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ABSTRACT

PUBLISHING NETWORKS IN EDO JAPAN

MAY 2015

HISAKO KOBAYASHI, B.A., WASEDA UNIVERSITY

M.L.A., SCHOOL FOR INTERNATIONAL TRAINING

M.LS., STATE UNIVERSITY OF NEW YORK ALBANY

M.A., UNIVERSITY OF MASSACHUSETTS AMHERST

Directed by Professor Stephen Forrest

The publishing business in the Edo period (1603 — 1868) was very unique since it
was divided into two genres: shomotsu mononohon and jihon kusazoshi. Publishers
had their specialties and their business strategies varied. In this research paper, I
examine the publishing strategies from the view of the network system. First, I state
the definition of this network. Next, I study the publishing history of the Edo period
to gain a general understanding. Lastly, I examine the network systems of the
shomotsu publishers and the jihon kusazoshi publishers. I use examples from Tsutaya
Jiizaburo, Suharaya Mohg, Tsuruya Kiemon, the Torii School and the Utagawa
School. In the end, the readers will understand the various networks had the roles to
energize the Edo community, and each network was indispensable among the whole

big network system.
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CHAPTER 1

THE NETWORK AND ITS DEFINITION: REN

What is a network? This term, “network,” has a wide range of applications in
Japanese. In order to have a common understanding between Japanese and English, I
should clarify what “network” means in both languages before I start examining its
definition in this paper. The search for a definition in the JapanKnowledge database
yielded 357 definitions. In Shueisha’s Imidas, I find “network™ defined as a reticular
organization, IT related structure, business related network, and woven craft products. In
these terms, people cannot find human-related terms, so I should move on to find the
other definitions in the English dictionary. People will find the follows in the Cambridge
English Dictionary in JapanKnowledge.

Noun: a large system consisting of many similar parts that are connected together
to allow movement or communication between or along the parts or between the
parts and a control centre.
Verb: 1. To connect computers together so that they can share information. 2. To
meet people who might be useful to know, especially in your job.'
Here, people will find the meaning of “network™ in terms of human relations in the
second definition of “network” as a verb, along with the physical term (i.e., build a
network) in the other definitions. By analyzing these two resources, people will sense that
“network” must be derived from a “net” and its “work” to spread and to connect similar
or different items. It does not refer only physical networks, such as store branches or the

cable networks of computers, but also to non-physical wireless networks and personal or

social networks.

! http://japanknowledge.com.silk.library.umass.edu/lib/display/?1id=50010Z-24-4-0216 (accessed
12/16/2014).



In this thesis, I explore the structure of the publishing networks in the Edo period
and to answer the following questions what type is the strongest network in the
publishing business, what type is the long-lasting network, and how networks interacted
with each other. In the end, people will see that a variety of networks existed and
understand that networks interact to keep the society active.

In the Edo period, the publishing network intertwined with other networks in the
Edo society and had an important role in helping the townspeople sustain their businesses
and energize their culture. When publishers failed to keep their networks running, the
networks lost their appeal to the public, which immediately and adversely caused
stagnation or a reduction in business, or, in the worst case, resulted in the closure of the
business. However, most significantly, the Edo networks played a vital role in keeping
culture and society active. If one small network among the whole broad publishing
network declined, then the other small publishing networks filled this gap and re-
energized the whole broad publishing network. Also, other networks outside the
publishing network, such as the kabuki network or joruri network were inspired by their
connections with the publishing network, and their activities became livelier, which, in
turn, made the Edo culture more dynamic.

When researching the Edo publishing structure, I start with the assumption that
the network is based on the social community, the Edo society. My topic, the Edo
publishing network, is just one among many networks that existed in the Edo society. In
this thesis, I am studying the features of the Edo publishing networks to find how they
functioned and how they interacted because I want to show how they affected the

community and people’s lives. By understanding many varied features, readers will find



significance in the diversity of the networks in this society and how they made people’s
lives more active and kept them moving forward. In Chapter 3, readers will find that the
Edoites sometimes used the publishing networks to protest against their community or
that the publishers used the publishing networks within their community for their sales
routes. Readers will observe several cases in Chapter 3 and find the reasons why different
networks were established in the Edo publishing business and how people in the
networks worked and lived.

In classical Japanese, the network was very close term to ren 1H#.” This classical
Japanese originated from the Chinese 1, and this Chinese word consists of two Chinese
characters: & (chaku, which means to move on) and % /H (the sound is ren and the

meaning is to pull). In this context, in current Japanese, ren 3 means “tsugaru, tsureru,

tsuranaru, tsuranu, tsuraraku’™

which can be translated as “line up, be accompanied by,
take along with, tie, bind, connect, and link.” In ren, people find the meaning from the
original term of “pulling to move forward” to the more developed meaning of “line up,
connect, and link.”

In her book, Edo no sozoryoku, Yiko Tanaka explains ren as a network system
using an example from Hiraga Gennai. She finds the function of link in ren, and she
believes Gennai also found the efficiency in ren to utilize it in his business. She describes

the reasons that Hiraga Gennai (1728 — 1780) in the city of Edo won in terms of numbers

against Osaka at his herbal exposition H##E41 2, and his triumph was attributed to the

? In the present Japanese, there are many examples of using 3. For examples, H{K (renkyii) means
consecutive holidays, and 1# " (renchii) can be translated as a party or a company.

3 Ogawa Tamaki; Nishida Tachira; Kiyoshi Takatsuki /[N [[ER#f 75 K —EF 7R &, Kadokawa
shinjigen 18 )11 375 (Tokyo: Kadokawa Shoten, 1976), p.1002.

3



network system he used to collect herbs. She explains that Gennai had 25 intermediaries
in Japan, from Nagasaki to Shinano (present-day Nagano), and he distributed handbills to
each intermediary. In these handbills, people found an easy method to provide their herbs
to the exposition and then retrieve them. Tanaka thinks Gennai got his idea of a network
system to advertise his exposition and collect herbs and return them from the existing
haikai’ network system: the intermediary system, toritsugisho system UK TS A7 L2
The haikai network consisted of poets and intermediaries (toritsugisho) EUZ/XFT who
created the place and network called ren 38 so that the poets could gather and
toritsugisho trained poets in the presence of the promoters (kogyonushi) #1473 who
were between the foritusgisho and the critics of haikai (tenja) 575 . In these haikai
groups, poets created linked poems in a group and paid for evaluations by the
toritsugisho who collected the final poems and delivered them to the kogyonushi. The
kogyonushi received them and gave them to the fenja with a payment for their evaluation.
After the tenja evaluated the poems, the drafts were returned to the kogyonushi who
prepared the awards and gave them along with an evaluation to the toritsugisho. Finally,
the toritsugisho returned the drafts to the poets. Gennai used ren of foritsugisho in this

haikai network system for his exposition advertisements and delivery service for herbs.

Tanaka relates ren with two concepts: place and links. She thinks people form
links by sharing a place. She says that “35 DO ILA L, AROMIHOAIZEER LI=HE

M| & JiEND Z & 238 5, The sharing of a place sometimes is called “ren” when

* Haikai fJF7% is the term of linked verses (renku) by several poets. In the 10™ century, it was regarded as
the non-traditional poem style. In the Edo period, haikai became in the fashion for many people, and the
linked verses groups were established in many places.

> Tanaka Yiko HHBF, Edo no sozoryoku 11.)7 D484 ) (Tokyo: Chikuma Shobd, 1986), p.72.
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viewed from a human perspective.” This means that ren has the flexibility to represent a
place, and by sharing the place, people are linked together but not unified. I believe that
in this context, the individuals are the active particles yet they are not unified. If readers
imagine how molecules act, this idea is easier to visualize. Each molecule is independent,
but each one needs to link or come together with others, otherwise, neither the single
molecule nor the whole bundle of molecules functions well. In her other works, she

defines the “ place %5 as the seat for the kami in the medieval and pre-modern Japanese

cultural context.” The force which humans create with their own wishes, also called the
kami, in which several persons concur in the same purpose and share the same method,
descends there.® This force creates a magnetic field, and so people usually do not need to
have a logical reason to come together. They are simply attracted to go there where there
is. Tanaka says that “3#DIGIZIE, —OOEENRHDH, —DIF, O L L ToE
DT D, NDBWESZ LIk, FIRFICHEDHES Z & Th o7z, There are two
mechanisms in the place of ren. The first one is of the place of the kami’s seat. This
means humans’ play equals the kami’s play.” It seems the boundary between the kami’s
play and the people’s play becomes ambiguous gradually. Moreover, people seem have
long forgotten the original meaning of the entertainment for the kami. People still gather

for the maximum effect with or without knowing it. Tanaka refers as “3# DD & H —

® Tanaka Yiko H B F, Edo wa nettowaku iL7 /3% v b 7 —2 (Tokyo: Heibonsha, 1993), p.11.
7 .

Ibid., p.10
¥ Ibid., p.10.

? Ibid., p.17.



OOEIL TEH72 D | TH 5, The other mechanism of ren is tsuranari, a link.”"

Tanaka describes that the other function of the place of ren, as a link by individuals. This
is not a dense connection or intense interactions but that of the crowd following links
connection of dots to dots. Sometimes, one dot widens the point of another dot and then
reaches several dots directly. Sometimes, one dot shrinks and feebly touches the dot
nearby. But by touching and reaching, a relationship can last and be extended. Or
sometimes, it ends when there are no more dots at the front. This is how the network of
ren, put an end to this activity. When the place of ren vanishes, another new ren is born.

Tanaka emphasizes the “place” to play as the seat of the kami. This setting was
necessary for the people to increase their benefits at the maximum, at the same time, a
physical gathering place for individuals. This place had to be well prepared to welcome
the kami by gathering many members. This process by the group generated a much
stronger power than the one generated by the individuals. That was what the kami needed.
This situation was, indeed, not only for the kami but also for humans.

I examine what kind of networks existed in the city of Edo in Chapter 3, after

studying the Edo publishing history in Chapter 2. In Chapter 4, I will conclude the types
of networks and readers can think how networks worked in the Edo community and how

they affected the Edo culture and people’s lives in the end.

10 Tanaka, Edo wa nettowaku, p.17.



CHAPTER 2

A BRIEF HISTORY OF PUBLISHING IN THE EDO PERIOD

The history of Edo publishing started with several types of technology, including
typographical, woodblock printing, and handwriting. Typographic in Japan began when
Toyotomi Hideyoshi % F. 555 (1537 — 1598) invaded Korea and seized moveable type
printing presses and techniques at the end of the 16™ century, and the western printing
machines was brought by missionaries (1590 — 1611).

There were several versions of many types of printings presses including
Chokuhan version it (imperial edition) by Go-Yozei-tei %[5k (1571 — 1617),
Suruga version BRI by Tokugawa leyasu i) 11525 (1543 — 1616) and the Sagabon
version I A by Hon’ami Koetsu AXFR[HRE (1558 — 1637) and Suminokura Soan £ 8
FE (1571 -1632). In 1593, Go-Yodzei-tei ordered the printing of one of Chinese classics
of Confucianism, Kobun kokyo 15y SLZ#%, using wooden movable type. In 1597 and
1599, several books in classical Japanese, classical Chinese, and the Four Books /U3 of

Confucianism were printed with the same method. Tokugawa Ieyasu appointed Hayashi

Razan #RZE L (1583 — 1657), who was his counselor, to supervise the production of

copper-type printing after Ieyasu’s retirement to Suruga in 1607, and Chinese textbooks
were printed. Hon’ami Koetsu was one of the prominent artists in Kyoto in that era, and
his calligraphy was preserved in books printed with movable wooden type with the
financial support of Suminokura. The series of art books were made by using the

woodblocks for illustrations and movable wooden type for the text. Papers with



decorative patterns and mica were high quality as was the binding. Kodetsu printed the
classical Ise Story (FZ54)5E, Hojoki 77 7, and Tsurezuregusa FESREL and others using
hiragana (Japanese syllabary characters), and not kanji (Chinese characters). This was
the first time for Airagana to be used for printing, and it marked a memorable turning
point in printing history because few people could read kanji.

Soon, publishers found this technique inconvenient to print Japanese and kanji,
and they returned to the original woodblock printing method in the Edo period. The
movable type had to be reset after the books were printed, and it took a long time. It also
took long to combine the text with the woodblock prints in the illustrated parts. Besides,
there were thousands of Chinese character types to set, compared with the limited
numbers of Roman alphabet types, so the management and the maintenance costs for the
former were considerable. Peter Kornicki describes that inserting reading marks (kunten)
in Chinese texts was much easier in the woodblocks."' Also, Kikuya Nagasawa presumed
that because the techniques for printing were not mature, the print runs might have only
been up to several dozen copies or 100 at best."

