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Introduction

Using historical research of Edo period ukiyo-e artists analysed through a comparative
media study framework, I hypothesise that Edo period ukiyo-e and the use of social media in
contemporary Tokyo are performing the same function for their viewers. I will argue that image
sharing has been occurring for centuries in Tokyo, and despite the difference of the medium,
the shared images have historically and currently play a major role in the establishment and
proliferation of aesthetic styles, fashion trends, the creation of fame and notoriety, and
continued celebrity status.
Although the fame of the artists and so-called “Instagrammers” may appear as selfserving or narcissistic, I argue that ukiyo-e artists of Edo played a large role in dictating the
course of fashion and style in Japanese history and that the growing popularity of Instagram
continues to influence and direct the changing face of fashion and popular culture in
contemporary Tokyo.
Since the launch of Friendster in 20021, social networking sites (SNS) have slowly
become a part of everyday life for internet users around the world. The 2007 release of Apple’s
iPhone2 reshaped the smartphone industry, and the iPhone Application Store gave users mobile
access to SNS. Although SNS platforms are globally available and used, their method of use
varies by country, especially in the case of Japanese users.
SNS usage in Japan is vastly different than in North America, as is the fashion system
and styles of dress in Tokyo. North American SNS users long ago gave up on the idea of online

“Remember Friendster? Thought so,” CNET, February 4, 2014, accessed June 26, 2016,
http://www.cnet.com/news/remember-friendster-thought-so/.
2 “8 Years of the IPhone: An Interactive Timeline,” Time Magazine, June 27, 2014, accessed June 20, 2016,
http://time.com/2934526/apple-iphone-timeline/.
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anonymity. Gaining fame and notoriety through YouTube, blogging, or Instagram had become
something internet users aimed for. However, Japanese internet users preferred to remain
anonymous on SNS platforms, such as Mixi, to avoid exposing their personal opinions online
and suffering the potential repercussions in their lives. However, in the aftermath of the 2011
Tōhoku earthquake and tsunami, online anonymity was cast aside with the creation of LINE, a
free online messaging service, as a means of communication after the March 11, 2011 disaster,3
which changed the landscape of Japanese SNS use forever.
Instagram, the smartphone-based photo-sharing application, has rapidly gained
popularity in Japan, with active Japanese user accounts more than doubling between 2015 and
2016.4 The concept of Instagram is to share photos and videos of yourself, friends, and life, as
seen through the lens of a smartphone camera, with the world. This is completely contradictory
to the previous desire for online anonymity. While Instagram continues to gain momentum in
Japan, specifically in Tokyo, Instagram celebrities, the so-called “Instafamous”, are becoming
recognised as fashion and style icons in Tokyo and around the world.
Although Instagram based photo-sharing appears to be a ground-breaking new practice,
it is in fact, a centuries-old practice in Japan, dating back to when Tokyo was known as Edo
(1603-1868). In Edo, ukiyo-e prints of famous kabuki theatre actors, courtesans, and fabled
heroes were shared and collected by the million-person population of the city. Ukiyo-e
performed the same action as Instagram by means of a tangible item rather than a digital image.
The similarities between ukiyo-e, their famed artists, and Instagram is a fascinating and
somewhat surprising connection and will be the topic of study in this paper.
To understand the connective research regarding Instagram and ukiyo-e, it is important
for the reader to have an explanation of each medium. It is equally important to understand the

“Japan’s Social Media Landscape in 2016,” Freshtrax, June 2015, accessed February 14, 2016,
http://blog.btrax.com/en/2016/01/26/japans-social-media-landscape-in-2016/.
4 Ibid.
3
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similarities and differences between the two. In the following section of this chapter, ukiyo-e
and Instagram will be outlined in terms of history, function, value, and methods of practice.

Ukiyo-e

When approaching a study of ukiyo-e, one must think outside of the English language
box. In the early seventeenth century, Edo was governed by a military dictatorship and had a
clearly defined social order. Thanks to Edo’s enormous population of about one million people,
economic growth was inevitable. The merchant class, who held the lowest role in the social
order, began to reap the rewards of the rapid economic boom. The merchant class took
advantage of the flourishing economy and growth of cities. While quickly becoming wealthy
and economically powerful they still remained in the lowest position in the social order, which
led to acts of conspicuous consumption5 and visits to pleasure districts like Edo’s Yoshiwara.6
The written kanji for ukiyo-e, 浮世絵, translates literally as “floating, world, picture”
or “pictures of the floating world,” is an accurate description of the luxurious and hedonistic
lifestyle Edo’s newly wealthy merchant class had adopted. Ukiyo-e prints of famous kabuki
theatre actors and beautiful courtesans were a perfect memento for a personal collection or to
send outside of Edo, as another act of conspicuous consumption. The prints were also a means
of documenting the most current and fashionable styles that their famous idols wore.
Edo period Japan long predates the technologies and media taken for granted in the
twenty-first century. Television, movies, and even magazines had yet to exist. In Edo, ukiyo-e
filled the void as an easily accessible form of media. Ukiyo-e artists were commissioned by a

Thorsten Veblen, Theory of the Leisure Class. An Economic Study of Institutions (United States: Macmillan,
1899), 68–101.
6 “Woodblock Prints in the Ukiyo-E Style | Essay | Heilbrunn Timeline of Art History | The Metropolitan
Museum of Art,” 2000, accessed May 7, 2016, http://www.metmuseum.org/toah/hd/ukiy/hd_ukiy.htm.
5
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publisher to create 版下絵, (hanshita-e), a brush drawing of the print design on extremely thin
paper which was adhered to a woodblock for the cutters to use as a carving guide. After carving
the primary block, carvers and printers would follow the orders of the artist to make individual
colour blocks and desired carving effects. 7 Possession of these block-sets gave the publishers
the power to print as many, or as few, of the design as the pleased.
A finished ukiyo-e print can easily be mistaken as being simple in creation when in fact
their production was an extremely detail oriented, hand rendered, complex process which relied
on the work of many highly skilled professionals, who often apprenticed for a decade, or more.8
This is one, of many, reasons ukiyo-e prints are currently regarded as a form of high art in
Japan, and around the world.

