested colors for the pattern create a striking contrast 
between the gold characters on the blue sky and the green and purple 
iris superimposed on the field of white clouds. To my knowledge 
there is no extant realized version of this pattern, but the concept of 
characters superimposed over the back and sleeves of a kosode is 
commonly found in 17th century kosode.27 

The Genji Hinagata passage alludes to a famous story from 
the Shinkokin Wakashū.28 The passage in the Genji Hinagata states:  

 
Murasaki Shikibu of the flower bond of Musashi field, fresh 

and lovely. On an autumn night at Ishiyama Temple, She began to 
write Hikaru Genji’s tale, starting with Suma and Akashi, though it 
would be said she was dyed simply with the kakitsubata29 brush, 
among the many countless poems she left for the world: A childhood 
friend from when she was young had come to visit after years apart, 
shining, on the night of the tenth day of the tenth month, racing to 
catch the moon, she hurried home.  

 “In the moment as I was wondering whether I had 
seen it, was it the midnight moon obscured by clouds?” 

 
The story in the Shinkokin Wakashū is set as the tenth day of 

the seventh month, but by the Edo period, the story had changed to 
the tenth month as shown here in the Genji Hinagata passage. The 
“many countless poems” is a reiteration of the phrase in the table of 
contents “numerous kosode.” In the poem above, I translated the 
phrase “kumo gakure” as “obscured by clouds;” this is the same 
phrase that appeared in the Waka-Murasaki passage, which I 
translated as “until the morning of her death.” The reference to the 
“flower bond” is the link between Murasaki Shikibu’s name and the 
epithet of her famous character, Waka-Murasaki, which is also 
demonstrated by the fact that both the Waka-Murasaki and Murasaki 
Shikibu patterns have kakitsubata in the patterns. Like the Tale of 
Genji, neither Murasaki Shikibu’s body of poetry nor her diary 
mention the kakitsubata iris. The Murasaki Shikibu pattern features 
two elements, Murasaki Shikibu’s poem, as depicted in the clouds 
and characters embroidered on the back and shoulders, and the iris. 
Similar to the Waka-Murasaki pattern, the characters label the pattern 
and illuminate why the unrelated iris is meant to represent Murasaki 
Shikibu. 

The poem by Murasaki Shikibu illustrated in the Genji 
Hinagata is one of the Hyakunin Isshu sequence and the poem is 
depicted in two other kosode pattern books, the Shikishi Ohinagata 
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(1689) and the Ogurayama Hyakushu Hinagata (1688). The Shikishi 
Ohinagata (see figure 16)30 pattern features a crescent moon 
embellished with clouds, as well as chrysanthemums and a pine tree. 
The chrysanthemum is likely a symbol for the tenth month when the 
poem was supposedly composed. Mostow notes that most pictorial 
depictions of the poem (not in kosode patterns, but in illustrated 
books) include a full moon, “the only exception to this is the Shikishi 
Moyō kimono design…, which depicts a crescent moon embroidered 
with clouds and the characters for “midnight” (yoha) superimposed 
over it.”31 According to the phases of the moon, the tenth night of the 
lunar month should have a nearly full moon, as the full moon would 
fall on the 14th or 15th night of the month. The only similarity to the 
Genji Hinagata pattern in the Ogurayama Hyakushu design (see 
figure 17),32 is the inclusion of characters ( ) from the poem 
and the clouds on the bottom of the skirt.  

The fact that both the Murasaki Shikibu and Waka-Murasaki 
patterns feature kakitsubata iris strengthens Sawao and Kirihata’s 
arguments that the iris represents the purple flower murasaki. The 
Genji Hinagata is unique in this allusive strategy. The other 
depictions of the Murasaki Shikibu poem do not feature any word 
play like in the Genji Hinagata; they are simply representations of 
the poetic elements or classical Heian objects. 

 
Princess Shokushi 

 
Born the third daughter of Emperor Goshirakawa, Princess 

Shokushi (birth date unknown) became the Kamo Priestess in 1159 
and passed away in 1201. She retired from the Kamo shrine in 1169 
due to illness and shortly thereafter became a nun. She studied poetry 
with Fujiwara Shunzei and is included in Fujiwara Teika’s Hyakunin 
Isshu collection.33 In the Genji Hinagata, Princess Shokushi is 
depicted seated at a lectern busy writing poems. In the table of 
contents the Princess Shokushi pattern is introduced as “Okazome,34 
which could be paired with same colored lining or crimson lining, 
Princess Shokushi, put on the jeweled string [kosode].”35 “Okazome” 
is followed by the similar sounding phrase “tama no woku.” “Kata 
mese” seems to be a suggestion that Princess Shokushi is wearing the 
“jeweled string [kosode]” on her shoulders. 