In this shift to woodblock printing, readers must realize that one important fact is
the woodblock is a tangible material. It will remain for long time and is an asset with cash
value for the copyright by publishers. In the publishing trade, woodblocks were
transferred literally from A to B, or the copyright was bought and sold from A to B, or the
copyright was shared among several publishers. Or even before it was curved on the
woodblock, the copyright was generated, and no one could pirate the original draft. This

idea was not possible with the printing using the typographical printing method. The

" Peter Kornicki, the Book in japan (Honolulu: University of Hawai’i Press, 2001), p.135.

"2 Nagasawa Kikuya 5158181, Kosho no hanashi 153D 7% (Tokyo: Tozanbd, 1976), p.123.
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typographical method consisted of setting rows of movable type, and once they were set
and used, they would have to be disassembled. There was no remainder of the tangible
material when using movable type. The woodblocks, on the other hand, were valuable
products for the book publishers.

There were two big genres of books published in the Edo period. One was the

traditional book genre known as shomotsu E¥) or mononohon ¥) DA, which included

more serious and educational books such as sinological texts, sutras, Japanese classical
texts, medical books and so on. Shomotsu were necessary for the aristocrats, the monks,
the samurai, and the upper level-merchants. It was considered an intellectual genre as
well as educational. Before Edo period, the most published books were sutra, and those
were published in big temples. The other genre was entertainment oriented books, the so-
called jihon HUA or kusazoshi FPGHK. Jihon kusazdoshi were published story books with
pictures, song books, lighter and entertainment oriented books, play books, actor

critiques, guidebooks, nishiki-e #i#% which was a colored woodblock print."” Jikon

kusazoshi was mostly printed in hiragana, and women and less educated people were

able to read them because hiragana had limited fonts and easily being mastered to read.
Publishers of both genres formed guilds. The shomotsu guild called the shomotsu

toiya or shomotsu don’ya, had a longer history from the Genwa era (1615 — 1624) than

Jjihon kusazoshi guild. The shomotsu guild was officially recognized by the Edo

13 Nishiki-e was invented as a collaborative art work in 1765 by Suzuki Harubobu #5 A %2 who was a
painter. It was a work by a painter, an engraver fZill horishi, and a print transfer technician {4/ surishi.
After a horishi engraved a woodblock from the painter’s drawing, the surishi added pigments on the
woodblock and printed copies with a tool called baren made by binding papers with lacquer and wrapping
them in the bamboo peel. Nishiki-e applied various colors, and later in the Edo period this became
synonymous with ukiyo-e.



government in 1722 and the jihon kusazoshi guild gained this distinction much later in
1790. Without participating in these guilds, it was not possible to get permission to
publish books legally in the Edo period.

In order to have a better understanding of the readers of shomotsu and jihon
kusazoshi, it is important to know the percentage of the aristocrats, the samurai, and the
monks in the Edo period. There is no exact data from a nationwide population survey. |
can only take the local data as the examples to estimate the national population. There are

results of surveys by the Akita Domain £k FH 7 on Kaei 2'1849 and by the Tsuwano
Domain HEFNEF 7 on Kaei 4'1851. According to these surveys, Akita’s population ratio

shows the samurai at 9.8%, the merchants at 7.5%, the farmers at 76.4%, and the others at
6.2%."" Tsuwano’s population ratio includes the samurai at 7.7%, the merchants at
2.96%, the farmers at 86.46%, the craftsmen at 1.56%, and the others at 1.32%."
Sekiyama Naotard estimates the broad population ratio in Japan as the famers at 80% —
85%, samurai 6% — 7%, townspeople 5% — 6 %, and the others 3% at the end of the Edo
period.'® (Note that “others” includes aristocrats, monks, priests, and people considered
outcasts.) Sekiyama estimated that the total population in Japan at the end of the Edo
period was between 0.3million and 0.32 million in Japan."

Along with the nationwide ratio, I should examine the population in the city of

Edo. Sekiyama estimates the population in the city of Edo from the middle to the end of

'* Sekiyama Naotard BE|LIEL AR, Kinsei Nihon no jinké kozo Wttt B A A 041 (Tokyo: Yoshikawa
Kobunkan, 1969), p.291.

" Ibid., p.293.
'® Ibid., p.312.

7 Ibid., p.118.

10



the Edo period as a samurai class including domain lords and the Edo; 520,000 —
530,000, persons without a registered address; 40,000 — 50,000."® This adds up to
1,090,000 — 1,110,000. He also estimates the population in Osaka from 300,000 to

400,000, based on the survey of Machibugyosho FTZ51T (magistrate's office), which did

not include the samurai class of 418,537 in Horeki 12/1762, 373,045 in Bunka 13/1816,
and 314,370 in Ansei 5'1858."° Sekiyama estimates the population in Kydto did not
change as much as Osaka did, and kept its same range of around 400,000.*° This
estimation leads to the conclusion that shomotsu were sold among what was a relatively
small population in Japan in total, but were widely sold in the city of Edo. Jihon
kusazoshi were sold among the wider population both throughout Japan and in the city of
Edo, Osaka and Kyoto. Shomotsu were a necessity for a certain class such as among
samurai class having their education, and they were sold well for a long time. In contrast,
Jihon kusazoshi would have had a chance to be a “best-seller” in a short period, and it
could not possibly be a long term “best seller.”

It is also important to consider the price difference between shomotsu and jihon
kusazoshi. Konosuke Hashimoto, who is a bibliographer, took samplings to compare the
price between shomotsu and jihon kusazoshi to find each profit. He estimated the average
price of shomotsu was at ¥ 5,700 — ¥ 5,800 yen ($57 — $58). At the same time, readers
must note that one volume of shomotsu consisted of several books. Hashimoto estimates

one volume consisted of between 4.3 and 4.8 books. This adds up to between ¥ 24,000

'® Ibid., p.228.
" Ibid., p.231.

20 Sekiyama, Kinsei Nihon no jinké kozo, p.232.

11



and ¥ 28,000 ($240—$280).%' This is expensive. In contrast, jihon kusazdshi were cheap.
The number of pages was usually 5 cho (5 T=10 pages), whereas shomotsu was 50 cho
(50 T"=100 pages), and the paper quality was poor compared to shomotsu. As a
conclusion, Hashimoto estimates the average price of jihon kusazoshi was ¥ 300 ($3).”

He adds that the print runs for shomotsu was usually several hundred copies instead of
the thousand or more for jihon kusazoshi. Once a jihon kusazoshi became a hit, it was
printed up to 10,000 copies. This is exactly a “small profit and quick return” business.
Which book category was better for publishers is hard to conclude because it is up to how
many books were sold in what category and within what time range.

In the next chapter, I examine how Tsutajii conducted his publishing business
mainly in the jihon kusazoshi genre. I use one example of the shomotsu publisher,
Suharaya Mohe 28 i 2 /% £, and another example of the shomotsu and the jihon
kusazoshi publisher, Tsuruya Kiemon #5/% =47 1#F5 to study how their marketing
strategies were different from that of Tsutaya Juzaburd and how they used their networks
differently for their respective businesses. In the end, I present two more different

networks for publishing, which were related to the kabuki world. These examples will

support the recognition of the concept of various network systems.

*! Hashimoto Konosuke ¥4 2 /1, Edo no hon'ya to honzukuri 117 DAJE & A-3< Y (Tokyo:
Heibonsha, 2011), p.95.

2 Ibid., p.97.

12



CHAPTER 3
THE EDO PUBLISHERS AND THEIR NETWORKS

A. Tsutaya Juzaburo

BIFOREF FIZEFEE LI, TOBIZE Y THATO M B2 RF I ICFR (T2 7)) O L, R4
OMIZHBF LT, — & FSHMARRIC/R Y ¥, HHCERICEOTEZEDS L OIXZ TN E,
FREVHTREDICRYTZDIX0VE/NTELEOEARVNT Y, (BEHE, WOKRILHE
TR

Tsutaya Jizaburd &= H —HS (1750 — 1797) was admired by many talented persons, and his
publications were appreciated by the Edoites. Business went well and within 10 years, his
publishing house became one of the outstanding jikhon don’ya. Many men were known to bankrupt
themselves through their decadent lifestyles in Yoshiwara and it was rare that someone from

o}

Yoshiwara made a fortune. (Kyokutei Bakin. Kinsei mono no hon Edo sakusha burui) o

\ _/ I
— - ) N 2 I
Tsutaya Juzaburd was born, ,5 k/\/\ _/f |
raised, and started his publishing business \ 3 E;‘
in Yoshiwara, the pleasure quarter in the )T
\
city of Edo, the only place where four Lﬂ 5
)
classes - samurai, farmers, craftsmen, and J_P ‘"L /
——— C L / —_——
. ) 1S
merchants - were not questioned about L - AER
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their legal status, but were vetted

. Figure 1: Present Tokyo Taitd Ward
depending how much money they spent. He

1. Present Ueno Park Hi_BF/\[H
left there to make a fortune running his 2. Sensdji V&L
3. Yoshiwara #HJ&
publishing business in Toriabura-machi {1 4. Saruwaka-machi J% ¥ W] Kabuki District
after 1843.
5. Okura fHJE and Shubi no matsu & & DA

BT, which was known as a competitive
P 6. Yanagibashi &

publishing environment. Tsutaya Jizaburo

F5 = H =B, known as Tsutajii & 5, is considered unique because of his publishing

3 Kyokutei Bakin #5255 ZE, Kinsei monono hon Edo sakusha burui T 14) 2 AT F/E#EEE (Edo,
1834).
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business in the late Edo period. His publications, including books and ukiyo-e prints,
were regarded as having high quality content. Under his patronage, many artists and
writers developed their talents. Today, their works are still praised for their high quality.**
These artists and writers, whom Tsutajii supported, included Kitagawa Utamaro =24 )|
KB (17532 — 1806) whose ukiyo-e were very popular in the city of Edo, Toshiisai
Sharaku HIN%T G258 (? — ?) who introduced the new style of ukiyo-e and vanished after
10 months from his publication, Santo Kyodden [LI 3 5i{x = Kitao Masanobu At BEji#H
(1761 — 1816) who was the one of the best known writers and illustrators in the late Edo

period, Jippensha Ikku 3% —JL (1765 — 1831) who was also a best seller writer of
famous comic traveling story, T6kai dochii hizakurige (Shanks’ Pony along the Tokaido),
Katsushika Hokusai % ffi1t7F (1760 — 1849) who left many unique ukiyo-e, and
Kyokutei Bakin #i5=5%% (1767 — 1848) who wrote the best seller of a reading book of
fantastic, Nanso Satomi hakkenden (The story of eight dog samurai and a princess of
Satomi family in Nanso region). Tsutajii also represented the early Ota Nanpo K [ Fi#A
(1749 — 1823) who was a samurai and a leader of kyoka poets, Koikawa Harumachi 73) 1]
FHT (1744 — 1789) who was a samurai and a fine illustrator and a writer, and Hoseidd
Kisanji AARR % & = — (1735 — 1813), who was Harumachi’s best friend, a writer, and

had the same status as samurai. Tsutajii’s relationships with many other writers are also
notable, and readers cannot ignore them when one refers to his network.
To this day Tsutaya Juzaburd is considered one of the most significant

entrepreneurs in the publishing history in Japan, as his artists were the bridge to a new

% See Fukuda Kazuhiko’s comment in Edo Ukiyoeshitachi (1979), Okubo Jun’ichi’s comment in Ukiyoe
(2008), and the articles in Heibonsha’s Tsutaya Jiizaburé no shigoto (1995).
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generation and widely read by the general audience with favorite themes and subjects in

literature and the arts.

How could Tsutaya Jiizaburd promote so many artists without having any

personal hereditary advantages such as the social connections and the financial backing

enjoyed by the Suharaya Z8J5U= or his rival publisher, Izumoji H{22=F clans? How could

Tsutaya Juzaburd make his
business so successful and
competitive against the
prestigious shomotsu don’ya

WM E and jihon don'ya
A such as the
Suharaya ZE iU Z clan, and
Tsuruya %52 clan? Why was

his work embraced by so
many citizens in the city of
Edo? Lastly, why did this

business decline so drastically

after Tsutaya Jiizaburd the First died? There

Figure 2: Present Tokyo 23 Wards
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must be some reasons for this quick popularity and quick decline of the Tsutaya Juzaburd

publishing house.

