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ABSTRACT

6tagaki Rengetsu’s tragic early life prompted her to become a nun at age
thirty-three. In her early forties the father she’d depended upon morally and
financially died and she was forced to provide for herself. She began producing
pottery and other artworks and became famous within her lifetime for her
unique works. In the early 1860s, the growing conflict between the shogunate
and loyalist forces produced violence which frightened her. She fled to a
remote area of northwest Kyoto called Nishigamo. She lived in a small temple
there for the last ten years of her life and devoted her time to painting,
calligraphy and pottery.

The first section of this thesis describes the environment of the late

Edo period, followed by her biography. The third and fourth chapters are
devoted to her art. Her works show that despite the many difficulties she faced
during her long life, she was able to maintain her sense of humor and her
ability to see beauty in the smallest of objects in the natural world. The aim
of this thesis is to describe the central themes within Rengetsu’s art and to

define her development as a calligrapher.
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CHAPTER 1
INTRODUCTION
Scope and Purpose

Otagaki Rengetsu was a poetess, potter, calligrapher and painter. The
aim of this thesis is to describe the general characteristics of her style in
each of these fields, particularly those which give some insight into her
personality. Since Rengetsu’s artistic development is most clearly defined in
the area of calligraphy, analysis of her calligraphic style and its change
through time plays a key role in this paper. Previous scholarship has examined
the development of Rengetsu’s calligraphic line, ' but other elements such as
composition of the lines and their placement have never been discussed in
relation to her overall development. These elements reveal a distinct change
between her works of her sixties and early seventies and those of the last ten
years of her life. Another omission to scholarship has been in the area of
signature analysis. Although charts have been published illustrating her
signature at different ages,? there has been little discussion of the
development displayed in the signature. This paper will discuss the development
of Rengetsu’s signature which, except for some minor variations, does follow a
clear progression and can be used to define different periods within her art.

This thesis will be the first work in English to discuss Rengetsu’s work as
a whole. The vast number of works attributed to Rengetsu prohibits a complete
catalogue so a few select of pieces have been chosen to illustrate the qualities
'which define Rengetsu’s unique style. The changes in her works through time
and the difference between her formal and her letter calligraphy will be
illustrated by comparing similar works within her own repertoire.

Recurring themes and general characteristics of Rengetsu’s poetry,

painting and pottery styles will also be discussed. In addition to her artistic



vorks, an examination of Rengetsu’s biography within the historical setting of
the late Edo period is included since, as a politically volatile period, it
influenced her life and those of the people she knew. In addition, the chaotic
years of the 1860s may have affected Rengetsu’s extensive production of works

during the last ten years of her life.

Historical Background and Definition of Terms

Edo Period Arf and Literature

The Edo, or Tokugawa period (1615-1868) was a era of tremendous literary
and artistic growth within Japan. This was due, to a great extent, to the
increase in wealth of the merchant class, who supported new forms of artistic
endeavours. Before the Edo period, an artist’s primary patrons were Buddhist
temples, rulers and others of the social elite. Ordinary townspeople who were
close to the bottom the social hierarchy, could not afford artworks and often
vere illiterate. The unique situation during the Edo period led to educated
merchants who were able to patronize the arts. Their taste for bright,
innovative styles became a powerful stimulous for the arts. In visual arts,
new schools such as the Rimpa ¥k and Ukiyoe i#1##: evolved and even the
traditional Kano %¥¥f school began catering to the popular taste of the
merchants. In the middle Edo period, the Nanga BE§i#i, Maruyama PJili and Shijo
P92% schools dominated the world of art in Kyoto, Rengetsu’s home. Unlike Edo,
the shogunate capital (now Tokyo), Kyoto artists very infrequently produced wood
block prints, probably because the more conservative Kyoto people preferred
painting. Nanga, or "southern painting”, artists drew inspiration from Chinese
literati models. Many of them also studied Confucianism and Chinese-style
poetry. An essential part of the literati lifestyle was the drinking of tea,



and the artists at this time in both Japan and China favored steeped tea, known

in Japan as sencha HR{Z%. By Rengetsu’s time sencha’s popularity had spread

beyond the literati world and much of Rengetsu’s pottery is made for sencha,

although she did make pieces for traditional tea ceremony usage.