The Princess Shokushi pattern (see figure 18) has diagonal 
stripes from the upper right sleeve to the bottom left skirt hem and 
scent sachets are illustrated in a loosely clockwise fashion from just 
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left of the center back to the middle of the bottom of the skirt. 
Though both the Murasaki Shikibu and Waka-Murasaki patterns have 
characters in the kosode pattern, twelve of the 27 patterns, including 
Princess Shokushi, do not have characters in the patterns. These 
patterns without characters must be recognizable as related to the 
woman without characters as clues. The pattern titles, base color and 
instructions for the Princess Shokushi kosode: 

 
“Base color: Black. Counter clockwise sachet pattern. 

Princess Shokushi Pattern.”  
 
The instructions for color and construction of the kosode:  
 
Scent Sachet: dappled pale leek-green and/or dappled crimson. 

The knots in the strings should be embroidered. The flower shapes 
should be embroidered with gold wrapped thread. 

 
Prior to the scent sachet pattern in the Genji Hinagata, the 

first kosode pattern book, Ohinagata (1667), has one pattern of scent 
sachets on a turmeric colored background labeled simply “scent 
sachets, [pattern appropriate for] a widow.” In the Shikishi Ohinagata, 
which illustrates all the poems of the Hyakunin Isshu, the pattern for 
Princess Shokushi’s poem (see figure 19), also has scent sachets and 
string along with plum branches, known for their scent, and the 
character “ .” The connection of scent sachets to Princess Shokushi 
likely comes from a famous notation in Fujiwara Teika’s diary, which 
mentions that on New Year’s Day 1181, he presented himself to 
Princess Shokushi and there was beautifully scented incense.36 The 
Genji Hinagata passage introducing Princess Shokushi on the facing 
page makes note of her relationship to Fujiwara Teika and suggests a 
possible link between Fujiwara Teika’s note on scent in Princess 
Shokushi’s rooms and the use of scent sachets in the Genji Hinagata 
and Shikishi Ohinagata patterns. 

 
Though Yamato poems spring forth from the seeds of love, it 

is also said by Teika: “When speaking of oneself, do not be shallow 
as leek-green, paint your thoughts in dappled crimson.” Looking 
upon unspoken proof, those strings on the sachets of scented sleeves, 
if they are to break, then the tale of their breaking, this must be the 
heart of the poem: 
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 O Jeweled thread of life! if you are to break, then 
break now! For, if I live on, my ability to hide my love will most 
surely weaken!37 

 
The first underlined portion is a quote of the first line of the 

Kana Preface of the Kokin Wakashū, McCullough translates it as 
“Japanese poetry has the human heart as seed;”38 Rodd translates it as 
“The seeds of Japanese poetry lie in the human heart.”39 The Genji 
Hinagata quotation exchanges the phrase “of the human heart” for 
“love.” 

Though in reality, Teika was approximately ten years younger 
than Princess Shokushi and she actually studied poetry with Teika’s 
father, Shunzei, a book of stories about famous classical women 
published in 1681, Famous Women Compared in Love ( ), 
depicts Teika as Princess Shokushi’s poetry tutor and lover. The 
Genji Hinagata passage seems to follow this impression and depicts 
Teika in the position of lecturing about poetry, Teika admonishes the 
aspiring poet to deep thoughts. The passage in Famous Women 
describes their love as a truly un-shallow love ( ), 
which is similar to the phrasing in the Genji Hinagata where Teika 
admonishes the world and his pupil to not be shallow as leek-green; 
leek-green “asagi” is similar in sound to “asaki” shallow.  

