ANNOTATED BIBLIOGRAPHY HRfH & &% Tk

WOMEN & PORTRAIT
PHOTOGRAPHY IN LATE
19TH AND EARLY 20TH
CENTURY JAPAN

194014 -7 5 20 R gIEE D H AR
M, FLTAR— ML — FNEE

Karen Fraser, Associate Professor of Art History and
Museum Studies, University of San Francisco

ALy e TP — BT T RaREE Ef - RSN
iz

® Bennett, Terry. Photography in Japan, 1853-1912. Tokyo: Tuttle Publishing, 2006.

This publication reproduces hundreds of primarily Meiji-era photographs from both
Japanese and foreign photographers, comprehensively documenting the country’s
enormous societal and political transformations at the turn of the century. The volume is
notable for the reproduction of numerous rare and previously unpublished photographs,
as well as for documenting the intricate artistic, business, and personal relationships
between foreign and domestic photographers.
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Boyd, Torin and Naomi lzakura. Sepia-iro no sh6zé : Bakumatsu Meiji meishiban
shashin korekushon/Portraits in Sepia: From the Japanese Carte-de-Visite Collection
of Torin Boyd and Naomi Izakura. Tokyo: Asahi Sonorama, 2000.

Primarily a compilation of biographies (in Japanese and English) of photographers from
the late Tokugawa and Meiji periods, this publication also reproduces approximately 200
carte-de-visite portrait photographs from the private collection of Boyd and Izakura. As
an art historical resource, it is a thorough collection of data relating to the production of
carte-de-visite photography, including the major photographers, studios, publishers, and
photo supply retailers in Meiji-era Japan
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Fraser, Karen M. “Beauty Battle: Politics and Portraiture in Late Meiji Japan
(1868-1912).” In Visualizing Beauty: Gender and Ideology in Modern East Asia, edited
by Aida Yuen Wong, 11-22. Hong Kong: University of Hong Kong Press, 2012.

This chapter examines Japan’s participation in the international beauty pageant run by
The Chicago Daily Tribune. It explores how photography that displayed ordinary women
in public became both a new visual genre and a source to bolster Japan’s national pride
and international prestige after the Russo-Japanese War.
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. “From Private to Public: Shifting Conceptions of Women'’s Portrait
Photography in Late Meiji Japan.” In Portraiture and Early Studio Photography in
China and Japan, edited by Luke Gartlan and Roberta Wue, 174-92. London:
Routledge, 2017.

This chapter focuses on the depiction of photographic portraits of women in the early
twentieth century and argues that modes of disseminating these images—particularly of
courtesans and geisha—played a major role in the rapidly shifting social norms around
how and where images of women were consumed. Considering technological advances
and availability of access to cameras and photography studios, Fraser analyzes how new
venues of visibility for images of women outside of established courtesan-related
business practices were an integral part of dismantling gendered taboos.
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. “Studio Practices in Early Japanese Photography: The Tomishige Archive.”
History of Photography 33, no. 2 (2009): 132-44.

This article studies one of Japan's earliest commercial photography studios opened in
1870 in Kumamoto, Kylsht prefecture by Tomishige Rihei. Using the family archives of
the studio as a source, Fraser considers how this particular studio and its longevity
(operating continuously for four generations) sheds light onto the practice and
development of commercial photography in Japan at large.
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® Fuku, Noriko. “l am a Photographer.” In An Incomplete History: Women Photographers
from Japan, 1864-1997, 3-12. Rochester, NY: Visual Studies Workshop, 1998.

This essay by curator Noriko Fuku discusses the background and theses of the traveling
exhibition “An Incomplete History: Women Photographers from Japan, 1864-1997." In her
essay, Fuku argues that women have been taking photographs for essentially as long as
their male counterparts and across all geographic regions, but that systematic lack of
access to formal arts education and gender as a pre-assumed obstacle to membership in
certain societal groups made it less likely that they would be considered equal to men
when the first histories of photography were being written.
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® Hirayama, Mikiko. “The Emperor’s New Clothes: Japanese Visuality and Imperial
Portrait Photography.” History of Photography 33, no. 2 (2009): 165-84.

This article discusses the significance of four official photographic portraits taken of the
Emperor Meiji between 1872 and 1888, arguing that the medium of photography was
instrumental in breaking long-standing taboos about visual representation of the
emperor’s likeness. More importantly, Hirayama argues that the photograph, through its
perceived accuracy of representation and its innovative technological status, was the
ideal medium to convey the emperor’s dual role as a descendent of the divine and the
leader of a rapidly modernizing country.
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® Hockley, Allan. “Cameras, Photographs, and Photography in Nineteenth-Century
Japanese Prints.” Impressions no. 23 (2001): 42-63.

This article focuses on a subgenre of nineteenth-century woodblock prints that the
author dubs shashin-e, or “photography prints.” Hockley examines prints from the 1860s
through the 1870s, tracing a shift in visual representations of Westerners to Japanese
individuals operating cameras. The author analyzes this shift in hthe context of the
ideological discourse surrounding Japan’s modernization in the Meiji era.
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Ishizuka, Tsukitei. “Fujin to shashin (Women and Photography).” Fujin Sekai, vol. 1, no.8
(1906): 55-65.
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. “Fujin to shashin Il (Women and Photography Il).” Fujin Sekai, vol. 1, no. 9 (1906):
66-75.