Tsutajii was born in the Yoshiwara quarter. His parents’ occupations are not

known exactly, but it is easily assumed that they worked in the Yoshiwara quarter. In

1773, Tsutaji opened a bookstore at the entrance to the quarter to sell Yoshiwara saiken
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= JFURA B, a guidebook that listed the names of courtesans in each pleasure house in
Yoshiwara. This saiken was published by the publisher Urokogataya fi# /¥ = two times a
year. Tsutajii not only sold this book but he also started publishing his first book, Yiijo
hyobanki W7 FE]FL, which consisted of commentaries on the courtesans in the licensed
quarters in 1774. In 1775, he published the Yoshiwara saiken when Urokogataya had a
problem sending out its publications. Tsutajii took over Urokogataya’s place along with
taking over the writers and artists who were very popular in the publishing world.
Matsumoto Hiroshi presumes that it must have been Tsutaji’s character that attracted
people to join his circle.”> Matsumoto’s presumption is supported by the words of

Ishikawa Masamochi 1) [#£22 , whose other name was Yadoya no Meshimori 15 & iz
(1754 —1830) and belonged to Hakuraku ren {F12%58, on Tsutajii’s gravestone. “Tsutajii’s

spirt was high, and that he was generous, magnanimous, and greatly respected by others”
can be read there.

Those artists and writers whom Tsutajii took over from Urokogataya were
Katsukawa Shunsho [5)11FE (1726 — 1793), Kitao Shigemasa At BB (1739 —
1820), Hoseido Kisanji 4 = — —, and Koikawa Harumachi 751/ #HT. Shunsho and
Shigemasa were leaders among the popular illustrators, and Kisanji and Harumachi were
leaders among the writers. Kisanji and Harumachi were from the samurai class and knew

each other through their service as Edo rusui {177 ¥ ~F &, which was an official post as a

feudal lord’s liaison in the city of Edo.

There were many big publishers such as Tsuruya Kiemon %82 =45 f#FH,

** Matsumoto Hiroshi fAAE, Tsutaya Jizaburs 552 8 —H[; (Tokyo: Nihon Keizai Shinbunsha, 1988),
p.52.
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Okumura Genroku BLAFJH7S and others when

Urokogataya ceased publishing. It was very

likely and natural for these artists and writers to

get commissions from them and not from

Tsutaji. At this time, Tsutaji’s publications

were famous in the Yoshiwara quarter, but not

yet in the larger city of Edo.

People, therefore, do not know how

the business started, but people know that
Tsutajii never lost any chances when the
Urokogataya business fortunes declined.
Tsutajii seized the chance to take over
Urokogataya’s business, including his
somewhat exclusive writers and artists. By
adding them to his saiken business, it is
easy to presume that Tsutajii’s network
became broader.

After this transition, Tsutaju’s
network became bigger as Nanpo’s kyoka

ren expanded. Ota Nanpo X FH i #A was

Figure 3: Present Tokyo Metropolitan Chiic Ward
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5. Hama goten ;E{HI B3R KBt = B BHEERE (Present Hama-
rikyii garden in Chiid Ward)

6. Present Tokyd Station ZRERIRER (Present Chiyoda Ward)
7. Edo Castle/present Imperial Palace ;L F/IRERE

(Present Chiyoda Ward)
Blank map by CraftMap

the leader of kyoka JE#K of Yamanote ren, [ F-3#, which was one of networks located

in Yamanote. Kyoka ren dealt with kyoka, which was a linked comic poetry, and kyobun

JE3C, which can be translated as a comic Chinese writing. This linked comic poetry was
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very popular in the Tenmei period (1781 — 1788). How this kyoka network worked was
very similar to the haikai network as both were based on a place, ren 1, as I examined in
Chapter 1.

Nanpo’s best friend, Akera Kanko A< 7T (1740 — 1799), who was the leader
of Akera ren 4318, was named one of three experts of kyoka. Nanpo’s rival,
Karagoromo Kisshii FE 2<% (1744 — 1802) who was the leader of Yotsuya ren PUAEL,

was regarded as the last one of these three. Within their networks, people interacted in the
same manner as in the Aaikai network. Many kyoka networks had connections with
Tsutaji’s large network. And present researchers sometimes consider this network to be
another form of ren.

Kyoka collections were traditionally printed by publishers belonging to the
shomotsu guild. Initially, Tsutajii belonged to the jihon kusazoshi guild. And Tsutaji
started publishing kyoka collections by developing his network of connections with
different ren.

Tsutaji’s business expanded based on the stable income from publishing and

selling the Yoshiwara guidebook (Yoshiwara saiken), song books (shohon 1IEA and
utaibon FEA), and textbooks for common people (6raimono 1¥#¥)). And these kyoka

collections, especially a gorgeous paper and binding collections, were supported by this
income and the commission fees from the clients. As can be seen in Appendix A, which
is based on Tsutajii shuppan shomoku,*® by 1783 when he moved from Yoshiwara to

Toriabura-machi 18 JH1H] where many prominent publishers were located, he had already

published 18 Yoshiwara guidebooks, 26 music score books and 6 textbooks out of 90

% Suzuki Toshiyuki $5 A8, Tsutajii shuppan shomoku % T HFRFEH (Tokyo: Seishddd Shoten, 1998)
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total publications. There was consistent demand for these categories in the same manner
as today’s readers purchase textbooks and workbooks for their schooling, guidebooks for

their sightseeing, and music scores for their piano or violin lessons. But the kibyoshi #53%
A%, which literally translates as Yellow Covers, featured short stories of satirical and

comical tones with pictures, and was not a reliable publication for a stable income. Sumie
Jones referred the life span of kibyoshi as short, not only because parody, which by nature

has a short literary life span, but also because the Kansei Reforms % B D& turned a

censorious eye to these satirical tendencies.”” The Kansei Reforms (1787 — 1793) was led
by Matsudaira Sadanobu in the effort to turn the Edo government finances around and to
control of the morals and people’s daily lives. Besides the Kansei Reforms, the prospect
of a short life span required publishers to seek good writers and illustrators, which

Tsutajii did. To publish kibydshi and sharebon i 7% 4 (books of manners in the

Yoshiwara pleasure quarter) was a risky business that could just as easily cost investors
or earn large profits. Accordingly publishers needed a stable income to support their
business in case their new venture failed. It seems Tsutajii’s attempt to get a big hit was
successful along with the stable income from the Yoshiwara saiken and other music
books and textbooks.

Tsutajii was able to bring a number of writers and illustrators into his publishing
network through his innovative ideas about publications. In exchange for providing
writers and illustrators with opportunities and places to gather for kyoka or kyobun, he
took advantage of the output from these gatherings. He published the works of many

creative people and took advantage of the kyoka network to look for more talented writers

*7 Jones Sumie, An Edo Anthology (Hawai’i: University of Hawai’i Press, 2013), p.31.
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with potential to become popular authors. People can see Ota Nanpo as a good one
example of how Tsutaji promoted a writer, how he used that writer’s name value as his
publisher’s advertising pillar, and how he encouraged other writers to join his network.
Nanpo was already well known as the kyoka leader in the city of Edo before he joined
Tsutajii’s network. Nanpo appeared first in Tsutaji’s publishing of An’ei 9/1780 when he
was 31 years old. However, it was not another kyoka, which had made Nanpo famous, but
kibyoshi. Edoites might have found that Kisanji influenced Nanpo’s writing, and Nanpo
was in a kibyoshi boom. It might have been thrilling for Edoites to read their works in
kibyoshi, not kyoka. It was Tsutajii’s task to promote the boom. Kisanji had written one
kibyoshi and one manner book in 1777 for Tsutaju. He then wrote one preface for saiken

and one preface for a humorous book (hanashibon) W 7K in 1778, and two prefaces for

saiken the next year. He had already contributed his name value and works to Tsutajii’s
publishing network before Nanpo joined. After Nanpo joined Tsutajii’s network, Kisanji’s
workload increased. From 1780 onward, Kisanji started writing many kibyoshi for
Tsutajii along with prefaces to saiken.?® Kisanji was the regular preface writer of saiken.
As if Nanpo were trying to compete, he started writing the epilogues of saiken from
1783. Interestingly after that point, Nanpo’s participation in Tsutajii’s publications
increased, along with the participation by his peers in the kyoka group. I see the
synergistic effect in this situation by these two writers, and it was not only these two
writers but many writers as will be shown in the next section.

Besides saiken epilogues, in 1784, Nanpo wrote two kibyoshi, four kyoka related

publications, one preface for a picture book, one preface for a textbook, and one preface

% In 1780, Kisanji wrote three kibyshi and two prefaces of saiken. In 1781, he wrote four kibydshi and two
prefaces of saiken.
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for a traveler’s journal. The most notable fact was that there were three writers, Yadoya

no Meshimori 15 2 8%, Fushihara no Nakanuki fR {1 E (? — ?), and Harakara no
Akindo iEFFFK N (1758 — 1821) belonged to Motomachi ren JCHTH, who were

published by Tsutajt, were within Nanpo’s network in 1784. Later, people found more

Nanpo-related writers in Tsutajii’s publications, such as Shikatsube no Magao FEHR S E.
A (1753 — 1829) of Sukiya ren #4%7 /=3 in 1785, Yamamichi Takahiko [LI15 &2 (? —
1816) of Sukiya ren in 1785, Hezutsu Tosaku “F-FR B AE (1726 — 1789) related in many

ren in 1785, Tsumuri no Hikari 855 (1754 — 1796) of Hakuraku ren {F12%%8 in 1786. It

should be clear by now that these ren were named for their locations, which also meant
that the networks were widely spread.

In this case, I find that a wide network was one of the keys to success in the
publishing business. According to Tanaka’s theory, ren is closely related to a “place.” She
cites that the kyoka groups of the Tenmei era as the evidence. Yamanote ren by Ota
Nanpo, Akera ren by the Akera Kanko, and Yotsuya ren by Karagoromo Kisshii were led
by the samurai and the main locations were where the leaders and their members lived.

Similarly, eight ren, led by the townspeople shared the same common thread as
the first three ren: a place. Ochiguri ren of Kyobashi, Shiba ren of Shiba, Honcho ren of
Honcho, Hakuraku ren of Nihonbashi, Sukiya ren of Sukiyabashi, Yoshiwara ren of
Yoshiwara, Sakai ren of Sakai-chd, and Mimasu ren of the fan club of Ichikawa Danjiiro.
People gathered at these groups mainly because it was a convenient location to visit.

Tanaka says the following:
BT H 2T E, Mk TH Ay, BARSITEMHIECB W TFERSDIT TH RV, BT

WL EERNSEIZZR DD TH - T, BIFERDEROHFIZ, BEORITR eV, mififfoEx, >F
DIZEBRATCH -7, THDHITH b ST, HEAKRE L 22 USRI Ry b U — 2130 S22
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nol,

Ren is not an association or an organization. Members do not join hands in their thoughts or
literatures. They link together because they live nearby or stay close by. The place is just
convenient. In their linked verses, we cannot see any influences of their ren. Ren of the linked
verses, in the other words, was mere intermediacy. However without the intermedial function of
ren, the networks of linked verses would not have existed.”’

According to Tanaka, ren was formed at convenient locations where people
gather. And she says that without the function of ren to gather people together, the
participants’ purpose (such as writing linked verse in a group setting) could not be
fulfilled. Earlier, as noted, Tanaka referred the ren/place/salon as sometimes being
combined with a festival.

It does no harm to members if ren (the place) stays or disappears. It is not their
problem but one for the kami to fulfill their wills. People just came and went just like the
kyoka ren were naturally formed, and naturally disappeared. People simply linked
together for their sacred rituals for the kami. The Kyoka members in Tsutaji’s network
were very active and mutually affected each other. The more people gathered together,
the more active the rituals such as kyoka play became. However, Tsutaji’s network
consisted of many links, and it was easy to stop connecting them when outside factors
interfered, as was the case with Tsutajii’s incidents. The Kansei Reforms adversely
affected Tsutajii’s network.

In 1788, Hoseido Kisanji was pressured to stop writing his satirical books by the

Edo government, because of the publication of his Bunbu nido mangoku toshi LK —1H
3418, In 1789, Koikawa Harumachi was suddenly found dead after he was served a

summons from the Edo government for his satirical book, Omugaeshi bunbu no

» Tanaka, Edo no soézoryoku, p.78.
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Sfutamichi P58 SCE, 18, which was also described the Edo government. The samurai

members in Tsutaji’s network, including Ota Nanpo, broke their link to the network. For
them, the kami’s play in the network ended as it became more dangerous. Ultimately, the
members simply left the network. Then, Tsutaju had to explore various genres to fill the
holes created after the departure of the samurai members, and joined the shomotsu guild
for his survival.