Contempory with Nanga are the Maruyama and Shijo schools. Maruyama Okyo
A% (1733-1795), the founder of the Maruyama school, blended elements of
classical Japanese art with aspects drawn from Chinese and Western painting.
The Shijo school was begun by Matsumura Goshun ##f&E#& (1752-1811), who was
himself influenced by Okyo but also added elements from his early training in
Nanga. The two schools maintained close ties and gradually the differences
between them diminished. Modern scholars refer to the artists of both schools
under a single name: the Maruyama-Shijo school. Rengetsu was influenced by
the Shijo tradition and many of her friends were artists of, or had connections
with the Maruyama and Shijo schools.

Another trend among artists of this period was making collaborative works
(in Japanese: gassaku &4£), creating visual records that give testimony to the
close interaction of artists of different schools and even different artistic
fields. Rengetsu inscribed a number of joint works with artist, poet and potter
friends.® Late in her life many of her collaborative works with close friends
vere made to increase the speed of her productivity, rather than to commemorate
their friendship or as a memento of a certain occasion. *

Many of the innovators of the Nanga, Maruyama and Shijo schools were dead
by the late 1850s when Rengetsu began to be active, and there were few truly
original artists remaining. One exceptional artist was a brilliant young man
named Tomioka Tessai'® Mk (1836-1924), who was a member of the Nanga school.
Tessai’s career was promoted by and probably to some extent, financially

supported by Rengetsu. ® Rengetsu’s inscriptions on Tessai’s youthful works



made them more valuable. In turn, Tessai took care of Rengetsu in her old age,
behaving very much like a son, providing companionship and friendship during her

last years.

Edo Period Waka and Kokugaku Studies

Waka #F13Kk, (also sometimes called tanka #%53K, or "short poems”) became a
fine art form during the Heian period (794-1184) when writing poetry was one of
the main occupations of the aristocrats in the imperial court. Traditionally,
vaka consist of 31 syllables divided into five lines of 5-7-5-7-7 syllables and
have strict rules of content and form. Waka often described the scenery of a
famous place. Some indication of the season and the mood evoked by an
occasion was also essential.

By the early Edo period, waka poetry had fallen from favor among many

poets because such aristocratic poems were considered too stringent and
narrow. They were not suitable for the witty and vital lower class poets.
Haiku became the preferred poetic form because its lack of both class
restriction and formal rules. Its freedom of subject matter appealed to Edo
period taste.

By the late Edo period waka poetry was revitalized and beéan addressing
contemporary subject matter and placing more emphasis on everyday language of
rather than utilizing outdated phrases and sophisticated but meaningless poetic
devices which were common in traditional poems. In addition, waka began for the
first time to be written extensively by people outside the court. The lingering
association with the imperial court made it a popular medium for loyalist poets
during the last years of the Edo period. .Two pioneers of the new style in waka
vere Ozawa Roan /MRZEKE (1723-1801) and Kagawa Kageki FHJIE#H (1768-1843),
both of whom influenced Rengetsu.



Partially responsible for the resurgence of waka’s popularity was the
extensive teaching of kokugaku [E“%:, "national learning”. Kokugaku scholars
promoted the study of such classics as the Man’yoshi FH¥E#4£ (Collection of
[en Thousand Leaves, dating from the latter half of the eighth century). They
felt that through ancient poetry they could understand Japanese qualities
untainted by foreign influence. Important kokugaku scholars include Kamo no
Mabuchi &rEE#i (1697-1769), Kado no Azumamaro 7iM##§ (1669-1736), Motoori
Norinaga AEEE (1730-1801) and Hirata Atsutane SEHEM (1776-1843). In
addition to the renewal of interest in waka poetry, the study of kokugaku was
influential because the emphasis on "pure" Japanese elements focused attention
on the central figure of the emperor. The widespread study of kokugaku led to
many nationalistic citizens’ defense of their emperor and country against
foreign and even shogunal, threat. Hirata Atsutane was particularly
influential in the late Edo period. Rengetsu corresponded regularly with a