Published in the magazine Fujin sekai (Women's World), this two-part article from the
early twentieth century discusses the ways a female sitter should prepare for a portrait
sitting at a photography studio to ensure that she looks her best. The author includes
what type of clothing patterns photograph best, what kind of makeup to wear, how to
pose to highlight certain features and downplay poor features, and more.
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Pora bunka kenkyijo. Bakumatsu-Meiji bijinchoé (Bakumatsu-Meiji Beauty Notebook).
Tokyo: Shinjinbutsu 6raisha, 2009.

Part of a tradition of collecting images of beautiful women, or bijin, and often associated
“types,” the Bakumatsu-Meiji bijinchd is an anthology of photographs of women taken at
the turn of the Edo and Meiji periods. Published by the Pola Research Institute for Beauty
and Culture (itself a subsidiary arm of the Pola Cosmetics company), the book is divided
into three chronology parts, focusing on the women of the late Edo (or Bakumatsu)
period, those that were photographed during the early Meiji transitional period, and the
so-called “Madonnas” of the Meiji era.
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Sakuma, Rika. “Shashin to josei: Atarashii shikaku media notdjo to miru/mirareru jibun
no shutsugen (Photography and women: the advent of new visual media and the
emergence of the looking/looked at self).” In Onna to otoko no jika (Time Space of
Gender: Redefining Japanese Women's History), edited by Kono Nobuko and Tsurumi
Kazuko, 187-236. Tokyo: Fujiwara shoten, 1995.

This chapter, from an edited volume that is part of a larger series seeking to write
Japanese feminist histories in history, art history, and literature, engages with questions



about how the dissemination of new image-making techniques and technologies
impacted the lives of women in the decades leading up to the turn of the twentieth
century. In particular, this chapter is interested in investigating these new forms of
visibility for women, both in terms of women seeing women represented in mass media,
and women being conscious of (primarily male) others seeing these images of women as
well.
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Saeki, Junko. “Shashinshi ni natta Meiji no onna: Bijin shashinshi hensenshi (Meiji
Women Become Photo Collections: The History of Changing Bijin Photo Collections).”
In Bakumatsu-Meiji bijinché: koshashin ga kataru uruwashi no 300 nin
(Bakumatsu-Meiji Beauty Notebook: 300 Beautiful People as Told by Old Photos),
edited by Pora bunka kenkytjo, 90-95. Tokyo: Shinjinbutsu oraisha, 2001.

This short essay appears in a richly illustrated book featuring a wide selection of
representative images of women from the Meiji period. It provides a brief overview of the
history of bijin (“beautiful women") photographs and photo collections from the late 19th
century. It traces the evolution of the genre from the earliest images, which often
depicted women from the pleasure quarters, and were typically produced as individual
images. Towards the end of the century, the genre had evolved to include widely
circulated collections of bijin imagery featuring famous geisha, such as the photographic
books produced by the well-known photographer Ogawa Kazumasa.
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Tokuriki, Sakuko. “Fujin shashinshi no jitsureki (True Story of a Woman
Photographer).” Fujin sekai vol. 2, no. 14 (1907): 30-33.

This first-person narrative from the early twentieth century describes the experience of
Tokuriki Sakuko, who took over her husband's photography business after his death in
order to support herself. Tokuriki describes her clientele as being about 70% female and
reflects on the attitudes of some of her female subjects towards photography. For
example, she mentions that her customers routinely state that they prefer to work with a



female photographer and that younger women in particular express discomfort with
regards to being photographed by a male photographer.
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® Tseng, Alice. “Imperial Portraiture and Popular Print Media in Early Twentieth-Century
Japan.” Journal of Japanese Studies 46, no. 2 (Summer 2020): 305-44.

This article examines the use of photography for Imperial family portraiture in the Meiji
and Taisho eras. Paying special attention to the role of go-shin'ei (true likeness), and the
rapidly increasing but controlled visibility of the emperors' likenesses, Tseng argues that
the mass dissemination of photographic portraits of the Taisho emperor in particular
allowed for a unique overlap of the sacred and quotidian.
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® Wakita, Mio. “Selling Japan: Kusakabe Kimbei's Image of Japanese Women.” History of
Photography 33, no. 2 (2009): 219-20.

This article studies the photography of the major Meiji-era photographer Kusakabe
Kimbei, focusing on the way in which Kimbei's studio produced souvenir photography
featuring images of Japanese women. Arguing that instead of merely producing images
that replicated the visual language of exoticism for a foriegn audience, Wakita explores
how Kimbei's photographs existed within a much larger domestic network of visual
culture, and how these images were produced and circulated within a pre-existing
context of commercial exchange.
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. Staging Desires: Femininity in Kusakabe Kimbei’s Nineteenth-Century Souvenir
Photography. Berlin: Reimer, 2013.

Focusing on staged photographs of women produced by Kusakabe Kimbei's studio from
the 1880s to the second decade of the 1900s, this book is the first English-language
monograph on Kusakabe Kimbei's studio practice. It expands scholarship of Meiji-era
photography that focused on the first generation of mostly foreign and international
photographers based in Japan. By recontextualizing Kimbei's souvenir photography



within a more holistic view of Meiji-era visual culture, Wakita argues for these images of
women as multivalent and layered spaces of meaning, rather than simply exoticized,
gendered photographs intended for foreign consumption.
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