After half of his fortune was confiscated as punishment by the censorship of the
Kansei Reforms of 1791, Tsutaji had to change his business strategy to move his
resources in other directions. I discovered that in Tsutajii’s case, after Kansei 1/1789,

aiaihan -G A or as called aihan #HAK, and the role as urihirome 525L became more

prevalent. Aihan was a collaboratively published work with shared publishing cost. For
example, if two publishers worked on an aihan, then each publisher shared half of the full
cost. Accordingly, they also shared the profits. It was a common practice in the Edo
publishing business to reduce costs or use this method when one publisher did not have
enough capital to publish a work. At this time, urihirome emerged as the distributor and
sales agent for the other publishers.

Tsutajil tried to sell shomotsu mononohon with Eirakuya 7k %% /2 and Fiigetsudo
J&\ A % which were the most prominent publishers in Nagoya, and to collaborate with
other publishers in different locations including Nagoya, Osaka, Kyoto, Wakayama, and
Ise, by trying to get in between the other long-established publishers in the city of Edo
when a conflict between the Nagoya publishers and the Edo publishers arose, after which
the Edo publishers started to stop dealing with the Nagoya publishers. This tension

started in 1794, when the Nagoya publishers formed a Nagoya publishing guild to publish
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in Nagoya. By 1795, the Edo publishing guild started excluding the sales of the
potentially pirated books published locally. Tsutajii slipped into this situation, and it
seemed he succeeded in connecting with prominent publishers in Nagoya and
collaborated with them while signing a contract with Motoori Norinaga of Ise, the most
prominent Japanese classical scholar in the shomotsu genre. His collaborative works with
two big publishers, Eirakuya and Fugetsudo, totaled 12 publications, along with 7
publications from the supervisor of the Nagoya domain’s school for samurai. But he was
not completely successful working with publishers and writers in Nagoya and Ise. This
collaboration could not reach a final strong stage because the circumstances changed. The
tension between the Edo and Nagoya publishers did eventually ease, and the long-
established publishers went back their prior business.*

When I examined the various genres in which Tsutajii tried to collaborate, I
noticed these were not kibyoshi, which was his strong repertoire, jihon kusazoshi, but
oraimono, calligraphy, money issues, Dutch studies, classical poetry, study of Japanese
classical literature, essays, and classical Chinese. This genre was shomotsu mononohon,
which Tsutaji joined later and was not considered to be very expert.

I present Tsutaju’s effort in the Appendix B, where the genre and his
collaborative publishers are listed.”’ The collaborative works can be counted as 1789: one
out of 22 publications, 1790: four out of 24, 1791: one out of 21, 1792: three out of 21,

1793: one out of 30, 1794: five out of 33, 1795: six out of 38, 1796: nine out of 30, 1797:

four out of 24. There were not many collaborative works found.

30 Owa Hiroyuki AFf# 52, “Jihon toiya Tsutaya Jizaburd no shomotsu toiya kanyii no ito” HiARH 2 & 2
HERROEYRREINADOEX, Nikon rekishi H RKFES 594:11 (1997), p.61 and p.65.

3! This chart is categorized based on Tsutajii shuppan shomoku.
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I can conclude from this fact that his network-making ability in other areas with
various genres was not successful, blocked by a high wall of strong allegiances between
long-established publishers in Edo, Osaka, Kyoto and Nagoya. Instead, I see his ability to
produce superior work being compromised.

In his later years, Tsutaji tried to strengthen the bond with his remaining artists
and writers such as Santd Kyoden, Utamaro, Kitao Shigemasa, Kitao Masayoshi, and
Sharaku after all of the samurai writers dropped out of his publishing business. Tsutaja,
however, had very tough time recovering financially from the Edo government’s
punishment imposed on his publishing house that cut it in half with that lost half going to
the Edo government. Making matter worse, the commercial failure of Sharaku’s ukiyo-e
publications worsened Tsutaji’s financial problem. People know that the promotion of
Sharaku ended within 10 months, between May 1794 and January 1795.%* It is a
controversial subject whether Sharaku’s work was a failure or a success. Ota Nanpo
described it as a failure in his essay,” and present scholars such as Okubo Jun’ichi
consider the work as a commercial failure compared with Utagawa Toyokuni’s work.™*
As an example, Okubo presents the comparative techniques of painting in the Utagawa
School and by Sharaku, and discusses two portraits of the kabuki actor, Segawa Kikunojo

the Third ##)112§.2 7K (1751 — 1810), a man famous for his beauty. Okubo concludes that

the Utagawa School took the traditional school painting style, which was satisfactory to

kabuki fans, but Sharaku adopted a realistic style that did not resonate with the kabuki

32 The year of 1794 had a leap month, and there were two Novembers in the Japanese calendar.
33 In ukiyo-e ruiké, Nanpo depicted “Sharaku illustrated portraits of kabuki actors. However, he tried to

make them too real, and it resulted in providing a disappointing impression for kabuki fans. Thus his works
were not popular, and he and his works were stopped within one year.”

3* Okubo Jun’ichi KA —, Ukiyo-e ¥#1H#% (Tokyo: Iwanami Shoten, 2008), pp. 54-55.
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audiences.”

Readers must also consider this aspect of the art separately from this commercial
point of view. Many scholars, including Fukuda Kazuhiko, praise Sharaku’s originality
regarding each actor’s vivid expression, caricature humor, and dynamic image.*® The
commercial values are based on how well the products are sold, and that means a
financial success. From this point on, Tsutaji was not fortunate when he promoted
Sharaku. This is not about the network effect, but simply a failure in a business strategy.
He did not make a profit in Sharaku’s case. Often it happens in a company network
system and in many cases other gains in the same network offsets this loss. This applies
to the present network system in the organizations, too. Over all, Sharaku’s case should
have had been fine, if the network system and Tsutaji’s finances had been as sound as
before to offset the loss. But in reality, it was not a healthy situation.

It seemed Tsutajii planned to make his network stronger by promoting popular
writers and artists such as Kyokutei Bakin, Jippensha Ikku and Katsushika Hokusai, but
he died before he became successful. These writers and artists were commissioned by
many other publishers, and thus Tsutajt the Second (? — 1833) lost his business
advantage. He did not replicate the good management skill of Tsutaju the First’s network.
In the other words, Tsutajii the Second failed to maintain the existing network, because he
did not inherit the talent associated with Tsutaji the First to discover and promote the
new skillful and talented writers and artists. Readers see that a certain kind of network

system based on human relations is not easily passed on to others. To paraphrase this

3% Okubo, Ukiyo-e, pp. 54-55.

%% Fukuda Kazuhiko #& P F1EZ, Edo ukiyoeshi tachi 117 {# A& 725 (Tokyo: Yomiuri Newspaper,
1976), p.99.
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situation, if it is the kind of network where any persons can copy the rules and follow,
then it is much easier to manage. People see that on many occasions the companies issue
management manuals for the employees to follow, and it works to some extent.

Tsutaji the Second seemed to try and expand his market in other areas and
collaborated with other publishers just as Tsutajt the First had done. Readers can see this
effort in the Appendix D. However people find the occasion of collaboration was getting
more frequent’’ because of the necessity to relieve financial difficulties. He was even
having difficulty with the publications within his recognized specialty: the jihon
kusazoshi field. At last, by the winter of 1837, Tsutajii the Third (? — 1837) collaborated
and published the last Yoshiwara saiken in the autumn of this year. The last record of this
publisher comes from 1852 when Tsutajii the Fourth (? — 1861) sold the jihon kusazoshi

guild right to Yamada Shojird L FH VR EE.

Besides Tsutaji the First’s efforts to make a network, there was an unexpected
incident on Kansei 3/1791 caused by the Kansei Reforms. Tsutajii’s store was forced to
downsize by one-half, and half of his fortune was confiscated due to a breach of the
government regulations for publications. These infractions were related to three books in

the Yoshiwara and Fukagawa pleasure quarters by Santd Kyoden: Shikake bunko 11:5%3C
J# | Shogi kinu burui B85 /E 1, and Nishiki no ura #4003 . On reading these books, I

find nothing particularly wrong with them. They were stories about lives in the
Yoshiwara pleasure quarter and the unlicensed Fukagawa pleasure quarter. The public
might have interpreted this punishment as a warning to the other publishers, to discourage

publications about the decadent life found in the pleasure quarters.

37 The ratio of the collaboration was 10.27% in the era of Tsutajii the First. The ratio of the collaboration
between Tsutajii the Second and Tsutajii the Fourth was 22.19%.
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Readers need to observe more structures in the Edo period in the next examples
before I conclude how Tsutaji’s publishing strategies were impacted positively or

negatively.

B. Shomotsu Publisher: Suharaya Mohe

I would like next to consider some other publishers to evaluate Tsutaji’s
performance in making a network. There were both shomotsu and jihon kusazoshi
publishers in the city of Edo. As noted earlier, shomotsu were more serious than jihon
kusazoshi.

Suharaya Mohe 2852 /% fofiff was the name adopted by successive heads of the

Suharaya publishing business that became one of the prominent shomotsu publishers in
the city of Edo and originated from Wakayama. Many families including branch stores
and the successive main store had a long life from around 1658 to 1904. The Suharaya’s

publishing business was based on bukan 8, a category that included books on

heraldry, directories of Edo government officialdom, Edo maps, classical Chinese and
Japanese text books, botanical books, geography books, medical books, language
textbooks, mathematics textbooks, dictionaries and so on. After fierce competition over

bukan with the publisher Izumoji Izuminojo HiZE<FF1 R #x for 100 years,”® the Suharaya

publisher won the day by virtue of the strength of his assiduous work and will. Izumoji
originated from Kyoto and had a post in the Edo government library through family

connections with Hayashi Razan, who was a counselor to the three first Shoguns.

3% The details of this competition are seen in Fujizane’s and Yayoshi’s works. Fujizane Kumiko # 5 /A %
¥, Edo no buke meikan 1177 D Z 4 # (Tokyo: Yoshikawa Kobundd, 2008). Yayoshi Mitsunaga il &
&, Edo jidai no shuppan to hito iTJ7 R D HifR & A (Tokyo: Nichigai Asoshiétsu, 1980).
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Although Izumoji was in a politically advantageous position, Suharaya still won.

According to Konta Y0z0, Suharaya’s victory came from his strategy of keeping
a strong network of sales with many feudal lords’ residences, along with smart
management of the hard- earned capital that he had acquired over many years.** Konta
mentions that during the late Edo period the connection with the domains also meant
connections with the local publishers, which resulted in more business. Suharaya became
the top distributor in the city of Edo for the local publishers because of his strong network
connections with them.* Konta also points out Suharaya’s eventual success in
monopolizing the publication of bukan and Edo map materials that required the Edo
government’s permission. These contracts, combined with his additional business as an
apothecary remind readers about importance of capital in publishing and the networks for
sales routes. It is crucial to note here that Suharaya’s network was different from
Tsutaji’s. Suharaya had a network developed through the authority of the Edo
government and the samurai class. His network for his sales route was stable with regular
clients. Since the market of bukan and other shomotsu was dominated by his publishing
company and his clan, this publisher was able to earn a steady income.

As I noted in Chapter 2 in the publication industry’s history, the print runs of
shomotsu were smaller than that for jihon kusazoshi. But the prices were relatively much
higher compared to jihon kusazoshi, and the books were sold on a constant and regular
basis in the long run. There was no such opportunity for large profits when Ota Nanpo,

Hoseido Kisanji and Koikawa Harumachi were thrown in the limelight in the jihon

39 Konta Y020 4 HI¥¥E =, Edo no hon'va san: kinsei bunkashi no sokumen {77 D AR & Ju: 3 STAb 5
D1l (Tokyo: Heibonsha, 2009), p.225

0 Ibid, p.225.
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kusazéshi genre: the shomotsu books such as Tani Hyakunen’s 5% 5 4 Keiten Yoshi % i
Z%fifi, which were textbooks in Chinese and annotated in Japanese, offered small profits
but were long-term best sellers. Suzuki Toshiyuki explains that books of this kind were a
necessary self-study item, especially for the uneducated gokenin 812 \ who were the

lower-class shogunate retainers during the Kansei Reforms. He mentioned in his work
that the lower-class shogunate retainers’ education level was relatively low, and then they
needed annotations even for easy Chinese."'