Instagram

Prior to the creation of SNS, which were designed for the purpose of communication,
making status updates, and sharing images online, the only means of communication via
internet were sending an email or chatroom style sites like Internet Relay Chat (IRC.) While
serving the function of instant messaging, chatrooms were not frequented by the masses
because an affinity for internet technology remained a specialised skill in the 1990s.
After the rise and fall of Friendster and MySpace, around 20069 and 200710 respectively,
Facebook and Twitter became the eventual superpowers in the world of SNS. Their online
accessibility spread across the internet. Webpages added a “Like on Facebook” or “Tweet this

Timothy Clark, Kuniyoshi: From the Arthur R. Miller Collection (United Kingdom: Royal Academy of Arts,
2009), 28–30.
8 Ibid.
9 “The Friendster Autopsy: How a Social Network Dies,” Business, February 27, 2013, accessed June 27, 2016,
http://www.wired.com/2013/02/friendster-autopsy/.
10 Felix Gillette, The Rise and Inglorious Fall of Myspace, (Bloomberg), June 23, 2011,
http://www.bloomberg.com/news/articles/2011-06-22/the-rise-and-inglorious-fall-of-myspace.
7
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Site” link, allowing users to easily share what they were reading or sites of interest. Although
the easy access is undeniable, it still hinged on the use of a computer.11 The creation of the
smartphone, particularly Apple’s iPhone, allowed for mobile participation in SNS activity,
leading to the development of countless internet based smartphone applications, including
Instagram.
Instagram, founded by Kevin Systrom and Mike Krieger, officially launched on the
iPhone Application Store on October 6, 2010. Within two months the user count reached one
million active accounts. The creators kept users happy by regularly releasing updates with new
photo filters and features to use within the application. Just before the one year anniversary of
its launch, Instagram had rocketed to 10 million users and was named “iPhone App of the
Year.” 12 On April 9, 2012, Facebook shocked the world by purchasing Instagram for a
staggering $1 billion. 13 The high price was a clear indication of the power and influence
Instagram had quickly gained.
Currently, Instagram has 500 million active accounts uploading photos every month,
75% of which are outside of the United States. On average, about 80 million photos are shared
daily, adding to Instagram’s 40 billion photo count paired with a steady and consistent rise in
active users.14

“The History of Social Networking,” Digital Trends, May 14, 2016, accessed June 8, 2016,
http://www.digitaltrends.com/features/the-history-of-social-networking/#:xd_T/-7ohaWdfA.
12 “The Complete History of Instagram [infographic],” We Are Social Media, January 3, 2014, accessed June
11, 2016, http://wersm.com/the-complete-history-of-instagram/#!prettyPhoto.
13 A. E. Marwick, “Instafame: Luxury Selfies in the Attention Economy,” Public Culture 27, no. 1 75 (January
1, 2015), doi:10.1215/08992363-2798379, 137.
14 Instagram, “Instagram Today: 500 Million Windows to the World,” Instagram, June 21, 2016,
http://blog.instagram.com/post/146255204757/160621-news.
11
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CHAPTER 1.

Ukiyo-e: The Role of Image Sharing and Collecting in Edo.

1.1 The Importance of Black

Woodblock printing is a staple in the highly regarded world of Japanese artistry. The
intricacy of execution is revered worldwide and the history of woodblock printing, in practice,
is documented in detail. The earliest known use of woodblock printing dates back to eighth
century Japan as a means of easily distributing and reproducing Buddhist scripture and text.
Although there is evidence of woodblock printing being used by the artist Tawaraya Sotatsu in
the seventeenth century, its main function was to easily reproduce and spread the written
word.15
There has long been a dispute over which style of ukiyo-e is the most important and the
identity of the so-called founder of the school of ukiyo-e. The first argument is that the
paintings of Iwasa Katsumochi Matabei (1578–1650) were the beginning of the artistic
discipline of ukiyo-e. The opposition is that the woodblock printing process is what truly
defines ukiyo-e, citing Hishikawa Moronobu (1618–1649) as ukiyo-e’s founder.16 While this
dispute will likely never be settled, both methods, whether using a wooden block to print on
paper, or a paintbrush to create an outline that colours would not bleed through, both relied on
墨, (sumi), a black pigment stone. The intensity of sumi can easily be darkened or lightened

“Woodblock Prints in the Ukiyo-E Style | Essay | Heilbrunn Timeline of Art History | the Metropolitan
Museum of Art,” 2000, accessed May 7, 2016, http://www.metmuseum.org/toah/hd/ukiy/hd_ukiy.htm.
16 Sandy Kita, “Japanese Prints,” in Reading Asian art and artifacts: Windows to Asia on American College C
Campuses, by Paul Kocot K. Nietupski and Joan O’Mara (United States: Rowman & Littlefield Pub. Group,
2011), 149–62.
15
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depending on the sumi-to-water concentration. Sumi is still used today and is commonly sold
in art supply shops around the world.
Although black and white prints were beautiful, the general public, who were the
consumers of ukiyo-e, yearned for more. Their dissatisfaction with the simplicity of
monochromatic scenes pushed for the creation of new methods of colour printing. Before 1765,
the only method of adding colour to a finished monochrome print was by pigment and brush
after a block print had dried. This method did not lend itself to mass production and new
methods and technological advancements were necessary to answer the public outcry. This led
to developing the multi-block printing process allowing for mass production of full-colour
prints.17
The new printing technology gave ukiyo-e designers more freedom to use colour,
adding to the intricacy and detail of their original sumi artwork that was sent off to the team of
block cutters, who were responsible for carving separate block stencils for each colour that
would be used in a single ukiyo-e design. After being checked and approved by the artist the
printing process could begin. The key-block, the first block comprised of the structural black
line work of the entire illustration, was the first in the long line of the hand printing process. 18
Not only was black ink used to create the line work in the key-block of an ukiyo-e print, natural
black elements were mixed with other coloured pigments to create richer and darker colours 19.
When artists first began to use black sumi ink on paper or silk the images they created
varied from striking and powerful to soft washes of black that faded into greys so pale they
were nearly invisible. The images would not have held such strength if the artists had been
using a coloured pigment because colour inherently carries an emotive feeling. A black and

“The History of Ukiyo-E and Its Expansion Around the World,” Kumon Museum of Ukiyo-e, accessed June
14, 2016, http://www.kumon-ukiyoe.jp/en/history.php.
18 Timothy Clark, Kuniyoshi: From the Arthur R. Miller Collection (United Kingdom: Royal Academy of Arts,
2009), 28–30.
19 Elisabeth West FitzHugh, John Winter, and Marco Leona, “Studies Using Scientific Methods : Pigments in
Later Japanese Paintings,” ed. Jennifer Alt, Occasional Papers 1 (2003), Smithsonian Institution.
17
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white painting can be seen for exactly what it is. Without the use of black sumi ink, ukiyo-e’s
humble single blocked and monochromatic beginnings may not have developed into the
multiple colour block incarnation we know. Therefore, without the colour black ukiyo-e could
easily have been left as a time efficient way of spreading scripture. The colour black is the most
important step and is the cornerstone and foundation of ukiyo-e in its entirety.