disciple of Atsutane. ©

Social and Political Conditions of the Edo Period

The year Rengetsu was born the Tokugawa shogunate issued an order that any
foreign ship drifting ashore in Japanese territory would be sent to the southern
port of Nagasaki and the circumstances of its arrival would be investigated.

It was the first substantial foreign policy decision since an edict made in 1633
expelled all unauthorized foreigners from Japanese soil. In the 152 year
interum, power in the West had shifted from Portugal and Holland to Great
Britian, France, and later to the United States. The Japanese did not

acknowledge these changes. Their isolation resulted in a dangerously outdated



foreign policy and military force. This became apparent when they were forced
to deal with the Western ships that came with increasing frequency to pressure
for open ports in the early and mid-1800s. Numerous revisions of the 1791 order
vere issued but efforts to solve the problem of how to appease the foreigners
vere inhibited by disagreement within the shogunate combined with the inability
to fully enforce the rules against more highly developed Western countries.
Thus, the shogunate was essentially powerless when Commodore Matthew Perry
arrived in Edo Bay in 1853 and they could no longer withhold permission to use
some of their ports.

Japan changed significantly during the years after Perry’s arrival. The
closing years of the Tokugawa period are known as the bakumatsu %K,
literally "the end of the shogunate”. The increasing lack in faith in the
shogunate was compounded by serious problems such as plagues, drought and
economic fluctuations. The bakumatsu was a period of conflict that
affected everyone in Japan. The struggle between pro-imperial loyalists
(shishi %) and the shogunate divided the country. The artistic world of
Kyoto reflected the political unrest of bakumatsu society and many painters
became deeply involved in loyalist activities. Tessai was a loyalist as were

7 Kyoto, as the historical

many of his and Rengetsu’s friends and colleagues.
capital of Japan and the home of the emperor and court, was a center for
loyalist activity and many citizens living there were involved in the movement
to overthrow the shogunate.

Although Rengetsu was successful in keeping Tessai from becoming involved
to the point of personal danger, another young artist friend of Rengetsu’s,
Reizei Tamechika %5 24%% (1823-64) was assassinated because of his political

views. Tamechika was the epitome of the bakumatsu idealist, deeply involved in

promoting the resurrection of Japan’s classical past, its art, calligraphy, and



lifestyle. The bitter reality of his own era became abruptly apparent to him.
After one of his friends was killed, Tamechika fled temporarily to Nishigamo
Jinkoin, a temple in northern Kyoto where Rengetsu would spend the last years of
her life. ® From there he fled to the Nara area and spent two years in hiding
before he was tricked into revealing himself, and decapitated.®

The extent of Rengetsu’s own involvement in the loyalist movement, which
vas actually governed by more than one ideology, is difficult to estimate. She
wrote poems promoting a non-violent solution, and some believe that she sent

10 Her poems indicate

these waka to prominent figures involved in conflict .
that she revered the emperor, and with the emergence of the Meiji era, felt that
a better age had come. She patently did not, however, approve of some of the
violent measures taken toward the restoration.

The shogunate surrendered to loyalist pressure, resulting in the Meiji
Restoration of 1868. Those loyalists who survived the turmoil of the 1850s and
1860s became members of the new Meiji government. Although the rationale behind
the revolution leading to the Meiji Restoration was to regain the glory of
Japan’s imperial rule, the new era left the emperor relatively powerless and new
leaders of the government soon pressured for modernization. The rapidity of
the technological advancement is illustrated by the fact that even before

Rengetsu’s death in 1875, Japan’s first rail line and telegraph were already

established.