An investigation of Union Catalogue reveals countless shomotsu publishers’
publishing and reprinting this series from Kansei 3/1791 to Meiji 17'1884. It is evident
that one major difference between shomotsu and jihon kusazoshi is that sometimes the
shomotsu copyright and woodblock could last more than 100 years, as readers see in the
example above, and the owners of these rights kept this income. But jihon kusazoshi was
a disposable item and its life was considered short. If there was a hit, it was reprinted
several times until the woodblocks were worn out. So if a jihon kusazéshi was highly
successful, it meant that the publisher could look forward to a big income but only once.
In contrast to a network for jihon kusazoshi whose publishers, like Tsutaji, thus, the
network for the shomotsu publishers, such as Suharaya Mohg, tended to focus more on
the sales distribution system, was destined to focus on the creation and maintenance of

the salon and supplied fresh writers and illustrators to meet the readers’ demands.

C. Jihon Kusazoshi and Shomotsu Publisher: Tsuruya Kiemon

I would like to represent another publisher to make a comparison with Tsutaju and

* Suzuki Toshiyuki $5 KB, Edo no dokushonetsu: jigakusuru dokusha to shoseki ryiitsii 1177 Dt
B BT HaiE & EEEFTE (Tokyo: Heibonsha, 2007), p.151.
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Suharaya publishers. Tsuruya Kiemon %5 =457 in the city of Edo was at a branch

store from Kyoto during the Manji era (1658 — 1661) and this lasted until the Meiji era
(1868 — 1912). The main store in Kyo6to was established during the Kan’ei era (1624 —
1644) and continued to the end of the Edo period. Tsuruya in the city of Edo started to
sell books for the main store in Kyoto, but later began to publish independently during
the Kanbun era (1661 — 1673) as both a shomotsu and jihon kusazoshi publisher. Tsuruya
printed calendars, which required the permission to publish from the government and
membership in the calendar guild. He also published textbooks as did Suharaya Mohg in
the shomotsu genre, and picture books and nishiki-e in the jihon kusazoshi genre.

It was notable that this publisher had several best-sellers, including Jippensha
Ikku’s comic travel story, Tokai dochii hizakurige (Shanks' Pony along the Tokaido) at
the era of Tsuruya Kiemon the Second and Ryiitei Tanehiko’s light fictional story,
Nisemurasaki inaka Genji (The Tale of Imposter Murasaki and Bumpkin Genji in
Muromachi Era) at the era of Tsuruya Kiemon the Third’s. Also included among the
publisher’s titles was Santé Kyoden’s Gozonji no Shobaimono (Those Familiar
Bestsellers), a story regarding the publishing business conflicts between the city of Edo
and Kyoto/Osaka, which was highly praised by Ota Nanpo. In this story, readers see
Tsuruya Kiemon the Second’s strong determination to survive as a publisher in the city of
Edo, by being independent from his connection with the main store in Kyoto. The story
comically describes the decline of the popularity of Kydto and Osaka books in the city of
Edo. From the opening pages it is strikingly humorous. The family crests that appear in
the illustration represent many Edo publishers, including Tsuruya Kiemon, and cover the

protagonists’ clothing everywhere. Tsuruya was no longer identifying with the Kyoto
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side, and had switched allegiance to the city of Edo scene. By the time this book was
published in 1782, the number of printings in Kyoto and Osaka had dwindled. Konta has
shown that the Edo publishing of prints exceeded the prints of the Kyoto and Osaka
publishers between Kyoho 171727 and Genbun 1'1731. Also between the Meiwa era
(1764 — 1771) and the Tenmei era (1781 — 1788), many branches in the city of Edo from
Ky®oto were closed because of the decline of Kyoto prints.*

Soon after the Kansei Reforms and just after Tsutaju acquired the shomotsu guild
right in 1791, Tsutaji tried to collaborate with publishers in Nagoya, Kyoto, and Osaka.
Tsutaju attempted to respond to this market shift, but he did not achieve the success he
had hoped for. However, Tsuruya Kiemon was successful for the collaborative work
with other publishers in another area. Tsuruya’s success was due to his strategy and his
longer established network compared to Tsutajii’s. He set up a collaboration with

Murataya f H = ¥k B f2 4 and Nishimuraya P8 #§7 /< of the city of Edo, and
Kawachiya 7] N & X B)) of Osaka, and expanded the sales route in Kyoto and Osaka

since many jihon kusazoshi copies were no longer being printed there. Publishers in the
city of Edo were also careful and had the strategy prior to collaborating with publishers
in the other area in preventing sales of the pirated copies of products in Kyoto and
Osaka. Murataya, who collaborated with Tsuruya, requested a certificate of permission
for publication in the city of Edo when applying to publish Tokai dochii hizakurige
(Shanks' Pony along the Tokaidd) on Bunka 4'1807. This control of preventing the
pirate publications worked. Konta mentioned that, prior to this collaboration with the

city of Edo and Osaka publishers, Tsuruya had already collaborated with Ryoundo #¢&

42 Konta, Edo no hon'va san: kinsei bunkashi no sokumen, pp.117-118.
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& in Osaka to publish sharebon in 1801 of Inakashibai H %2 JE (a country

performance) by Morishima Chiiryd 28 &+ E.*

An examination of the differences between Tsutajii the First and Tsuruya
Kiemon, makes it clear that Tsutajii the First collaborated with other publishers in Osaka,
Ky®6to, and Nagoya, which was in his weaker market in hope of expanding sales. Tsutaji
the First dealt most often with Eirakuya Toshird of Nagoya and distributed Nagoya’s
books in the city of Edo. It was a clever for Tsutajii the First to partner with Nagoya
publishers because within Nagoya’s domain, publication was permitted through the
auspices of the Nagoya guild in Kansei 6'1794 by the Nagoya domain authority. Until
then it was only possible to publish books through the city of Edo publishing guild, the
Ky®oto publishing guild, and the Osaka publishing guild. And Tsutaji went into
collaboration with the Nagoya publishers when tension between the city of Edo and
Nagoya publishers arose. The long-and well-established publishers in the city of Edo
started excluding the sales of the potentially pirated books published locally as part of
contentious stance against the established publishing guild in Nagoya.The Nagoya and
Edo publishers became mutually antagonistic. However, Tsutajii did not have a long-
established history in his business, nor did he have any hostility towards the Nagoya
publishers. In fact, he did not hesitate to conduct business with them. But the connection
between Tsutajii and Nagoya publishers did not last long since established publishers in
the city of Edo relaxed the exclusion of Nagoya’s books from the market.

Many books were brought from Nagoya to the city of Edo for sale. Tsuruya,

unlike Tsutajt, took his copies to other cities, or collaborated with publishers in other

* Konta, Edo no hon 'va san: kinsei bunkashi no sokumen, p.183.
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areas in order to publish. This means Tsuruya took a powerful stand, supported by his
large capital holdings, which put him in a position to exert some control over other
publishers. As Owa Hiroyuki shows in his study, besides promoting his own publications,
Tsuruya was aggressive in collaborating with the local publishers to expand his
business.* His strong assets were his keeping his copyrights and shared copyright so that
he could sell locally. And according to Owa, Tsuruya maintained his sales routes, which
was the fundamental survival strategy for all publishers in the late-Edo period.*

Eiri yomihon gedai kagami {15 52 748 was published by Chojiya Heibe
T 1= V-S4 toward the end of the Bunka era (1804 — 1818). This is a catalogue for the

yomihon, which was a longer form of fiction. Tsuruya Kiemon collaborated only once
with an Osaka publisher, working with Kawachiya Tasuke. He collaborated with his
branch and with other publishers in the city of Edo, but otherwise, he published yomihon
using his own capital.*® Many publishers collaborated with other publishers from other
areas and had their own copyrights, and also operated as lending libraries in this genre.

Popular items in lending libraries were yomihon #tA%, ninjobon N{EA (the genre of
romantic fiction), and shahon 54 (a copy of a handwritten book).*” Chdjiya Heibé was

one of these publishers and lending libraries. It made sense for smaller publishers to

* Owa Hiroyuki X F11# 3, “Edo jidai koiki shuppan ryttsii no keisei to hatten” 717 FE A u H G
DI & 3, Kokugakuin zasshi BIE:BEERE 102:2 (2001), pp.42-44. The beneficial chart is in pp.45-46.

* Ibid., p.47.

% In this catalogue, 111 yomihon books are listed. There are 17 books from Tsuruya or his collaborative
books listed in this catalogue. See Appendix E.

*7 Shahon included both the simple handwritten copies of printed books and not yet printed books. Shahon
avoided the Edo government’s censorship as these were not printed and the number of handwritten copies
was limited. In this case, the Edo government did not consider them worthy of censoring. This did not
matter to the Edoites, who had the access to the contents of prohibited books at the lending libraries.
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collaborate to sustain their lending library businesses: This required less capital compared
to the capital of Tsuruya Kiemon and other big publishers. I noticed this other network
type in this narrower field collaborating for their survival in the yomihon genre. It is
evident that we must pay attention when analyzing the publishing business to the genre
and the timing of how these networks were formed.

Despite the success of the Tsuruya publishing business, Tsuruya Kiemon the Fifth
suffered a fate very like Tsutajii the First. In Tenpo 13/1842, under the Tenpd Reforms
(very similar to the earlier Kansei Reforms), he was punished for his publication of

Nisemurasaki inaka Genji 1%%& H45J FC. This was a contemporary version of Tale of

Genji and was rumored to describe the shogun’s harem. The woodblocks were
confiscated and destroyed, and he was fined by the government. In the same way that
Tsutajii’s business declined after his punishment, people can trace the decline in
Tsuruya’s business after this setback. However, Tsuruya Kiemon the Fifth decided to
withdraw from publishing jihon kusazoshi and thereby prolonged the life of his business.

He sold his rights in the jihon kusazoshi’s guild to Tsujioka Bunsuke 31-[if] 3C 8/ in 1852,

and concentrated on the shomotsu mononohon field. Clearly his strategy worked. People
see that in the Meiji era (1868 — 1912) Tsuruya still survived, and mainly dealt with

textbooks and academic guidebooks.

D. Torii art school, Utagawa art school, and the Publishing Business
The Torii School specializes in kabuki actors’ portraits and billboards. The
Utagawa School was the most widely acclaimed art school in the late Edo period. Before

I examine the network of these art schools, I should provide a brief history of kabuki in
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Edo City.

1. Kabuki history in Edo City
“Mattemashita! (Finally!)”

“Yo, Naritaya! (Actor’s family stage name)!”

Audience cheers such as these would be echoed by kabuki lovers when they
viewed actors’ portraits, if they were familiar with the kabuki performance. They would
stare at the actors’ portraits and imagine the next movements or dances the actor would
perform. They would wonder when they might next visit the kabuki theater and young
women especially would wonder if they could succeed in cajoling their fathers into
letting them attend the kabuki theater all day long. It was a hefty expense to attend the
kabuki theater if someone wanted to go formally. The expenditure was not only for the
admission, but also included the cost of a palanquin and yanebune (a roofed boat), food
and drink from a shibai jaya (tea house in a theater), tips and gifts to actors/theater, and
the cost of having dinner with the actors.