1.2 The Influence of Utagawa Kunisada and Utagawa Kuniyoshi

The Utagawa school of ukiyo-e is renowned by Japanese and non-Japanese artistic
scholars alike. It was the training ground of the most influential and profitable ukiyo-e artists
of the Edo period, Utagawa Kunisada and Utagawa Kuniyoshi, who are reputed as the most
successful, talented, and prolific ukiyo-e artists of the nineteenth century. Although they were
both members of the Utagawa school of ukiyo-e their individual styles and subject matter make
their works easily distinguishable from one another. For many lovers of ukiyo-e, particularly
those outside of Japan, the most recognisable ukiyo-e is Katsushika Hokusai’s The Great Wave
(fig.1.) While Hokusai is a celebrated ukiyo-e master, his work is overshadowed by that of
Utagawa Kunisada and Utagawa Kuniyoshi, who focussed on human subjects rather than
scenes of nature.
Utagawa Kunisada (1786 – 1864) was, by far, most popular and successful ukiyo-e
artist in nineteenth century Edo. Also known as “Kunisada, the Portraitist of Actors,” 20 he had
an undeniable ability to capture each actor’s likeness. Even if he chose to present a series of
actors in nearly identical yukata, through facial shape, expression, or other individual traits,
viewers of the ukiyo-e could easily tell who the famous actor was, at a glance (fig 2.) Placing

Masato Matsushima et al., Kuniyoshi & Kunisada. From the Collection of the Museum of Fine Arts, Boston,
ed. Nippon Television Network Corporation et al., trans. Kazushi Kuroda and Brian Amsstutz (Japan: Nippon
Television Network Corporation, 2016), VI-XI.
20
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them in front of brightly coloured backgrounds further highlighted the importance and near
mythical status of the actors.21 Kunisada was not only known for his depiction of famed actors
of kabuki theatre, though. Kunisada designed ukiyo-e of beautiful women, whether they were
famous courtesans of Yoshiwara or simply women of Edo, shown in their private lives at home.
Depicting women in their daily routine or beauty regime, Kunisada paid extreme attention to
the smallest details. Application of makeup and positioning of their hair styles and ornaments
helped to set trends for the women of Edo (fig.3,) many of whom obsessively collected his
work.22
Following his debut in 1809, Kunisada’s star rose to fame in a just a few years. 23
Unfortunately, the same cannot be said of Kuniyoshi. While Kunisada was experiencing the
highest of highs and living the life many artists only dream of, Kuniyoshi was struggling to
find his place Edo’s artistic world with successes few and far between. 24 Kunisada’s great
success so early in his ukiyo-e career sparked a rivalry between the two artists. Having been
trained in the same school of ukiyo-e further fuelled the fire of the rivalry. Between 1818 and
1827 Kuniyoshi was rarely commissioned by publishers for work and was overshadowed by
his peers, particularly by Kunisada. 25 There is a story of Kuniyoshi being in such a poor
financial state that he had to take on work selling tatami mats to make ends meet. While on a
walk along the Sumida River, Kuniyoshi noticed Kunisada on a boat, accompanied by many
beautiful geisha which was a painful reminder to Kuniyoshi of his lack of success. When
Kunisada noticed Kuniyoshi on the side of the river he called out to him, jovially using the

Ibid. VI-XI
Ibid.VI-XI
23 Hinohara Kenji, 日野原健司, Utagawa Kunisada Korezo Edo no Iki 歌川国貞これぞ江戸の粋,( Tōkyō 東
京都: Tōkyō Bijutsu Co. Ltd. 株式会社東京美術), 2016, 2-11.
24 Timothy Clark, Kuniyoshi: From the Arthur R. Miller Collection (United Kingdom: Royal Academy of Arts,
2009), 19-21.
25 Robert Schaap, Heroes and Ghosts: Japanese Prints by Kuniyoshi (1797-1861) (Netherlands: Hotei
Publishing, The Netherlands, 1998), 11-12.
21
22
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term “sensei,” which caused a rage inside of Kuniyoshi that sent him home with the mission in
mind to surpass Kunisada’s success. 26 Although there is no way to know the truth behind this
anecdote, it is an indication of the intense rivalry between the two artists and that Kunisada’s
success may have been the motivations Kuniyoshi needed to begin the work that would set him
on course to be one of the most celebrated ukiyo-e artists of his time. In 1827 Kuniyoshi
received his first major commission, titled 通 俗 水 滸 伝 豪 傑 百 八 人 之 一 個 , (Tsūzoku
Suikoden gōketsu hyakuhachinin no hitori,) One Hundred and Eight Heroes of the Popular
Suikoden all told,27 an extremely popular Chinese tale, 水滸傳, (Shuihu Zhuan,) commonly
titled The Water Margin in English, of 108 heroes rising up against the unjust Chinese leader
Song Jiang. The exact date of Shuihu Zuhan’s arrival to Japan is unknown but it is believed to
have been sometime in the early eighteenth century when a number of texts were written
translating the Chinese story to Japanese. The earliest translations were the beginning of what
would be called the “Suikoden craze,” in Japan.28 Kuniyoshi’s commission to illustrate the 108
heroes was a career and life altering event. The commissioned works were most revered by the
men of Edo. The prints of the swashbuckling and burly strongmen gave them their own ukiyoe prints to obsessively collect and idolise, just as the women of Edo were collecting the prints
of beautiful women and kabuki actors, by Kunisada.

1.3 Bijin, Kabuki Actors and The 108 Star Heroes of the Suikoeden

Utagawa Kunisada and Utagawa Kuniyoshi are each famous for their beautiful and
narrative artistic ability in ukiyo-e design. However, their good fortune was also dependent on

26
27
28

Ibid. 12.
Ibid. 14-16.
Ibid. 15.
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timing, luck, and economics. As previously mentioned, Edo was in the midst of an enormous
economic boom, the merchant class was left as the lowest of the social classes in the pecking
order designed by the military dictatorship government. However, the rapid growth of Edo,
and other cities, suddenly gave the merchants a place of fiscal power. 29 Unable to move up
through the social order, many of the merchant class decided to spend their newfound riches
on luxuries including regular visits to the kabuki theatre.
The actors of Edo’s immensely popular kabuki theatre and the stylish courtesans known
for their beauty and grace, became Kunisada’s muses. He painted the kabuki actors in
traditional portraits with an unmatched talent for capturing their likeness, making each actor
easily recognisable by facial characteristics or trademark expressions. For fans of kabuki
theatre, this was a dream come true. Collecting images of their favourite “stage idols” became
even more exciting. 30(fig. 4.) Kunisada took the concept of depicting the kabuki actors and
beautiful women to a different level that had yet to be explored in ukiyo-e. Kunisada took his
work to a much more personal level, giving fans exactly what he knew they wanted to see,
which was behind closed doors. Through his signature method of depicting the actors with such
realism, he created ukiyo-e capturing the frenzy and excitement of the dressing rooms, where
the actors were not yet playing a role and were simply themselves, rushing in preparation for
their next show.31 In contemporary terms, Kunisada could be compared to a reporter on the set
of a major motion picture, giving us a glimpse of the actors in costume while having not yet
gotten into character. Only to outdo himself, Kunisada went one step further, creating images
of the actors in their private lives showing how they spent their days away from work. The idea
of showing the private lives of actors was not only good for Kunisada, it was good public