Literature

Two books of Rengetsu’s poetry were published within her lifetime, Ama no

karumo and Rengetsu-Shikibu nijo wakashu (1870 and 1868 respectively). She

vas also mentioned in a list of notable Kyoto people (Heian jimbutsu shi) in
1838, 1852 and 1867, indicating her notoriety.



In addition, her life and art have been the object of interest among
Japanese people with an interest in sencha, poetry, calligraphy, and women’s
studies since shortly after her death. One book, written by a group of Japanese
vomen before World War II, holds Rengetsu exemplary of a women who promoted

11 Admiration of Rengetsu’s

peace and calm resolution of the nation’s problems.
calligraphy and pottery, her strong spirit, independence, and ability
to support herself, has led to her immense popularity as exhibited in the number
of books and articles written about her. !? Two large books published by
Kodansha, a volume of Bunjin shofu, and a catalogue of a 1983 exhibit at the
Kyoto Prefectural Archives illustrate large numbers of Rengetsu works.
Scholarship in the West has been significantly less extensive. Early
texts on pottery mentioned Rengetsu, often including inaccurate biographical
material. More recent catalogue entries describing individual works are
helpful but inadequate for any deeper understanding of her work. The first
extensive biography of Rengetsu in English is published in the catalogue for a

1988 exhibit at the Spencer Museum of Art entitled Japanese Women Artists

1600-1900 by Dr. Patricia Fister. John Stevens of Tohoku University in Japan
has also been active recently in translating Rengetsu’s poetry and has published
an article about her work in the September-October, 1987 issue of Arts of
Asia.

The current study will supplement this material and give a clearer view of
the political situation of the period, as well as Rengetsu’s personality and

development as a calligrapher.



Endnotes: Introduction
! See Tokuda Koen, Otagaki Rengetsu. (Tokyo: Kodansha, 1982) pp. 223-230.

2 Ibid. p.237. See also Maeda Toshiko et al.,"Rengetsu-ni,” Sumi, 44
(September 1983), p.64. and Koresawa, et al., Rengetsu, (Tokyo: Kodansha,
1971) pp. 218-219.

3 See Appendix 3 for Rengetsu collaborative works.

4 She wrote a letter, pictured in figure 30, asking Tessai for paintings
of various subjects. Letters to Kuroda Koryo often place orders for various
types of pottery. In addition, her works with Tessai and Gesshin are too
numerous for them all to have been done for special occasions.

® In at least one letter Rengetsu mentions giving Tessai money. See
Koresawa et al., Rengetsu, letter number 256.

5 Rengetsu corresponded with a student of Atsutane’s, Mutobe Yoshika for
fourteen years.

7 According to Murakami SodS, in Rengetsu-ni zenshu (1927; reprint ed.,
Kyoto: Shibunkaku 1980), Rengetsu knew Umeda Umpin (1815-59) and Rai Mikisaburc
(1825-59), both of whom were killed by the shogunate because of their loyalist
beliefs. She wrote to Nakajima Masutane (1812-1905) who was involved in many
anti-shogunate activities. She did collaborative works with Mori Kansai
(1814-94), a known loyalist artist. Other loyalists friends mentioned within
this text include: VYanagawa Seigan, Tensho, Tachibana Akemi and Kido Koin. For
Tessai’s friends see Taro Odakane, Tessai, Master of the Literati Style,
(Tokyo: Kodansha, 1965) p.17.

8 See catalogue, Reizei Tametaka, (Tokyo: Tokyo National Museum, 1979)
p. 143. Also, Murakami, vol. 3, p. 143.

9 See "Meiji isshin hyakunin,” Taiydo magazine special edition 5 (winter,
1973): 54-5.

10 Rengetsu may have been friends with Saigd Takamori, one of the leaders

of the revolution, according to Murakami, Rengetsu-ni zenshii , section 3 pp.
94-5,

'1Michi Kawai and Ochimi Kubishiro, Japanese Women Speak (Boston: The
Central Committee on the United Study of Foreign Missions, 1934), pp. 160-4.