In the Edo period, one of the most popular entertainments was the kabuki
performance, and its popularity was promoted by advertisements through book

illustrations in jihon kusazoshi, pictures for banzuke (a list of actors Ff#z), billboards
for plays (kanban-e FHfz), actor’s portraits (yakusha-e %3 %4%), and so on. Kabuki

performances expressed people’s desires and dreams on the stage. The stories, of course,
were not real. Actors were real people, however, and they gave life to the viewers’ dreams
on stage. This was why people longed to return to view kabuki after they had been allured
by its enchantment. As noted in Chapter 1, the performance sites of plays and songs are
the seats for the kami. Accordingly, I would argue that kabuki serves as a place for the
kami. Kabuki had dances and songs, but it was discriminated by the Edo government.
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Perhaps the issue was the performance style and the origin of kabuki, which was
established by a prostitute, Izumo no Okuni H{ZZ[#[[E]. The entertainers, including

kabuki actors, musicians, and dancers in the Edo period were pariahs, and were kept on
the outside of the social class system. They were forced to stay in certain districts, such as

Sakai-chd ¥l Fukiya-chd & /ZHT, Kobiki-chdo A#£H] and later in Saruwaka-machi
w47 M. The Tokugawa government disliked kabuki because it failed to uphold Confucian

values, which the Tokugawa government promoted. Yet commoners and even the samurai
class welcomed and applauded kabuki.
While kabuki was at the core of the entertainment culture in the city of Edo, other

entertainment businesses, such as shibai-jaya & JE4%/E and ukiyo-e T 4% publishers

proliferated in this district. The network of the kabuki world therefore extended to include
the ukiyo-e publishers and print shops. Without the support of kabuki, they could not
sustain their business, and the yakusha-e painters could not make a living without this
synergistic relationship. In the kabuki world, then, we can see another network structure
different from the three other examples of publishers. The center was the performance
place, the seat of the kami, and many other commercial businesses surrounded it.
Historically, financial crises often occurred in the kabuki world and affecting individual
groups in the za J#%, the group. There were originally four kabuki groups, and in 1714 one
was abolished and then the za consisted of three groups. The kabuki world had to struggle
for survival each time it encountered a crisis. The synergistic business network had to be
strengthened for the workers and their survival. In the next section, I examine one of part

of the kabuki network that involved publishing: the Torii School.
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2. Torii School

Torii Kiyonobu & /E1E1E (1664 — 1729) was the founder of the Torii School. His
father, Torii Kiyomoto J55/&{% JT (1645 — 1702), was an actor in Osaka of a female role,
and they came to the city of Edo in 1687. They started to paint pictures for billboards
(kanban-e) of Ichimura-za i % for the announcement of performances, and they
gradually acquired a monopoly for billboard pictures. After Kiyonobu died, Kiyomasu {&
% (21706 — 1763?) who might be a son-in-law of Kiyonobu, adopted the name of
Kiyonobu the Second. The third titular head was Kiyomitsu (1735 — 1785) who was
a son of Kiyomasu. The fourth titular head was Kiyonaga & & (1752 — 1815) who
descended from a book dealer in Edo. Kiyotsune j&#% (? — ?) was from the same
generation as Kiyonaga, and he
descended from a kabuki specialized
publisher, Nakagimaya Izaemon "' 5
=t/ Y. The Torii School now is
now headed by Kiyonobu the Ninth,
Kiyomitsu {& (1938 — present).

I find in their circumstances,

that there was a certain network for Figure 4: Shusse Sumidagawa Kiyonobu
From Waseda Kotenseki
becoming kabuki painters. They had
the initial skills and conditions to be the Torii School’s painters, but not the other schools’

painters. Their parents had a certain relationship with the kabuki business, and without

being aware of it, their children were a part of the network. This network is different from
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the one of Tsutajti the First who cultivated and fermented the network by his own efforts
and his ideas. But this network I am investigating was a more family-oriented network,
and it was very tightly related to the other existing networks and the kabuki network.

The Torii School still retains the features of “ gourd legs and earthworm outlines
(BN /2 hyotan ashi #f#|#] mimizu gaki)” which was established by Kiyonobu the First
as we see in Shussse Sumidagawa HHFEH )1, written by Ichikawa Danjurd i) 11+
B and illustrated by Torii Kiyonobu & J&i# 15 in Figure 4.

There are yakusha-e of
Ichikawa Danjiird 1)11F-+ER by
Kiyomitsu {&iii (Figure 5 and 6) .

The portraits are clearly
recognized as Danjiuird by his family
crest Mimasu —#f (three squares),

and his specialty of the aragoto 7

= (a style of play featuring

exaggerated posture, Figure 6: Ichikawa Danjiiro (2)
Figure 5: Ichikawa Danjuro (1) Kiyomitsu
Kiyomitsu makeup and costume). From Waseda Enpaku

From Waseda Enpaku

The Torii School’s feature of gourd legs and earthworm
outlines helps emphasize this aragoto play. His unnatural expression of showing his teeth
and ogling his eyes demonstrates this method. This unnaturalness increases the unrealistic
but exaggerated story, making his role more interesting and inviting viewers into the

drama being depicted.
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Torii Kiyomitsu (Kiyonobu the Third) ’s works and collaboration are seen in the
Waseda Enpaku digital archive collection. His works of actors’ portraits total 35.
Unknown publishers produced 15, and the remaining 20 were included in Urokogataya
fig 72 /2 (3), Enami {T.iR (3), Okumuraya BL4J )= (3), Matsumuraya Yahe #2845 2= 75 i
(3), Nishimuraya Yohachi Pa#J = 5-/\ (2), Iwatoya Genpachi = 7= = I J\ (2),
Maruya Shobe HL J= /s £ % (2), Iwatoya Wakabayashiya Seibg “& J= )= 5 A= 5 Sefi
(1), and Emiya Yoshiemon T i %5 457# P9 (1). From this data, I can assume Kiyomitsu
did not have the predominant publisher for his nishiki-e.

However in kaomise banzuke FH 175} (a ranking list of actors” status), the
situation is quite different from a simple portrait. There were three za, and each had
different contracts with different publishers with Kiyomitsu the Second who was the
same person as Kiyonobu the Fifth (1787 — 1868). In Waseda Enpaku, there were 27
works by Kiyomitsu. Nakamura-za F1#}J# commissioned Murayama Genbg #+ |[LI i Fe Ay
from 1817 to 1846 as far as I can tell from Waseda’s limited record. Murayama
outsourced this work to Kiyomitsu. Ichimura-za i#}/4# commissioned Yamamoto Jiigord
LA B F.RE from 1826 to 1850. Yamamoto publisher outsourced this task to Yoshimitsu
the Second. The third za, Kawarazaki/Morita-za {f] JLIf; « #% 1 JEE was different from the
other two za. This za commissioned several publishers including Ogawa Hansuke /N [[ 3+
B), Yamazakiya Gonzaburd [LIlFE#E —EE, Maruya Jinpachi FLE#:/\ from 1832

to1851. They outsourced the task to Kiyomitsu the Second.
From this data it seems evident that there existed a stable relationship between

the kabuki theaters, publishers and artists in two cases. The Kawarazaki/Morita-za did not
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maintain a relationship with a single publisher but worked with several different
publishers over time. Was this due to a financial situation or did the kabuki theater owners
decide to change publishers or artists? In all cases, more research is required to find out
these answers. However, at least I can conclude that two publishers were satisfied with
the Torii Kiyomitsu the Third’s work, thus two theaters commissioned him through their
regular publishers. In other words, the publishers gave the job to Kiyomitsu the Third on
a regular basis for years. So the same Torii School style was maintained and the
commissions kept coming. Readers see, in this situation, that there was not much change
over the years.

If I consider the history of the Torii School, there were periods when it declined
and other art schools, such as the Katsukawa School and Utagawa Schools, appeared. The
taste of the people shifted towards novelty and they stayed to enjoy the new approaches
for a while. However, they eventually came back to the Torii School’s traditional style, as
we now see in their style in posters and billboards more than 200 years later in Tokyo,
Ky®oto and Osaka. The Torii School is still relevant in the kabuki world in the present day.

There has been a continuous dynamic movement that keeps the school stable.
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3. Utagawa School

It was Utagawa Toyoharu &)1 8% (1735 — 1814) who
founded the Utagawa School. He studied first at the Kand

School #F#fJk in Kyoto, and then he went to the city of Edo

e

and learned his technique under Toriyama Sekien J& LI 7

(1713—1788). Thus his technique was diverse, with an

especially notable perspective method of painting called uki-e

742, His technique was seen in many theatrical posters. His

Figure 7: Shikan Toyokuni
From ARC

school included disciples such as Toyohiro /i (1773 —
1828), Toyohisa %-/A (? —?) and Toyokuni the First #J{XE:[E (1769 —1825). Under
Toyohiro was Hiroshige the First fF1f%/AH (1797 —1858), who was

famous for his landscapes in ukiyo-e. Following Toyokuni the First,
who developed the Utagawa School’s traditional style, were

Kuniyasu [EZ (1794 — 1832), Toyokuni

the Second —fX£H[E (1777 —1835),

F-ijgure 8: Toyokuni the Third who was also Kunisada
Hanshiro
Toyokuni the First — {8 [ =#I{CEH (1786 —

1865), Kuniyoshi [E 7 (1798 —1861) and many others.

The Utagawa School retained a strong touch and vivid  pio¢ 9: Koshire Toyokuni
From ARC

colors as seen in Figures from 7-9 by Toyokuni the First. The

style captures a particular kabuki pose to show off the actors to their best advantage.
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Figure 7 is of Nakamura Shikan #]{X 22 Bi. Kabuki lovers can recognize him from
his family crest of Gionmori k[ ~F (the amulet of the Gion Shrine).

Figure 8 is of Iwai Hanshird 7 >}~ IURE. The last portrait, Figure 9, is
Matsumoto Koshird the Fifth FfUFAAZEPURR. T should compare his portraits to his

. master, Toyoharu, to see how Toyokuni the First developed his

| technique. The first image by Toyoharu, Figure 10 is not a portrait
of an actor but of a beauty. I see daintiness
similar to Harunobu’s style, however, the lines

are much stronger than Harunobu’s. The image

B v

Figure 10: Toyoharu  Of the actor, in Figure 11 is a portrait of a puppet

From Museum of Fine
Arts Boston

actor, Yoshida Bungo. He stands upright and his

features are very grand, similar to what I find in the work of his

Figure 11: Yoshida Bungo
disciple later. Toyoharu
From Museum of Fine Arts Boston

Figure 12 is a ranking list of actors in
the month of November of 1786. It reminds
most people of the Torii School style, and it
confirms the popular notion that Toyoharu

once did this sort of work for a living.

Figure 13 is a perspective view of a

Figure 12: ranking list Toyoharu

From Museum of Fine Arts Boston

kabuki theater in a style of drawing that was

handed down to many disciples, including Hiroshige.
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Now let’s go back to Figures 7- 9 of
Toyokuni the First. I realize the difference
in the use of colors in his images differ from
those of his teacher. He uses the colors

fearlessly, based on black and brownish red

along with purple and green. Patterns of the Figure 13: kabuki theater Toyoharu

From Museum of Fine Arts Boston

garments are very bold and fresh eye opening, in fact. Even
the ways women’s garments are depicted reflect the Edoite’s
fondness for vertical stripes. This was the trend in the city of
Edo. Most obviously, the actors’ facial expressions are
tending toward one pattern, one that is a different from the

Torii School, as the Utagawa School was rather a comical

one. It is as if readers are turning the pages of a comic book Figure 14: Utaemon

Kunisada

because the eyes are bigger and the lines ~ FromARC

T at

4} 3 %) Y :}\" F3
};( 5 K o ;: }-ﬁ" of noses and mouths are sharper. In the present day, people may find

et - g
f;Z? "4 &4: this style too exaggerated. But somehow, it seems that Edoites liked

this over-expression because these prints sold

the most in the city of Edo at that time.

Figure 15: Danjiro (1)
Kunisada . . .
From ARC well developed in Kuniyoshi’s and

|
Readers will see that this feature is )
I

Kunisada’s works. Let’s move on to the Figure series by \

Kunisada. When readers view the three images, Figure 14-16, Figurel6: Danjiiré (2)
Kunisada
From ARC
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people see that the gestures and expressions are overly exaggerated. The facial
expressions, especially the eyes, are unique. Most eyes are cross-eyed. Their lips are
turned up and their lower jaws protrude. The colors are not brighter than those of
Toyokuni the First as more blue is applied. The lines are much bolder and the gestures are
somewhat unrealistic.

In Kuniyoshi’s illustrations, people may find something
different. Figure 17 is not an actor’s portrait,
' but a picture that depicts military warriors or

battles, called musha-e (ukiyo-e prints of warriors).

_ Everything is extremely overly exaggerated
Figure 17: musha-e

Kuniyoshi . . . . .
From ARC in this first illustration and the lines are o
Figure 18: unknown
. . . Kuniyoshi
very strong and the whole drawing filled with a lot of lively ;’ﬁfg@Rg‘l tyostt

movement. This musha-e made Kuniyoshi very famous and popular
after a decade of misfortunes. His series of illustrations were for Suiko-
den (The Water Margin), which was very popular in the city of Edo

But in Figure 18 to 19, readers find a very different atmosphere.

It is modern, even though the basic touch is the same as Toyokuni.

Figure 19: Sota
Kuniyoshi
From ARC

Kuniyoshi’s illustration includes a sophisticated and well-balanced

taste in color and design.
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Figure 20 is outstanding in a different
manner, as it was an effort to escape from the Edo
government’s prohibition that was included in the
anti-extravagance regulations in the Tenpd Reforms
(1841 -1843) to paint actors’ portraits. For this
drawing, that artist pretended that he had quickly

scribbled the work as if it were a child’s work.