Charles David Sheldon, The Rise of the Merchant Class in Tokugawa Japan, 1600-1868: An Introductory
Survey (New York: Russell & Russell, 1973), 25-40.
30 Masato Matsushima et al., Kuniyoshi & Kunisada, VIII.
31 Ibid. IX.
29
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relations for the actors, as well. Showing the actors in a positive light humanised them to their
fans, reminding them that actors were also real people (fig 5.)
Kunisada’s exploration of private lives did not stop at kabuki theatre actors, though.
While he would have happily made 美 人 画 , (bijinga), portraits of beautiful women,
particularly the high-ranking courtesans of Yohiwara, the authorities of Edo were not open to
the idea of such images being available all around the city. There were laws in place prohibiting
such ukiyo-e from being created for public use. 32 Rather than standing down defeated,
Kunisada turned his focus onto the women of Edo. He created bijinga of half portraits or busts
of women residing in Edo capturing the reality of femininity in everyday life. Kunisada’s
unfaltering attention to detail, whether in the patterns of kimono or the smallest feature in an
accessory, made this series of ukiyo-e a guide of fashion plates resembling a magazine for the
women of Edo to follow trends and interpret them into their own styling and looks. Women
collected these images as means of keeping up with the trends and styles and translated the
styles into their own, allowing them to emulate the beautiful women in the ukiyo-e.33 (fig 6.)
While this series ukiyo-e was favoured by the women of Edo, the beauty and grace Kunisada
achieved in the pictures of the Edo girls was not lost on men, who were now presented with
the notion that beauty was not confined to Yoshiwara and the realisation that beautiful women
were all around them.
In order to side-step the laws against depicting courtesans in ukiyo-e artists, like
Kunisada, worked within a loophole of being commissioned to create advertisements for
beauty products such as white face makeup, rouge, and black stain for eyebrows and teeth of
married women. High-end shops commissioned portraits of famous courtesans to promote their

Robert Schaap, Heroes and Ghosts: Japanese Prints by Kuniyoshi (1797-1861) (Netherlands: Hotei
Publishing, The Netherlands, 1998), 18-24
33 Masato Matsushima et al., Kuniyoshi & Kunisada, X.
32
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makeup, hair ornaments, and other accessories. 34 The attention to detail paid to the images of
the private lives of the common Edo woman paled in comparison to the intricacy and obvious
amount of time required to create the portraits of these high-ranking courtesans. 35 (fig.7.)
Kunisada’s dominance in depicting bijinga was met, by the strength of Kuniyoshi’s
portrayal of the 108 Heroes of the Suikoden. On account of the “Suikoden craze,” as cited in
Section 1.2, the story was known and adored by Edo’s entire population. An example of this
trickle-down effect was the commission of Kuniyoshi’s renderings of the fabled characters.
The images of warriors fighting ghosts, monsters, and human wrong-doers were muscled and
powerful. Kuniyoshi chose to adorn the bodies of fifteen of his heroes with elaborate black and
red tattoos of dragons and other intricate designs.36 (Fig.8, Fig.9, Fig.10.) In contemporary
Tokyo, tattoos are often associated with the underbelly of society and organised crime. 37 Edo
was a city plagued by frequent and often devastating fires, as told by an Edo saying “The
flowers of Edo are fires and fights.”38 Chivalrous and dashing merchants began to brave the
blazes as firefighters, imitating the heroes depicted by Kuniyoshi. Many of Edo’s brave
firefighters had the tattoo designs of Kuniyoshi’s heroes permanently etched into their skin.39
This led to a trend amongst Edo’s lower classes which became so common that it was strange
to see men without tattoos. The subject matter was often chosen to show a kinship between
men who worked in the same profession. 40 Many of these men worked jobs where clothing
was sparsely worn, leaving the tattoos easily visible as another act of conspicuous consumption
within the merchant class of Edo.

Brigitte Koyama-Richard, “Ukiyo-E Prints Reflect the Popular Culture of Edo,” Nippon.com, Your Doorway
to Japan, 2011, accessed June 2, 2016, http://www.nippon.com/en/views/b02305/.
35 Masato Matsushima et al., Kuniyoshi & Kunisada, X-XI.
36 Inge Klompmakers, Of Brigands and Bravery: Kuniyoshi’s Heroes of the Suikoden, ed. Amy Reigile
Newland (Netherlands: Hotei Publishing, 2003), 35.
37 Héctor García, A Geek in Japan: [Discovering the Land of Manga, Anime, Zen, and the Tea Ceremony]
(Tokyo: Tuttle Publishing, 2011), 90.
38 Willem R. van Gulik, Irezumi: The Pattern of Dermatography in Japan (Leiden: E.J. Brill, 1982), 66.
39 Tadasu Iizawa, World of Japanese Tattooing - Color Illustrated (Tokyo: Haga Publication, 1973), 250-252.
40 Ibid. 250-252
34
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Of the 108 Heroes, the most powerful were depicted as tattooed, brave, and psychically
strong. Today, Kuniyoshi’s most striking and memorable Heroes are those covered in tattoos.
Using this logic, and the evidence of tattooing in Edo, their immense popularity is undeniable.
Edo’s men were so determined to show that, like Kuniyoshi’s mythical warriors, they too were
powerful and brave. Their willingness to endure hours of agonising pain as pigments were
literally hammered into their skin is physical evidence that images, shared through ukiyo-e,
dictated trends and styles to Edo’s population.
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CHAPTER 2.