12 Por a list of the primary sources in Japanese see Tokuda, Otagaki
Rengetsu, pp. 289-292.



CHAPTER 2
BIOGRAPHY
Early Life (1791-1832)
btagaki Rengetsu was born in Kyoto on the eighth day of the first month in

1791. ' Named Nobu 78, she was born in a known pleasure district called
Sanbongi =& , which has led scholars to assume that her mother was a
courtesan. Her father was apparently an Ise nobleman of the Todo family,
perhaps Todd Shinshichird Yoshikiyo BEEFHLEPRE, 2  In her autobiography she
vrites nothing about her true parentage, beginning instead with her adoptive

family.

My father was from Inaba, known as Otagaki Mitsuhisa. They lived
in Higashiyama of the capital (Kyoto). In the third year of
Kansei, I was born, and given the name Nobu. My mother died
(when I was young) and I was brought up by my father. 2

Rengetsu was adopted within a few days of her birth by 6tagaki Joemon
AEEHEAEP (who was later known as Banzaemon Mitsuhisa fEA#IFIYE), a
samurai who had come to Kyoto nine years earlier to work in the service of the
Pure Land Buddhist head temple, the Chion’in %18B% . Otagaki and his wife
Nawa (Z21) had already lost four of their five sons due to illness before they
adopted Rengetsu. Their remaining son, Katahisa ¥, was nine years old at
the time of Rengetsu’s adoption.

Mitsuhisa’s connection with Rengetsu’s biological parents is unclear.

He received the powerful title of fudai ##4€ a few months after her adoption,

vhich may have been the result of an effort made by Rengetsu’s natural father to

secure her future. This title assured the family a steady income and, as a

10



hereditary position, the title of fudai also gave Rengetsu far more leverage as
far as marriage was concerned.

Rengetsu lived with her adoptive family until she was eight or nine,
vhen she began serving as a lady-in-waiting at a castle in Kameoka (now called
Kameyama). Rengetsu’s assumption of this position may have been arranged by her
natural mother, who, according to a biography of Rengetsu written by her
disciple, married a samurai of Kameoka after Rengetsu’s birth. *

In Kameoka, Rengetsu received a thorough training in poetry, calligraphy,
and other traditional arts. She became accomplished in the martial arts and use
of weapons as well, 5 abilities which were traditionally part of the training
of a woman of samurai rank.

In 1803, when Rengetsu was still serving at Kameoka Castle, Katahisa died.
Three months later, Nawa died. At age thirteen, these were Rengetsu’s first
personal tragedies. As the only surviving heir to the Otagaki name, Rengetsu

became responsible for the continuance of the family’s fudai position.

When Rengetsu was sixteen or seventeen, she finished her service at
Kameoka and returned to Mitsuhisa. At this time she may have studied for a

short while with Ueda Akinari _:HHEKEX (1734-1809), who was famous for his

stories of the supernatural but also was active in waka, kokugaku and sencha
circles. ®

Soon after her return to Kyoto, she married Oka Tenzo,” fjXi& , the
relative of a family friend. Mitsuhisa adopted Tenzo, whose name was changed to
Naoichi Mochihisa E#i¥8#. Mochihisa began working with Mitsuhisa at Chion’ in
but Mitsuhisa continued to work as fudai rather than turning the title over to
his son-in-law.