A third kosode depiction of Princess Shokushi’s poem in the 
Ogura Hyakushu (see figure 20) bears similar connections to 
Fujiwara Teika’s diary notations about his relationship with Shokushi. 
In the Ogura Hyakushu pattern, there are a koto, koto-ji (bridges), 
strings, and curtains as well as the characters “ ” and “ .” It is 
likely that this koto is a reference to the notation from Teika’s diary 
of a meeting between Shokushi and her teacher Shunzei where she 
played the koto on the seventh day of the ninth month in 1181.40 
Princess Shokushi’s connection to the koto is also portrayed in other 
pictorial depictions of the Hyakunin Isshu, which have the Princess 
Shokushi seated before a garden playing the koto.41 Likewise, the 
theme of koto bridges used in Edo period kosode can be confirmed 
through several ukiyo-e prints from the Edo period.42 Though 
Princess Shokushi’s connection to the koto is common in other 
Hyakunin Isshu depictions and well known due to Teika’s diary, both 
the Genji Hinagata and the Shikishi Ohinagata connect the jeweled 
strings poem not to the strings of the koto, but to the strings on scent 
sachets. The Genji Hinagata expects readers to be able to connect the 
image of scent sachets to Princess Shokushi without characters due to 
the “scented sleeves” mentioned in the passage. 
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Conclusion 

First, as Kawakami and Sawao argued, the Genji Hinagata 
uses the color purple to connect both the character Waka-Murasaki to 
the unexpected kakitsubata iris and this is echoed in the depiction of 
Murasaki Shikibu with the same kakitsubata iris. The visual aspect of 
the Waka-Murasaki pattern is similar to many other kosode which 
allude to the ninth Tales of Ise chapter Yatsuhashi bridges, but given 
the passage’s mention of the “noble bond” of fuji/murasaki purple, 
we know that these iris patterns are explicitly linked to Waka-
Murasaki/Murasaki Shikibu. Without the label of Waka-Murasaki or 
the poem words on the Murasaki Shikibu kosode, the link from the 
iris pattern to the women is opaque.  

Second, the Waka-Murasaki passage has a strong basis in the 
text of the Tale of Genji. Though it cannot be proved that the 
quotations came directly from the Tale of Genji, it is not yet possible 
to say definitively if there was another Edo period text that inspired 
the Genji Hinagata passages. The reference to the dawn of her 
passing, which is not present in other Edo period Genji digests, 
suggests a closer link to the original text than previously assumed. 
The Princess Shokushi passage does bear similarities in theme and 
phrasing to the Famous Women Compared in Love, but the Murasaki 
Shikibu entry in Famous Women is completely unrelated. It is likely 
that rather than sharing a bond to the Famous Women text; the Genji 
Hinagata created its own group of notable women and described 
them seemingly independent of other Edo period sources.  

Third, the Murasaki Shikibu and Princess Shokushi patterns 
show an inventive use of classical sources. The Princess Shokushi 
poem was accepted throughout the Edo period as a love poem linked 
to her supposed affair with Teika, but in the Genji Hinagata, the 
strings of the poem become strings attached to scent sachets instead 
of koto strings. Finally, the function of the passage in Waka-
Murasaki’s case is to sell the pattern, whereas in the Murasaki 
Shikibu and Princess Shokushi passages, the passage explains the 
meaning of the pattern without direct reference to the mercantile 
intent of the pattern book. 

A complete study of the rest of the Genji Hinagata passages 
is necessary to gauge the accuracy of classical allusions in the Genji 
Hinagata text. Moreover, the Genji Hinagata passages on Genji 
characters should be compared more widely to other Edo period 
exegetical texts of the Tale of Genji. Likewise, the passages on 
historical figures also deserve more study and comparison to Edo 
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period Hyakunin Isshu editions and collections of tales about these 
women. 
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Figure 14 Genji Hinagata Waka-Murasaki 
 
 

 
Figure 15 Genji Hinagata Murasaki Shikibu 
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Figure 16 Shikishi Ohinagata Murasaki Shikibu 
  
 
 

 
Figure 17 Ogurayama Hyakushu Hinagata Murasaki Shikibu 
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Figure 18 Genji Hinagata Princess Shokushi 
 

 
Figure 19 Shikishi Ohinagata Princess Shokushi 
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Figure 20 Ogurayama Hyakushu Hinagata Princess Shokushi 
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Conclusion 
Through the previous four chapters I have considered Early-

Modern Japanese Print books. Here I will offer some conclusions and 
suggest further possible research. 