Instagram: Changing Roles in Contemporary Tokyo

2.1 Social Networking Sites in Japan and the Rising Popularity of Instagram in Tokyo

In 2016, Japan’s population exceeded 126 million.41 Tokyo Metropolis being home to
13.491 million and the Greater Tokyo Area accounting for 37.8 million. 42 Developing a
strategy to penetrate the Japanese SNS market would translate to an enormous number of users
and revenue for any SNS platform. To understand why Japanese market penetration was an
uphill climb for leading North American SNS platforms an examination of Japanese SNS and
how, historically, their use has been starkly different than their North American counterparts.
Mixi launched in February 2004.43 In order to join the website, a personal invitation
from a pre-existing user was required as was being 18 years or older. What set Mixi apart from
North American SNS was total anonymity. Users were assigned numbers indicating when they
joined but were free to choose a pseudonym. Keeping their internet and real lives separate was
particularly important to Mixi users.44 Statements could be made on Mixi knowing it would
not come back to haunt them at their workplace or school, giving users a feeling of freedom to
voice their opinions in a society that has, traditionally, lived by set social rules.45

“Japan Population (2016),” Worldometers, accessed June 17, 2016, http://www.worldometers.info/worldpopulation/japan-population/.
42 “Population of Tokyo - Tokyo Metropolitan Government,” Tokyo Metropolitan Government, accessed May
6, 2016, http://www.metro.tokyo.jp/ENGLISH/ABOUT/HISTORY/history03.htm.
43 “Top 6 Social Networks in Japan - Digital Intelligence Daily Digital Marketing Research,” Digital Strategy
Consulting, February 6, 2013, accessed June 17, 2016,
http://www.digitalstrategyconsulting.com/intelligence/2013/02/top_6_social_networks_in_japan.php.
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45 “Social Media Fast Facts: Japan,” Social Media Today, February 7, 2015, accessed June 17, 2016,
http://www.socialmediatoday.com/content/social-media-fast-facts-japan.
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When Facebook, the world’s most popular SNS platform, debuted in Japan it was met
by an apprehensive audience. Japanese SNS users valued their right to online anonymity which
opposes the “real name” rule for Facebook users.46 However, signup rates rapidly ascended
thanks to the feature film The Social Network, based on the story of Facebook’s creation. The
international media attention of the movie and website proved to be more powerful than
anonymity and Japanese Facebook registration spiked.47 Popularity showed continued growth
after the Tōhoku earthquake, which interrupted phone lines while internet channels remained
accessible.
In the aftermath of the Tōhoku earthquake and tsunami, the mobile messaging service,
Line, was released. Completely internet based, Line was heavily relied on for communication
between friends and family in the wake of the 3/11 earthquake. Line has developed into an
SNS platform with about 50 million monthly active users, 40% of Japan’s population. 48
Knowledge of loved one’s safety usurped the desire for online anonymity and created a new
opportunity for the growth of Instagram, the Facebook-owned photo sharing SNS that relies
on the lack of anonymous posting.
Instagram’s design is likened to a Polaroid camera for the digital age. Released as an
iPhone application on October 6, 2010, the user count reached one million by December of the
same year.49 The seven-member Instagram team answered user demands for more photo filters
and editing options with regular updates. After the record breaking billion-dollar purchase of
Instagram, by Facebook, in 2012, 50 Instagram’s photo sharing capabilities grew more powerful.

“Top 6 Social Networks in Japan - Digital Intelligence Daily Digital Marketing Research,” Digital Strategy
Consulting, February 6, 2013, accessed June 17, 2016,
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47 “Japan’s Social Media Landscape in 2016,” Freshtrax, June 2015, accessed February 14, 2016,
http://blog.btrax.com/en/2016/01/26/japans-social-media-landscape-in-2016/.
48 Ibid.
49 “Instagram,” Press Page • Instagram, 2016, accessed June 11, 2016,
https://www.instagram.com/press/?hl=en.
50 A. E. Marwick, “Instafame: Luxury Selfies,” 138.
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Multiplatform SNS posting became a reality and was incredibly successful in North America.
Although Japanese SNS users were no longer holding onto complete anonymity, they were still
hesitant to share their lives with the entire world.
Instagram’s early adopters, in Tokyo, were stores using the application to keep
customers up to date with their merchandise. Popular shops and their shop staff have always
carried a certain caché, in Tokyo. Street fashion magazines, such as Fruits and Tune, have long
documented the styles seen on the streets of Harajuku and Shibuya. Often the subject is a person
regularly seen in Harajuku, not only for leisure but because they work in one of Harajuku’s
countless shops. Many shop staff consider it their duty to be fashion trailblazers, representing
their workplace with dignity, drawing in new customers who idolise their style. 51 Stores in
Harajuku and Shibuya began opening Instagram accounts to promote the shop, and using their
shop staff as models, and representatives for brand identity of the store. Candy, a select shop
in Shibuya owned by Fake Tokyo, is an example of a shop using Instagram’s power of
engagement to keep followers updated with new merchandise. Candy also uses Instagram as a
how-to styling guide, using their shop staff as models. In turn, each member of the Candy team
has their own Instagram account to share more personal posts of what they chose to wear for
work that day. Boasting 100,358 Instagram followers, Candy is the seventy-eighth most
followed business in Japan, beating travel giants ANA and JAL,52 proving that Instagram is
best used to share images of fashion and lifestyle representation, rather than being used as a
marketing tool of giant corporations.
Since Candy has such high popularity with Japanese Instagram users the shop staff
diligently maintain their personal Instagram accounts. Their workplace has given them a

“The Fabulous Lives of Japanese Charisma Clerks,” Refinery 29, May 8, 2015, accessed September 3, 2015,
http://www.refinery29.com/japanese-retail-career#.rmcwer:bF86.
52 “Instagram(インスタグラム)人気ランキング）,” User Local, accessed June 19, 2016,
http://instagram.userlocal.jp.
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microcelebrity status in the online world and within the Tokyo fashion and culture scene. Using
this notoriety as a platform, Candy shop staff have successfully launched their own careers in
modelling, music, and design. Instagram based image sharing, while still relatively new to the
Japanese audience, has become an easily accessible way for young creatives to share their work
with the world. Therefore, it comes as no surprise that Instagram is gaining popularity amongst
Japanese users at a startling rate. Between 2014 and 2015, the number of active Instagram
accounts in Japan more than doubled. In June 2015, Instagram had 8.1 million monthly active
Japanese users. 53 If this is an indication of Instagram’s Japanese growth pattern, it is the
application to watch, in the Japanese market.