Indeed, the Edo government was never able to arrest
him for breaking the law. Instead of breaking the %gn

law, Kuniyoshi used his humor to taunt the law. This Figure 20: mudagaki Kuniyoshi

From National Diet Library
was typical of Edoite’s humor.

Having introduced the school, I would like next to consider the relationship
between artists, publishers, and patrons. Andreas Marks says that Toyoharu worked with
less than ten different publishers,* and we should explore why this was so, and why
Toyoharu used a limited publishers and why his disciples used publishers differently. In
looking at the Union Catalogue, I find 10 publishers with Toyoharu’s work, compared to
406 for Toyokuni the First, 568 for Toyokuni the Third (=Kunisada the First), 269 for
Kuniyoshi, and 137 for Hiroshige the First. I must note this is a monographic form list,
not for ukiyo-e, actor portraits, or theatrical forms. Still the difference between Toyoharu
and his students is remarkable. When I used the Ritsumeikan ARC to examine Toyoharu,
the number was not big, and I could examine each image on the screen display. There
were 11 publishers including Urokogataya, Maekawa, Yamazaki, Okumura, Omiya,

Nishimuraya, Matsumuraya, Yamaichi, Sasaki, Nishizawa, and Tamagawa and some

* Andreas Marks, Japanese woodblock prints (North Clarendon, VT: Tuttle Publishing, 2010), p.68.

46



unknown publishers. I also checked the Boston Museum of Fine Art’s Bigelow Collection
that Bigelow collected mostly during his stay in Japan between 1882 and 1889. There
were 122 pieces by Toyoharu. Even though this collection was dependent on Bigelow’s
taste and most of them were landscapes, the collection was helpful in finding publishers.
There were 49 by Nishimura, 5 from Urokogataya, 3 from Matsumotoya, 2 from
Matsumuraya, 2 from Iwatoya, 1 from Omiya, and 9 were original drawings. The rest
were by unknown publishers. So I could add two more publishers to the ARC, which adds
up to 13 publishers. This was still a very small number. Why did this happen?

When I did my research in the ARC, I found quite a few original drawings in the
collection. I then realized that there were several factors for why Toyoharu did not
connect with many publishers. First, there was the possibility he had many commissions
from individuals instead of from publishers. As I saw in the ARC or MFA in Boston,

there must have been enough demand from individuals. There was the egoyomi #&/&

(picture calendars) fashion in the Meiwa era (1764 — 1771) among poets groups, when
rich individuals commissioned artists to work for them. The network of Toyoharu was
one without many publishers. Instead, it involved individual’s related network and this
circle was small. Second, even with only a small number of publishers being involved, as
I saw in Bigelow’s collection, Nishimuraya commissioned Toyoharu to produce quite a
few prints. This can explain why Nishimuraya or a few publishers were predominant in
ordering his works. The network that involved Toyoharu had a very small range, but it
was also very tightly knit.

When I look at his students, I also realize that they had to have their own

workshops because of the high volume of demand. As readers have already seen in the

47



data in the Union Catalogue, it was beyond an individual’s capacity to deal with this
volume of demand. Beside books, there was demand for ukiyo-e. Regarding books, I
could use the Waseda Kotenseki database to compile statistics.*” Toyokuni the First had
133 books from 23 publishers, and his student Kunisada published 431 books from 69
publishers. It might have been possible for Toyokuni the First and his students to deal
with this demand within its small circle. But in Kunisada’s case, it is obvious the work
had to be done within a larger workshop. Besides, there were more volumes for ukiyo-e.
When I used the ARC database, I entered the publishers’ names in the search engine.
Next, I retrieved the artists’ commissioned works on the screen. Then I narrowed the
results by entering the artists’ names and found interesting results. When readers check
Appendix H, it is predictable that Kunisada would get more commissions than Kuniyoshi,
as was typically the case. However, several publishers commissioned Kuniyoshi more
often than Kunisada. When I examined those publishers’ features, I found they had a side
business printing fans. When readers see the designs he created, everyone has to admit
these were to the taste of Edoites: full of wit and with an eye for fashion. It may be
possible that Kuniyoshi led the Edoites or maybe the Edoites had the tastes followed by
Kuniyoshi. It is difficult to explain how they were connected, but at least I can tell that
the publishing business in the city of Edo was involved in many factors having to do with
the proliferation of the artists’ works. Each individual’s taste is ambiguous and
changeable. However, once the publishers sensed the Edoites’ taste, they ordered
Kunisada to create products the way the locals wanted them. As the publishers planned to
produce fan products from the view point of the Edoites’ taste, this should have been a

suitable product to sell. In his work, Mitsunaga Yayoshi described how the publishers had

¥ See Appendix F of Toyokuni the First and Appendix G of Kunisada.
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fulfilled an important role in channeling cultural communication. This was done by
publishers providing the products to the public through not only planning and editing the
work of artists and writers, but also providing additional value.” There is demand and
supply and vice versa. I can tell that actors’ portraits and actors’ fans by the Utagawa
School are very much the products of a commercialized network structure.

However, when readers see Figure 20, people find it to be more than the product
of the commercial network. It is the expression of repulsion among townspeople towards
the Edo government to censor people, and this drawing helped spread the townspeople’s
grudge in a subtle manner. Kuniyoshi represented the Edoites’ stress openly by using his
means of media. He was in a different network among the townspeople and helped to
represent their frustration bravely. This is one of the other different types of networks in

the publishing network.

*% Yayoshi Mitsunaga ¥ i Y. 5%, Edo jidai no shuppan to hito ;L E B D H AR & A (Tokyo: Nichigai
Asoshiétsu, 1980), p.16.
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CHAPTER 4

CONCLUSION

My intention in undertaking this thesis was to examine the role of networks
supporting the Edo publishing businesses in order to get a better understanding of the
larger framework of networks functioning in the Edo community. The Edo community
has countless networks, and they seemed chaotic, unless one stops to look closely at how
a particular network functions and links to others within whole community. I believed
that the Edo publishing industry would be a fairly simple network to analyze because it
contained only two categories: the shomotsu mononohon field and the jihon kusazoshi
field. It was apparent that funding, finding good writers and artists, catering to popular
taste or to a particular taste, promoting products, and maintaining a strong sales network
were indispensable for their success. However, the more I explored these different
networks, the more I found many unique features of the networks that made me realize |
should view the community as a whole and not as individuals.

One might still ponder which network had a stronger and longer life in the world.
As I have seen the example in Tsutajii the First’s case, his network was more salon-
oriented for the writers and artists, and it was the place for anyone to come and go with
the purpose of serving kami, and eventually themselves. This place had a very positive
effect that created a flourishing business from the start. Anyone who came to this place
was linked with other persons. The links were more important than the individuals
themselves, because this linking created more energy and creativity than any one link by

an individual.
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At the same time, I have realized that this kind of salon-oriented network, because
it depends on an individual’s magnetism, runs a risk of failing if the successor does not
have similar managerial skills or charisma. This personalized network-making often
contains a unique character for a short period and with traits that are hard to transfer. The
network tends to be fragile when it confronts the strong and unbendable presence of a
power such as the rule of the Edo government. I have seen that the network
characteristics were easily dispersed in the case of Tsutajii. In contrast, in Suharaya
Mohg’s case, [ have seen a quite opposite situation. Suharaya did not depend on a
personalized network, but relied on a publisher’s routine and steady sales network. His
network was not composed mostly of the artists or writers, rather, it was based on a sales
route system that supported his publisher industry. It has become obvious that in the
publicating world, that the publishers who maintained relations with the less changeable
purchasers were the better survivors in the long run than the ones who depended on the
general public market.

In this paper, I learned that jihon kusazoshi publishers such as Tsutajti the First
turned a big profit within a short period by utilizing his personalized network. At the
same time I learned his decline was prompt when he had difficulty in reconstructing his
network in Kansei 3/1891 and after being punished by the government, a punishment that
forced the samurai class to leave his network and caused financial damage. Tsutaji the
First was on a mission to replace his network members with others. Tsutaji tried to
maintain his network along with his effort to expand his business in the field of shomotsu
mononohon. He was successful, to some degree, for a while.

But the basic concept in the case of Tsuruya Kiemon was quite different. Tsuruya
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Kiemon, who was also a prominent publisher in the Edo era, encountered a very similar
punishment at Tenpd 13/1842. He changed his business strategy very quickly. He sold his
Jihon kusazoshi guild right to the other publisher, and concentrated on his shomotsu
mononohon business. He focused on the similar network strategy as Suharaya Mohe did.
His business became smaller, but it lasted to the Meiji era (1868 — 1912) by staying
within the academic field.

In the end, I saw different networks related to the kabuki world. As the kabuki
world was (is) succeeded completely according to a hereditary system, [ saw a similar
system for the illustrators and publishers related to the kabuki world. The Torii School
still exists after about 200 years. The techniques were passed down from teachers, and the
school’s output still includes a similar pattern in the present actors’ portraits. The network
is related to the other networks of the kabuki world: the network of the publishers, and
the other network of the middle persons. I cannot find the same publishers now that the
Torii School used to be related to nor the middle persons in the present time. But I still
see the billboards or the actors’ portraits of kabuki around towns that were produced by
the Torii School. Its network has survived because of keeping its work unique, and
maintaining a consistent pattern in its own traditional small network. This is one of the
networks I can consider. At the same time, I saw the different kabuki portraits style of the
Utagawa School. Even though it does not remain so now, I learned that at the end of Edo
period, it was the most popular style because it expressed what the Edoites needed, and
the network was based on commercialization and was run very well by the publishers and
painters. Sometimes, I see the other networks in this commercialization: the strong

resilience network under repressed circumstances that represented the Edoites.
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Life in the Edo period, at any moment, may have looked chaotic and devoid of the
concepts of networks. However, the Edo society consisted of many factors, and each
factor had a unique character. Readers may view this as if the Edo community floated
along on chaotic and inexplicable phenomena. However, after the concept of networks is
applied, readers can begin to see organization in the Edo community through the lens of
network interactions and the state of the culture continues to be vibrant state because of
the linkages between networks at any given time. Furthermore, researchers can take any
one of the many networks and examine to connect it with the other networks.

For example, in this paper, I looked at the Edo publishing network. In this
network, many different other networks were included, such as Tsutaji’s network,
Suharaya’s network, Tsuruya’s network, and the kabuki network. Tsutaji’s network
included the kyoka ren network, Yoshiwara network, jihon kusazoshi guild network,
shomotsu guild network, and artists’ network. In Tsutajii’s overall network, each smaller
network was indispensable because it affected the others and supported these activities of
the broader network. As I showed, when the kyoka ren network declined, the other
networks, such as shomotsu network and artists’ networks, were reinforced to support
Tsutajii’s network. When the Tsutajii’s network started declining, the other networks
among the publishing networks, such as that of Tsuruya, filled this gap. So the Edo
publishing world remained active as a whole and contributed to the other networks in
other fields and kept the Edo culture vibrant.

The researcher may take smaller networks as the topic: Yoshiwara saiken and yiijo
hyobanki, both among the Yoshiwara network, in which the publishers were

commissioned to promote courtesans with maps, stories, and illustrations. These are
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subjects for research not only for the study of this art or its history but also for the
publishing networks and how they received their commissions from the brothels. Saitan-

shii % H4E (a collection of Japanese New Year’s poems) can be researched from both the

point of art and literature and the view of the publishing as a part of a kyoka network
because the work was commissioned to publishers as a New Year’s publication for a
kyoka group. The bibliographers can research the colophon for the bibliographic record of
the study and from the point of view of the publishing network as collaborative
publishing. Kabuki researchers can examine how several networks, such as the fan-
making network, artists’ network, the fan club network, the clothing store network, and
other networks related to the publishing network in order to see how the kabuki network
energized Edo fashions. A sociologist may find a key concept that lets them rediscover
the social structure in the two guilds networks, the shomotsu toiya/don ’ya network and
the jihon kusazoshi toiya/don ’ya network by examining the difference between the two
guilds for publishers. The researcher studying the Edo period might find that the
publishing networks had an important role as a cultural creator among the many networks
in the Edo community.