In the fifth chapter, I discussed the view of Japanese art from 
the first exposition to the 1893 World’s Columbian Exposition in 
Chicago. Though the Bakufu government did not directly influence 
the selection of items to be displayed at early world expositions, by 
the time of the Chicago Exposition the Meiji government was 
requesting materials made specifically for the expositions. In 
researching the origins of the Art Institute of Chicago, this research 
also touched on the relations of the expositions to other art museums’ 
collections.  

In the sixth chapter, starting with Hon’ami Kōetsu’s Saga-bon 
Thirty-Six Immortal Poets, I discussed the reception of the Thirty-Six 
Immortal Poets collection in the Edo period. It is safe to say that the 
blue cover Saga-bon is linked not to the Freer edition, but to the 
Harvard edition. Finally, it is clear that though the Shunshō Thirty-
Six Immortal Poets is a posthumous printing, the book was so 
popular that it merited such a colorful and lavish replica. 

In the seventh chapter, I discussed the relationship between 
two Noh plays and the patterns meant to represent Izumi Shikibu and 
Ono no Komachi in the Genji Hinagata. Though Noh plays are often 
used as inspiration for kosode patterns and there are several common 
Noh plays used as inspiration within the Genji Hinagata itself, the 
passages and patterns that depict Ono no Komachi and Izumi Shikibu 
are related to Noh plays not seen in other pattern books.  

In the final chapter, I discussed new interpretations for two 
patterns from the Genji Hinagata. In the “Akashi no Ue” pattern, the 
water can be interpreted as Genji’s overflowing emotions, the 
shinobu fern as Akashi herself, and the cherry blossom petals that 
float above the other elements in the pattern represent Murasaki who 
is always floating in Genji’s mind even as he is stealthily visiting 
other women. Finally, the purple kakitsubata flower can be 
definitively linked to Waka Murasaki, as Murasaki Shikibu is also 
depicted with kakitsubata iris. All of the elements of these patterns 
prove that the wearers, the kosode workmen, as well as the writers of 
the kosode pattern books had a high level of literacy. Moreover, 
given the small details in Murasaki’s passage that relate directly to 
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the Tale of Genji, it is likely that the author of the Genji Hinagata 
had sources other than simple summaries like the Genji Kokagami. 

In the previous chapters, I have discussed areas from literature 
as well as art history and this dissertation was meant to illuminate 
aspects of the Art Institute of Chicago collection. However, there are 
still many books that await further study; especially the Art Institute 
of Chicago kosode pattern books merit further review. 
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ĲČĩXŐú�ħ�ŕaĒŃq¢ŬĖźģ��/ŏŏŕŜŞŦŮŤŖ²±ż�x

ŬŏŏŖŗD�Ň�KƠƒſžçíŘ11j 2:Ő2014m 3�ő 
Ð« Å�ŗ�û�¢8"�Z�łƯư�-ÒğŘaZŇŐ1994mő 
+Č»;[ŗÍ»ůūŜŤŘdįäĎûŗaĒ²±Ńq¢ł�Ř�sèŐ1974

mő 
59 1 	

2009  
À�ü³ŕaĒżņťŤÍ»ÒğŎ¾���ŬśŠźÍ»²±ŭ5^ Ŗŗ�Ý

ŭ�ŭŗÍ»ÒğŘ: ţŭ�ı{ŪÕ�{Ř Ąi�nŐ2010mő 
iÏ�ňŗMēÑ8ÆYÑ	çíŘ�¢8�òB1�ŐƯƴƱƲm 
%Þ�ŕ�ĆżãźŎ@¶ƪÒğƪģ�ŖŗėĘĆďŭºĭ�.Ř z�ľ$ÑŐ