2.2 The Instagram User and the Instagrammer

Anyone can have an Instagram account. Creating an account is simple and since
Facebook’s acquisition, the sign-up process can be streamlined through a pre-existing
Facebook account. Within seconds, users can share a photo of their dinner, their cat, or a selfie.
The Instagram user and the Instagrammer use the application very differently but both play an
important role in the continued growth of the SNS image sharing giant.
Following the 2011 launch of Apple’s iPhone, users were excited to have a new way to
share their experiences with the world, and to also see what photographs were being shared by
the users they followed. Generally, the average Instagram account was a collection of images
of food, a picture of a sunset, and selfies. The iPhone 4S debuted on October 14, 2011 with a
front-facing built in camera lens with far superior photo quality than its predecessor, the iPhone

“Japan’s Social Media Landscape in 2016,” Freshtrax, June 2015, accessed February 14, 2016,
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4.54 Both models allowed the user to view themselves on their iPhone screen while taking a
selfie, which went hand in hand with the use of Instagram.
The average Instagram user shares photos of their everyday life. Although these images
may not be the most exciting to scroll through, they are using Instagram in the functionally
authentic and utilitarian way. Take a photo, upload the photo to Instagram, apply desired filters,
share the image, and the process is complete. This style of Instagram account is an example of
a basic Instagram user. They are using the application in the function of its purpose for design.
However, this is not the only way Instagram users are maintaining their accounts.
The Instafamous also known as the Instagrammer is a different type of Instagram user.
They have turned their Instagram account into a carefully curated platform through which they
represent a personal brand and its identity. They carefully select hashtags, connecting the
images to a list of photos shared, using the same hashtag. Although it sounds simple, the use
of a hashtag can connect that image to millions of other photos and allowing users outside of
their own circle convenient accessibility to see the post. As their account gains more attention
from followers, the Instagrammer needs to meticulously plan and maintain the photos shared
on their account to represent their desired public image and identity. In Alice E. Marwick’s
essay Instafame: Luxury Selfies in the Attention Economy she writes “To date, scholars have
not aligned microcelebrity with the kinds of glamourous visuals and conspicuous consumption
that have been associated with stardom since at least the Hollywood studio era.” 55 This is an
indication that Instagram can be credited with the creation of a new incarnation of fame that is
not reserved to those already in the spotlight. It alludes that the status of the microcelebrity
having slipped below the radar of scholars or mass media, leaving the Instafamous in a grey

“8 Years of the iPhone: An Interactive Timeline,” Time Magazine, June 27, 2014, accessed June 20, 2016,
http://time.com/2934526/apple-iphone-timeline/.
55 A. E. Marwick, “Instafame: Luxury Selfies,” 138.
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area of stardom. They hold a position of influential power but remain safe from accusations of
selling out by their fans and followers. Marwick continues:
On Instagram, textual description and replies to followers are de-emphasized in favour
of images, particularly selfies. Given these changes, I offer a new take on
microcelebrity, originally conceived as a practice primarily to foster direct relationships
with audience members, now developed to include a specific type of visual selfpresentation strategy. While Instagram makes it possible for “regular people” to attract
the mass audiences historically limited to broadcast media, the Instafamous tend to be
conventionally good-looking, work in “cool” industries such as modelling or tattoo
artistry, and emulate the tropes and symbols of traditional celebrity culture, such as
glamorous self-portraits, designer goods, or luxury cars. I argue that Instagram
represents a convergence of cultural forces: a mania for digital documentation, the
proliferation of celebrity and microcelebrity culture, and conspicuous consumption. 56

Marwick provides evidence that Instafame may seem to be a feasible goal for anyone, even
regular people, when in fact, the digital world has become even more obsessed with appearance
and image than traditional celebrity culture. On account of the purely visual language of the
Instafamous, maintaining their personal image and brand is pivotal to upholding their position
of online influence.
In the realm of the Instagrammer, there are some who have made the conscious decision
to use Instagram as a platform to represent their presented public image and their personal
brand, while others have stumbled into Instafame, through a job and now use Instagram to aid
in their own endeavours. An example of an Instagrammer by choice is Business of Fashion’s
#BoF500 media influencer, Tokyo-based journalist, stylist, and fashion blogger, Misha Janette
Fleming.57 After graduating from Bunka Fashion College, Misha Janette’s multilingual Tokyo
fashion and style blog Tokyo Fashion Diaries58 quickly gained a worldwide following. Her
fearlessly opinionated posts coupled with a reverence for the ground-breaking and avant-garde

Ibid. 139
57 “Misha Janette | #BoF500 | the Business of Fashion,” The Business of Fashion, September 7, 2015, accessed
June 19, 2016, https://www.businessoffashion.com/community/people/misha-janette.
58 Misha Janette Fleming, Tokyo Fashion Diaries 東京ファッションダイアリー - Blog of Japanese news &
trends | ミーシャジャネットのファッションブログ, June 4, 2016, http://www.tokyofashiondiaries.com.
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garnered recognition by Vogue Japan as “Top Tokyo Blog.”59 As Misha Janette has steadily
gained attention in Japan, and overseas after working as the stylist for the 2016 Spring/Summer
Desigual runway show at New York Fashion Week. Since she began to work as co-host of the
NHK World Network television program Kawaii International60 she has become more of a
public figure, in Tokyo. As her successes continue to grow, Misha Janette has turned her
Instagram account into a portfolio of well curated and thoughtfully planned photos of herself,
her work, and beautiful clothing. Her Instagram account has been transformed into a storyboard
of her work and her life.61 Her consistency and attention to the finest detail in every post reflects
her image and personal brand of Misha Janette Fleming, appealing not only to fans but to
potential clients as well. Her use of Instagram is an example of how the application can be used
as a professional marketing tool to build and maintain an online image and persona that fans
and followers can easily access for trends and style inspiration.
As mentioned in the previous section of this chapter, shop staff in popular Tokyo stores
are considered brand sand image ambassadors for their place of employment. The have gained
recognisability from modelling merchandise on the shop’s blog, or being seen by regular
customers. They are the Instagram user who was stumbled into the world of Instafame. The
Candy shop staff Matcha, known only by this pseudonym, is an example of Instafame by
chance. At eighteen, Matcha relocated to Tokyo from Naha, Okinawa to attend university. In
2012, two years later, he started working at Candy. 62 Although Matcha’s Instagram account

“Misha Janette | #BoF500 | the Business of Fashion,” The Business of Fashion, September 7, 2015, accessed
June 19, 2016, https://www.businessoffashion.com/community/people/misha-janette.
60 “Kawaii International,” NHK world Kawaii international - TV - NHK WORLD, accessed June 20, 2016,
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61 “Misha Janette ミーシャジャネット (@mishajanette) • Instagram Photos and Videos,” accessed June 27,
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62 “Supercup Matcha’s Facebook Page,” Facebook.com, modified daily, accessed June 27, 2016,
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shows no activity before 2014, 63 upon further investigation, photos dating back to 2012 are in
located in a folder titled as Instagram Photos, on his Facebook account. This proves that he
takes time to curate his public Instagram account in order to maintain his personal brand and
presented online identity. Currently Matcha’s Instagram account heavily focusses on his
personal endeavour of working as a popular DJ in the Tokyo underground club scene. He shares
images of flyers for upcoming events, links for his latest DJ sets, and their location for online
listening (Fig.11.) Matcha has turned a personal Instagram account into a professional platform
to promote Candy, his personal style, DJ career, and achievements in the Tokyo fashion scene.
It is clear that Matcha’s posts are planned and curated but he also includes personal photos
from trips to Okinawa (Fig.12) and family vacations, humanising his account just as
Kunisada’s portraits of women in Edo did. His Instagram account exemplifies the unification
of a personal and professional account.
Although their purpose and methods differ, Matcha and Misha Janette are two examples
of how sharing images through Instagram can be used as a tool for branding and marketing an
image, whether constructed or authentic, on a global scale.