At seventeen, soon after her marriage, Rengetsu gave birth to her first
child, a son. Tragically, the baby died twenty days after birth. Mochihisa
and Rengetsu had two other children, both daughters. The first died soon after

reaching the age of two, the second died within months after birth. 8

11



Scholars have long speculated on the relationship between Rengetsu and
Mochihisa. By most accounts, Mochihisa mistreated Rengetsu and their
relationship was a very unhappy one.® In 1815, shortly after the death of
their third child, Mochihisa and Rengetsu were divorced. Divorce was uncommon
in the Edo period, so the circumstances leading to this must have been extreme.
Unfortunately, too many details remain unclear for a true understanding of
the events which led to this divorce. It does seem significant, however, that
Mitsuhisa never gave the fudai title to Mochihisa, although he was married to
Rengetsu for eight years. Perhaps Mitsuhisa was not ready to retire during his
late 50s and early 60s, but it seems more probable that he did not like or trust
Mochihisa. About two months after their separation, Mochihisa died in the house
of his brother, a physician named Tajima Temmin({BEXE). Rengetsu
corresponded with Temmin often in her seventies and early eighties, and he seems
to have provided her with some money for support, indicating that there were no
bad feelings between Mochihisa’s family and Rengetsu.

Rengetsu was twenty-five when Mochihisa died. Four years later, in early
1819, she remarried Ishikawa Jujiro ( AJIEEE).'® Once adopted into the
Otagaki family, Jujirc changed his name to Hisatoshi (i#E) and started working
at Chion’in with Mitsuhisa. In 1820, Mitsuhisa turned the family title over to
Hisatoshi and retired. Three years later Hisatoshi died of tuberculosis.
The evening before his death, Rengetsu cut off her hair, indicating that she
would never marry again. Shortly after his death in 1823 she became a nun,
taking the Buddhist name Rengetsu i H, ("Lotus Moon"); Mitsuhisa turned the
family title over to Kazami Tamiro MR A=BP (later known as Banzaemon
Hisaatsu fEZ#PIYEH) and became a Buddhist monk. !!

At thirty-three and twice a widow, Rengetsu cloistered herself with
Mitsuhisa in a subtemple of Chion’in called Makuzuan H.#HM. Rengetsu and
Hisatoshi had had a daughter shortly after their marriage and the child lived

at Makuzuan until her death at age seven. !!
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The last of Rengetsu’s children gone, a poem in her autobiography expresses

her feelings at this time:

I was only in my thirties when I lost my husband and

children.
DR=HE One person of three
H#iZH>Z2dbne remains alone
H2<YD and ponders
YDz YT this always changing
HDEZEBHX (wretched) floating world

Rengetsu lived together with her adoptive father until he too died in 1832.

Her pain at his death is evident in a poem in her autobiography:

Having been with him for forty-two years, my father died.

E=obhRo Father:

YDz ULE as I miss him

HE VI so much

M hREDH the only sounds at the grave
RELHLDD are the sobs of my sorrowful days

Okazaki Years (1832-ca. 1856)

Although I wanted to live close (to my father’s grave), it is at the
top of the mountain, and not a place for a human to live. So, with
regret, 1 had to move to Kagura Okazaki.!? Since I was poor and there

was nothing I could do, I dabbled with clay, making kibisho (sencha
teapots).

Rengetsu moved to Okazaki, a rural area east of Kyoto proper, in 1832.
Her autobiography suggests that she began making pottery during her years in
Okazaki, although she does not specify a date. However, since the autobiography
follows chronological order, she may have meant that she began making pottery

vhen she was in her late forties or fifties. '3
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The active literati environment in Okazaki undoubtably fueled Rengetsu’s
literary and artistic ambitions. A map (Appendix 4), drawn by Tessai shows one
of Rengetsu’s residences in Okazaki, at a place called Shogoin-mura,!® and
shows the location of several artists and poets who lived in the area. '°®
Rengetsu occupied herself with her poetry studies from her late forties to her
sixties. While she lived in Okazaki Rengetsu studied waka with Kagawa Kageki
vho was the most influential poet of this time. !°®

The anti-shogunate (loyalist) movement began to be a serious threat to the
shogunate during the 1830s and 1840s. A movement which at first aimed merely
to make needed changes in governmental policy, gradually changed as more and
more people became convinced that the shogunate was too weak to adequately
protect the country, and needed to be replaced. These fears were substantiated
by the inequity of the treaties negotiated by the Japanese government in 1854
with Perry and in 1857 with Townsend Harris.