2004mő 
ƆƢƫƩƪƞƑƌƂƦŕŗÍ»ůřūŜŤŘŬśŠź�8�Zŭ5ŏŏ�æŭ>Ū

ćŵŸšŞż�xŬōŖŗ8��ZçíƬï�µƭŘ25jŐ2016m 10�ő 
a`�¦ŕaĒ�±ŭß�ÂŎ_�{ŬŦřŨŎŖŗśĉŭ¼VXQZõĕŘ

17:Ő1964m 3�ő 
8�.ĨëZçí�ŗÊO�H�¢ýďAġ¨K?ưƖƢƫƤƫƇŌ ƘƫƇƪƉ

ƧƇƌƣƩŌ ƘƫƇƪƙƙŽƁƩƒƫƌƣƩ÷Üƪt�Ř1992mő 
8�.ĨëZçí�ŗÊO�H�¢ýďAġ¨K?ƯƠƓƨƝƥƐƩýŉ�÷

Üƪt�Ř1991 mő 
�ĸâÛXŗƃƫƦƉƑƇŭ¾� Ʈ '�ĈE �ŝĖŤl¡�¢Ř�S Ģ�

èŐ2003mő 
¿b÷ŕaĒŭ�±ŖŐĹ ��ûŗÍ»ÒğŭNT�Ƶ¾�ŭġűŘ�p��

n 2003mő 
�Č|�ŗ�0!¶�6ĂŘ�"èŐ2004mő 
ƍƫƩƪƉƫƚƩŐ UÁIXŐ Q§�©ŕ�$ ÀĻ��ðŗàŊPĎ	DŘ÷j

--ƌƄƊýďŇ�ċŖŗ��Ř
0!jŐ2007m 12�ő 
ĦăÖ9ŗû��¢8"�Z�łƱƳ�4ĔŋłŘŗ�¢½�ċŘaZŇŐ1996ő 
Óč�XŕėĘ.šŻŤ�ZŪİqŭ$�ŚL�Ŏ¤éļŀvĴÒŐG��ī

ðŗ¬¯Ŭå#DcŅŘƬƌƄƊýďŇƭŭ�þŖŗ¸ċĸýďQZçí

õĕŘ40jŐ2010m 3�ő 
¤�Eî2ÒŇ [ŲŜ] ûłŐ o4Ö÷XŐųřXƪƛžāĜŗƜƎƓƩýďŇ�

¢ýďŭą\Ř2012mő 
wÚ@RŕƌƄƊýďŇċŗ�;Òğ÷jŘŎœđöĚĠŔŬ�ŢŨŖŗ���Z

çíŘ52j 2002m 4�ő 
wiýďŇûłŗ÷ÜũŦŧźÍ»ÒğōōŌ �ŞøŝŻŤÍ»÷ŭôĥŘƬw

iýďŇŐ2005mő 
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ƔƕƦƔƪƍƂƩƆƩƏŕƘƑƆƩƅƟƪƉƧƇƌƣƩŭ¹9ƬƌƄƊýďŇŭÉ�÷ƭŖ

ŗ8ýďŘ41j 1973m 6�ő 
�Ľ�.çí´°E�ZçíĪ�Ňûŗ¾�ŭ¶�÷÷¢ŬŴźÔ�ýŭW

Ū)�Ř�Ľ�.çí´°E�ZçíĪ�ŇŐ2009mő 
ňLs¥ŕaĒŃq¢ŗ��vůřūŜŤŘŬśŠź�Y�±Ŗŗ®ĊZFQZ

õĕŘïCjŐ2012m 3�ő 
ÿÙÌŕĐŭƒƋƀƩŬŴźĖîŨ�ĤƫDŜŸJŰŭìŹŷŞŖŗ�¢çíŘ11

jŐ1994m 9�ő 
1688  Cristina Hatsue Holanda 

Hirano. 
ËĦQŕŗÈ×ØÒğ÷jŘŭĝ�ŎƌƄƊýďŇ�ċ¢żŶşťŨŖŗÎ*2Ò

ŇƈƨƫƘƦ COEõĕ Î*��Z�ŒŒ� ï�łŘ2008m 3�ő 
	 1974  

�d�rŗ¾�ơƫƔŭĞÙ : �±ŭÇĎŪƎƐƫ÷kŘ ęiZĆ$ÑŐ2008
mő 

g£��ªÄŗ�û�¢8"�Z�łŌ �8�@¶łŘ43jŐ1995mő 
£Ï]~Xŗ�¢ŁcÜ=AĳŌ HóƉƧƇƌƣƩŘeÃ�nŐ1992mő 
��ěçí�ûŗ��ěçíƵěĺŪ�ZŘ5jŐ2000ő 
�ûŗ�0!¶�÷Řęi�nŐ1967ő 
d7}Xŕ¶�Q@�Ū¢Ŀp��Ç�¢ŭ&ĎŖŗÂ�QZ�ZĶõĕŘ68

jŐ2014m 3�ő 
@ÚùCĵŗhf¢ĂŘƇƧƎ$ÑŐ1995mő 
 