2.3 Is Instagram Instant? Photo Manipulation in Pursuit of Perfection

Following its launch, Instagram was not taken as seriously as it is today. Early adopters
enjoyed sharing photos with friends and using filters to for added personalisation. In order to
maintain relevance after such rapid growth in a short period of time, Instagram constantly
released new in-app features. Mobile application developers regularly release updates to keep
users engaged. For Instagram, this translated to quickly creating new filters and additional

“Matcha (@supercupmatcha) Instagram Photos and Videos,” accessed June 27, 2016,
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editing capabilities within the application. The first half of the application, Insta, references the
instantaneous nature of the photo sharing. Prior to businesses and Instagrammers using
Instagram to share images for fame, maintaining their personal or corporate brand, and public
image, Instagram was instant. Many users strive for Instafame and strategically post photos in
hopes of gaining the most attention possible. Currently there are countless photo editing options
within the application making Instagram far from instant. Sharpening, colour saturation, and
brightening the image are just a few of the options in the list of choices. Optional filters that
change the photo entirely can be added, making the possibilities seem endless. Blogs have been
created with step-by-step instructions to edit photos to perfection.64
For some, Instagram’s tools are not enough. In fact, the quality of a smartphone camera
is not up to the standards of Instagrammers who take their accounts very seriously. Misha
Janette rarely uses her iPhone camera, instead using a professional level camera to execute a
painstakingly planned photoshoot. After selecting photos, she uses computer based software to
create the final product (Fig.13, Fig.14, Fig.15.) Upon completion, the photos are downloaded
to her iPhone and uploaded to Instagram.
For Misha Janette, and other Instagrammers, the photo-sharing application has become
an arena where photo manipulation is an important part of achieving and maintaining the image
they have created. To the average user, this process sounds like a lot of work, considering the
application’s built-in editing capabilities. However, when using Instagram as a professional
marketing tool, professional tools are used to achieve the final product.

Lindsay Kolowich, “How to Edit Instagram Photos: A Step-by-Step Guide to Using Instagram Filters &
More,” HubSpot, February 22, 2016, accessed June 20, 2016, http://blog.hubspot.com/marketing/edit-instagramphotos#sm.00001bp69ghl7ve9wqfhv2y06v1h3.
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Conclusion

Do Ukiyo-e and Instagram Serve the Same Purpose?

In Japan, image sharing, as a practice, has been developing for centuries. The rapid
technological and economic development occurring in the Edo period, sharing images through
ukiyo-e became possible and very popular amongst the merchant class. Artists were
commissioned to create images to inspire and delight the masses of Edo and beyond. Utagawa
Kunisada and Utagawa Kuniyoshi used their artistic skills to create commercial goods, making
ukiyo-e a successful tool for marketing and branding. Commissioned to paint famous kabuki
theatre actors, beautiful women, courtesans, and mythical characters known for their heroism
and triumphant defeat of injustice and terrifying monsters. Personally, I do not believe the
intent of these images was to dictate trends, or to popularise aesthetic styles in Edo. However,
as discovered in this research, this was one of the outcomes their work. They gave Edo a
glimpse into the lives and styles of their idols, allowing them to mimic a style of dress or body
decoration in their own unique way.
Hundreds of years later, technology advances daily and the internet has become a tool
of daily use in Tokyo, and globally. Paired with the growth of the internet, the use of SNS have
quickly become a norm for internet users and grew even further after the release of Apple’s
iPhone. Currently, Instagram has a user count of 500 million, with 300 million using Instagram
daily,65 proving its power as an image sharing tool.

Instagram, “Instagram Today: 500 Million Windows to the World,” Instagram, June 21, 2016,
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In theory, ukiyo-e and Instagram are serving the same purpose for viewers. In the case
of ukiyo-e, tangible prints were created, sold, and collected by fans of the artist or the subject.
While Instagram provides no tangible good, viewers are collecting the images by taking
screenshots, or double tapping the image to add it their liked photos. Furthermore, Instagram
users who share the images, while receiving no monetary compensation, increase their social
clout within the sphere of Instafame in what Marwick describes as the “attention economy.”66
Therefore, ukiyo-e and Instagram are, in practice, serving the same function: sharing images
with the public for a means of compensation, whether monetary, status, or both. The differences
lie within the time and method of sharing but share reasoning and outcome.

The Art of Instagram

Studied by art historians worldwide, ukiyo-e is the widely accepted as the
definitive art form of Edo period Japan. Ukiyo-e were created by groups of highly skilled
individuals who worked together to create the intricate, multi-block system that was necessary
to produce full-colour prints. Obtaining the expertise to professionally work in the process of
ukiyo-e creation required rigorous training and apprenticeships, some lasting decades or
more. 67 This raises questions regarding the artistic value, if any, of images shared through
Instagram.
While many would deny the artistic value of Instagram, an argument defending its place
in the artistic sphere can be made. The creation of a single ukiyo-e print was achieved through
the efforts of a group, culmination in work considered high art, by today’s standards. Was that
opinion shared during the Edo period, though? Generally, a single page ukiyo-e cost the same

A. E. Marwick, “Instafame: Luxury Selfies,” 136.
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as a bowl of noodles,68 making it financially available to the masses. Anyone can have an
Instagram account and classifying all accounts as art would be ludicrous. However, the account
of an Instagrammer has become a form of contemporary art. Carefully selecting a photo to
spend hours editing to represent a personal brand or identity is a form of art in itself. University
courses exist, worldwide, teaching the artistry of branding, advertising, photography, and new
media. Whether Instagram is currently considered art does not dictate its perception by future
generations. Instagram will be the legacy that Millennials, those who reached young adulthood
in the early twenty-first century69, have left as a visual diary of their daily lives, much like
ukiyo-e of Edo period, Japan.