These are just a few examples for future research, but it is evident that each
network in the publishing industry existed to activate Edo’s publishing community and
culture, resulting in the flourishing that community by interacting with the other networks.
The networks in the Edo publishing were aligned with the other network, and all of them
interacted dynamically to keep the community active. Other researches in the networks in

the Edo period could lead the other beneficial conclusions.
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APPENDIX A

Tsutaya Juzaburd the First’s Publications (1774 — 1797)
from Tsutajii shuppan shomoku
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APPENDIX B
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APPENDIX C
Publishers Collaborating with Tsutaya Jazaburo the First (1774 — 1797)
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APPENDIX D

Genre and Publishers Collaborating with Tsutaya Juzaburo (1798 — 1843)

from Tsutajii shuppan shomoku
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APPENDIX E

Tsuruya Kiemon’s publications, listed in Eiri yomihon gedai kagami

B =AM (Tsuruya Kiemon) in (A (W0 KATA) SVEE (572
Wi A) BARET FRYEEEHIT SUEKRFET] Eiri yomihon gedai kagami,

published by Chgjiya
AR (FH
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e TR E
= | =K A o
fir ?Ztal ? )11 borati
g publis RE4 Title {EZ& Author | [# Illustration OI? (l?la(;lrli”
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APPENDIX F

Publishers commissioned Toyokuni the First

BERHOEHEL Y
From Waseda Kotenseki
Books and Ukiyo-e

[

Pa#F 25\ Nishimuraya Yohachi

[\
[o)

#5 R =455 Tsuruya Kiemon

[\
=

F SR = 1 e f# Izumiya Ichibe

—_
(o)

HLEH:J\ Maruya Jinpachi

[u—
—_

K5 E =B Tsutaya Jizaburd

i EF| fefd Kazusaya Rihe

V85 %7 7S Nishimiya Shinroku

G B AT Igaya Kan'emon

O [0 [ QI || | =W

AR 544 Enomotoya Kichibe

—_
(=)

T 1= E4# Chojiya Heibe

[u—
[u—

K32 -k Osakaya Hanzo

—_
N9}

TN 2 % fe i Kawachiya Mohe (Osaka)

—
w

#5242 B)) Tsuruya Kinsuke

—_
N

AF|RBIEH  Imariya Tatsuzo

—
(9,

TR & A Emiya Kichiemon

—_
(o)

A Yamamoto Heikichi

Ju—
-

(L 11 E A £/ Yamaguchiya Tobg

N2 I N (N (O T I (O 20 I NI B \S T I (I VS B BV, B e U N B S e

Ju—
e o]

#& P& )2 f.Ie % Harimaya Gohé

—_
O

HE A #iFY Maruya Bun'emon

[\
o

KR HPURR Eirakuya Toshird (Nagoya)

NS}
—_

SEARFE #LE)S Hirabayashi Shogord (Nagoya)

N
\S]

LA /A Yamamoto Hidehisa

N
w

KHLE -5 Daikokuya Heikichi
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APPENDIX G

Publishers commissioned Kunisada the First

FARHOHIE L v

From Waseda Kotenseki

Books and Ukiyo-e Vol.
1 | #5E =479 Tsuruya Kiemon 44
2 | IUAEE Yamamoto Heikichi 28
3 | BJ=EJ# Tsutaya Kichizo 27
4 | FlR =i e Tzumiya Ichibe 26
5 | Z/EIH 44 Moriya Jihe 26
6 | Pk = 5-J\ Nishimuraya Yohachi 25
7 | W1 2R Yamaguchiya Tobe 24
8 | FELkZHE & Ebisuya Shoshichi 18
9 | JEE R BEVKER Fujiokaya Keijird 16
10 | FLEH/\ Maruya Jinpachi 15
11 | I )= 54 Kagaya Kichiemon 13
12 | FLESCA#FH Maruya Bun'emon 10
13 | #REE FER Hayashiya Shogord 8
14 | 3L(] 23 B) Tsujiokaya Bunsuke 7
15 | i B7% 24 Tsujiya Yasubé 7
16 | Il 1 B ef Kawaguchiya Ubg 7
17 | #8 b Aiboku 6
18 | ABRS2KER Kiya Sojird 6
19 (R (FE{EERT) Yamadaya (Minamidenma- 6
machi)
20 | {FHiE= G- LLfd [toya Yohe 6
21 | KE R4 2 B) Daikokuya Kin'nosuke 5
22 | 44 Kadokin 5
23 | #8=4:B)) Tsuruya Kinsuke 5
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24

V4= 87 7S Nishimiya Shinroku

25

K= B PURR Eirakuya Toshird (Nagoya)

26

1= )1 2 = Fef#7 Enshiiya Hikobge

27

2R 35 Iseya Kenkichi

28

i B 5 Tsujiokaya Kamekichi

29

V87 2 B Fe i Sanoya Kihe

30

5 R = =B Iwatoya Kizaburd

31

A E = =B Iwatoya Kizaburd

32

=3 B8k H A Mikawaya Tetsugord

33

IRAIKER Sawa Hisajird

34

e 5T Wakasaya Yoichi

35

(Ll 2%+ Yamazakiya Seishichi

36

K H 1A Otaya Sakichi

37

1 R S8 Hamadaya Tokubé

38

ST Hirashin

39

SE-BFZ(J7HT)  Hiranoya (Yorozu-machi)

40

28 Z )\ Suharaya Thachi

41

KR o1 Osakaya Hanzo

42

TN E=JE & Kawachiya Genshichi

43

A H YR BR 264 Murata Jirobé

44

J5 R —BR Tsutaya Jizaburd

45

AF)RZH  Imariya Tatsuzo

46

TN = % fe i Kawachiya Mohg (Osaka)

47

(L H = AR ER Yamadaya Shojird

48

fa =% Uoya Eikichi

49

M B4R Joshilya Kinzod

50

5 Al = B Ibaya Senzaburd

104




51 | #HfHi R & Izutsuya Shokichi 1
52 | T &} f=ffr Chojiya Heibe 1
53 | IR - #-& Joshiya Jiizo Jushichi 1
54 | Jili /& Hirookaya 1
55 | JiRZ KES Yorozuya Hikotard 1
56 | N =% 5 Kashimaya Seikichi (Osaka) 1
57 | PEATEFIS Nishimuraya Genroku 1
58 | B4R Matsuya Kikujird 1
59 | AT EMESLAR Omiya Gonkurd 1
60 | 7TPN#R/\ Takeuchi Magohachi 1
61 | REREF Daikokuya Heikichi 1
62 | K Tentsu 1
63 | ALf#E Marutoku 1
64 | #LEME/\ Kamiya Tokuhachi 1
65 | *F-H:3CB) Hirai Bunsuke (Wakayama) 1
66 | £4)1181 e Hasegawa Shinbg 1
67 | IUASE/A B Yamamoto Eikylido 1
68 | J:3CH: Kobundo 1
69 | FAZ%%: Shoeidd 1

431
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Publishers commissioned Toyokuni, Kunisada, Kuniyoshi and Hiroshige

APPENDIX H

Based on Ritsumeikan Art Research Center Database, last day accessed, December 25, 2014.

Ukiyo-e Toyokuni | Toyokuni | Kuniyoshi Hiroshige
.7 | 3rd= =557 L. 7%
Hh Kunisada JEH.
=REE
=EHH
1 Ebiya BEE 129 [0 28 61 5
2 Ebiya #H#ZEMZB) Rin’nosuke | 127 | 0 38 52 5
3 Uoya Eikichi fE% & 414 |0 240 0 52
4 Hiranoya “F-%F & 263 | 12 226 0 36
5 Hiranoya *F-2f 2 i Shinzo 234 |0 217 0 36
6 Yamamotoya |42 322 [ 25 186 48 1
7 Yamamotoya [LIASE -7 Heikichi | 208 | 25 109 38 1
8 Yamamotoya [LIA R/ Lfif Kyabe | 41 | 0 38 3 0
9 Matsumuraya FA 2 51 |14 18 0 0
10 Matsumuraya #2247 Y 32 |13 18 0 0
Tatsuemon
Il | Wakasaya # $kE 171 [0 101 2 10
12 Wakasaya # $2 5-1f7 Yoichi 109 | 0 93 0 0
13| Nishimuraya Pi#f & 292 | 40 107 0 2
14 Nishimuraya P84 /2 5-/\ 148 | 29 11 0 1
15 | Moritaya 2 H & 9 o 9 0 0
16 | Yorozuya /i & 48 |0 10 0 0
17 | Soshaya f /& 19 [0 3 0 0
I8 | Takeuchi 7PV 14 o 13 0 1
19 | Nishimiyaya 745 & 10 [0 6 0 0
%0 | KA R | +5 | 0 6 [ 7
21 | Yamamotoya [LIAE 55 |2 44 3 0
22 Yamamotoya |42 -5 Heikichi | 14 | 2 12 0 0
23 | Kazusaya L2 39 0 5 33 0
24 | Kawaguchiya JI| [ & 8 |0 51 13 3
25 Kawaguchiya JI| 1 = [Eji Shozd 31 |0 12 12 3
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26 Kawaguchiya J1| I 2 I[1 524 Ubg 39 10 31 1 0
27 | Gusokuya FL/Z 2 178 [ 0 17 4 0
28 | OmiyaiTiT /2 65 |0 30 0 0
29 | Enshaya s/l & 177 [0 59 72 2
30 Enshiiya iz M| 2 X fLf# Matabg 71 |0 14 51 2
31 | Enshiya /M 2 2 J2f# Hikobe 106 | 0 45 21 0
32 | Ibaya (R 462 | 1 103 227 88
33 Ibaya {735 21l —EF Senzaburd 407 |1 95 192 84
34 Ibaya {Jt35 ) A feféi Kyabe 17 |0 0 13 4
35 | Ezakiya /TIGEZ 81 |5 46 3 0
36 Ezakiya {LIR 2 &5 Fofiff Kichibe 22 |5 8 3 0
37 Ezakiya {LIR} B2 [k Tatsuzd 19 |0 9 0 0
38 | Joshoya FME 124 [0 55 24 3
39 Joshiiya N E 4k Kinzod 72 |0 41 18 1
40 Joshiya M = E ik J0zo 23 |0 8 2 0
41 | Kagaya IR 144 |0 73 30 0
42| Sanoya C#F 520 |2 447 32 38
43 Sanoya 2B & = L7 Yoshibe 513 |2 379 25 38
44 Sanoya %5 /& & #.AF Tomigord 4 0 0 0 0
45 | Moutaya = 953 |2 495 25 153
46 Tsutaya k525 — R Jizaburd 1 |2 0 0 0
47 Tsutaya J& &= % & Kichizo 699 | 0 377 16 153
48 Tsutaya & EAHEK AL Umejird 6 0 1 3 0
o | AT Noam | 0 | 0 x| 9
50 | Ningyoya NJERE 14 [0 5 4 0
51 | Igaya (P 17 [0 3 0 0
52 | Iseya Bt 537 | 2 329 263 2
53 Iseya {Jt&4 2 i fufi7 Ichibe 127 | 0 3 123 0
54 | Iseya (J*34= 75 Yoshi 59 [0 48 1 0
55 Iseya (85 B3 Kenkichi 214 |0 154 0 2
56 Iseya {7552 F| Feff Rihe 45 |0 12 1 0
57 Iseya F#2 841 Chiisuke 26 |0 23 3 0
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58 | Maruya JLE 315 [ 6 149 5 65

59 Maruya ALEE/APUES Kytishird 73 10 73 0 57

60 Maruya FLE# /\ Jinpachi 97 |2 43 4 5

61 Maruya AL LAY Bun'emon 12 |4 2 0 0

62 | Maruya FLETE KER Seijiro 23 |0 23 0 0

63 | Moriya ZR /1A Sufli Jihe 159 |6 124 0 0

64 | Yamaguchiya |1 [ 320 |23 143 45 2

65 | Izumiya FU = 244 [ 11 114 17 15

66 | Tsuruya #B/ 163 | 24 8 4 1

67 Tsuruya #5248 Kinsuke 56 |24 1 0 0

68 | Yamashiroya (L3 & 9 |4 38 3 1

69 Yamashiroya [ L1352 A5 A 14 |4 3 0 0
Fujiemon

70 Yamashiroya [LI5 2 5S4 Jinbe 26 |0 3 0 1

71 | Omiya T/TR 65 |0 30 0 0

72 Omiya #T7T/E¥-/\ Heihachi 65 |0 18 0 0

73 Omiya JT{LE/A KRR Hisajird 29 |0 11 0 0
Number of commissioned groups | - | 17 55 2B 20
NOTE: #59 is Collaboration works. Toyokuni | Toyokuni | Kuniyoshi Hiroshige

Lot | = [ L. 4%
Mg, Kunisada JIEE.
s
=HEHA.
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