The Importance of Image Sharing

On a surface level, image sharing is a method of communication between creators and
viewers. It allows creators to share their experiences, point of view, and role within the world
with the viewer. Viewers receive images, through physical collection or by other means and
apply them to their own lives through aesthetic style, imitation, or to have something they
believe possesses value worth keeping.
On a fundamental level, the act of image sharing is not simply sharing and collecting
beautiful images. Whether hand rendered or photographic, it is visual documentation of history,
fashion, styles, and events. No matter the reasoning for the image’s creation, it acts as dropped
signpost, marking a time and place of an event, large or small, in the history of humankind. An
image from Edo period Japan can be seen hundreds of years later and still have an impact on a

Julie Nelson Davis, “Artistic Identity and Ukiyo-E Prints: The Representation of Kitagawa Utamaro to the
Edo Public,” chap. 6 in The Artist as Professional in Japan, ed. Melinda Takeuchi (Boston, MA, United States:
Stanford University Press, 2004)
69 Oxford English Dictionary Online, s.v. “Millennial,” accessed June 20, 2016,
https://en.oxforddictionaries.com
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viewer with no knowledge of Japanese culture, because images know no language. Shared
images are a visual guide to history and their value as art, or simply for existing, is undeniable.
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FIGURES

Referenced Image Gallery

Figure 1. 11.17652
Source: Museum of Fine Arts, Boston.
Under the Wave off Kanagawa (Kanagawa-oki nami-ura), also known as the Great Wave, from
the series Thirty-six Views of Mount Fuji (Fugaku sanjūrokkei)
「富嶽三十六景 神奈川沖浪裏」
about 1830–31
Artist: Katsushika Hokusai, Publisher Nishimuraya Yohachi
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Figure 2. 11.42194-9
Source: Museum of Fine Arts, Boston.
Three-color Shading Made to Order (Oatsurae sandan bokashi): from right, Actors Iwai
Kumesaburō III as Ukiyo Inosuke
「御誂三段ぼかし」 「浮世伊之助」三代目岩井粂三郎
1857
Artist: Utagawa Kunisada
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Figure 3. 11.40978
Source: Museum of Fine Arts, Boston.
A Good Day to Wear One's New Year Clothes for the First Time (Kisohajime yoshi), from
the series A Floral Calendar: Women on Lucky Days (Hana goyomi kichihi sugata)
「花暦吉日姿 着そ始よし」
1843–47
Artist: Utagawa Kunisada I (Toyokuni III) (1786–1864), Publisher: Wakasaya Yoichi
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Figure 4. 11.15741
Source: Museum of Fine Arts, Boston.
Actor Bandō Mitsugorō III as Kajiwara Genta, from the series Great Hit Plays (Ōatari kyōgen
no uchi)
「大当狂言ノ内 梶原源太」 三代坂東三津五郎
about 1814
Artist: Utagawa Kunisada I (Toyokuni III) (1786–1864)
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Figure 5. 11.26725
Source: Museum of Fine Art, Boston.
Calligraphy and Painting Party on the Upper Floor of the Manpachi Restaurant (Manpachirō
jō shoga kaien no zu): Actors Ichikawa Danjūrō VII, Iwai Kumesaburō II, unidentified actor,
Bandō Mitsugorō III, Bandō Hikosaburō IV, and Iwai Shijaku I
「万八楼上書画会筵の図」 七代目市川団十郎、二代目岩井粂三郎、？、三代目坂
東三津五郎、四代目坂東彦三郎、初代岩井紫若
1827
Artist: Utagawa Kunisada I (Toyokuni III) (1786–1864)
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Figure 6. 11.40979
Source: Museum of Fine Art, Boston.
A Good Day to Take a Bride (Yometori yoshi), from the series A Floral Calendar: Women on
Lucky Days (Hana goyomi kichihi sugata)
「花暦吉日姿 嫁取よし」
1843–47
Artist: Utagawa Kunisada I (Toyokuni III) (1786–1864), Publisher Wakasaya Yoichi
(Jakurindō)
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Figure 7. 11.20654
Source: Museum of Fine Arts, Boston.
A Cypress-wood Fan (hiōgi) and the Courtesan Hanaōgi, from the series Comparisons of
Fans, a Triptych (Ōgi awase sanban no uchi)
「扇合三番内 左檜扇 右花扇」
Artist: Utagawa Kunisada I (Toyokuni III) (1786–1864)
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Figure 8. 64.834
Source: Museum of Fine Arts, Boston.
Zhang Shun, the White Streak in the Waves (Rōrihakuchō Chōjun), from the series One
Hundred and Eight Heroes of the Popular Shuihuzhuan (Tsūzoku Suikoden gōketsu
hyakuhachinin no hitori)
「通俗水滸伝豪傑百八人之一個 浪裡白跳張順人」
about 1827–30
Artist: Utagawa Kuniyoshi (1797–1861)
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Figure 9. 64.848
Source: Museum of Fine Arts, Boston.
Hayakawa Ayunosuke, from the series Eight Hundred Heroes of the Japanese Shuihuzhuan
(Honchō Suikoden gōyū happyakunin no hitori)
「本朝水滸伝剛勇八百人一個 早川鮎之助」
about 1830
Artist: Utagawa Kuniyoshi (1797–1861)
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Figure 10. 64.800
Source: Museum of Fine Arts, Boston.
Ruan Xiaowu, the Short-lived Second Son (Tanmeijirō Genshōgo), from the series One
Hundred and Eight Heroes of the Popular Shuihuzhuan (Tsūzoku Suikoden gōketsu
hyakuhachinin no hitori)
「通俗水滸伝豪傑百八人之一個 短冥次郎阮小吾」
about 1827–30
Artist: Utagawa Kuniyoshi (Japanese, 1797–1861)
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Figure 11. “Matcha Dj Mix #9”
Source: https://www.instagram.com/p/BFTvBoayU19/?taken-by=supercupmatcha&hl=en
“Check it out!@聞いてねー”
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Figure 12. “Matcha with Family in Okinawa”
Source: https://scontent.xx.fbcdn.net/v/t1.09/432269_184452115000260_1848813408_n.jpg?oh=3cc3d30848bbd908e0d4ee5bfbf4275c
&oe=580CF4DA
“Thank u guys! I miss u already:(”
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Figure 13. “Before and After 1”
Source: Misha Janette Fleming.
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Figure 14. “Before and After, 2”
Source: Misha Janette Fleming
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Figure 15. “Before and After, 3”
Source: Misha Janette Fleming
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