VYhen Rengetsu was forty-seven she wrote a poem denouncing the violent

actions of Oshio Heihachirs. !7

This is the first known example of her use of
poetry to express her opinion about a political occurance. The second, and most
famous poem about the situation around her was one she wrote to express her
feelings about the West as early as the 1840s or 1850s, when American ships

18 The poem, which contains the word

began to pressure for open ports.
"America" in the second line, shows that Rengetsu’s feelings during the early
years were optimistic, and she felt that the far-reaching benefits of "springs

abundant rain" (haru no amerika) outweighed its temporary discomfort.

AY<EH Even if it drops down on you
X50H) 0 H spring’s abundant rain
DEMT falls calmly

#a D HENWIC and tries to be
WRBAETHA the enrichment of the world

14



It is apparent from this poem that Rengetsu had a positive attitude about
the relations with the West, as did many loyalists during the early years
before the economic condition of the country worsened as a result of the
treaties. One noteworthy proponent of an "open country” stance was Rengetsu’s
friend, the Chinese-style painter and poet Yanagawa Seigan )15k
(1784-1858). ®

Moving years (ca. 1856-1875)

Rengetsu spent the years of the 1850s and 1860s moving often, sometimes -
many times in same year. This tendency earned her the nickname " Yagoshi no
Rengetsu" EB#EH H or, "house-changing Rengetsu”, and she was often teased about

% She seems to have moved so frequently because her

her lack of roots.?
reputation for charity grew and people began coming to ask her for works or
money. Rengetsu did not like such disturbances and became increasingly
reclusive, choosing quiet areas in the country in which to live. Even after
moving, she seems to have returned often to the Okazaki area. In addition to
visiting her friends there, Rengetsu also used the high-quality pottery clay and
kilns available in nearby Awata. Although she became less available to the
public Rengetsu continued to maintain a large group of acquaintances ranging

21 She does not seem to have had formal poetry

from aristocrats to courtesans.
lessons at this time, but she studied the poetry of Ozawa Roan, 22 and she
corresponded with Mutobe Yoshika SAEZBEH (1806-63), Murakami Tadamasa
¥ EXBJE (1826-84) and Tachibana Akemi #%BEE (1812-68), all of whom were
known and respected for their waka and kokugaku studies. 23

The years of Rengetsu’s frequent moves correspond generally to some of
the most volatile years preceding the revolution. Some scholars have

theorized that she moved to avoid the shogunate, but it has never been proven
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24 Rengetsu’s unsettled lifestyle may have

and most writers deny this claim.
added to her feelings of disquiet at this time, as evidenced in her

autobiography:

My life went on and on, and as I got older, the world became
more agitated and uproarious

Bpity Even though 1 decided it
HFHUVITTTDH vas only a dream

D FE% 1 have a feeling
HETRLLD 1 woke up

B2 EFTHh to a nightmare

It is obvious that she was affected by the situation around her,
particularly in the image of her waking up with her hand clutched to her bosom
indicating her extreme surprise or fear, as though she had just woken from a
bad dream. Historians often comment about how remarkably few lives were lost
during the overthrow of the Tokugawa shogunate. Perhaps it is true that the
loss due to battle was minimal but a close study of the situation uncovers the

hardship of this era and its effect on everyone, including Rengetsu.

Revere the Emperor, Expell the Barbarians (sonno-.joi)

Although positive attitude towards the West was held by many loyalists
another faction supported the idea of sonno-jdi B E#E#E which focused on
loyalty to the emperor combined with maintaining a closed door policy. Although
the originator of the idea, Yoshida Shoin T H#2#E (1830-1859), was one of many
executed in the Ansei Purge RBDARK of 1858-59, many of his followers,
particularly those from his native Choshu (now Yamaguchi Prefecture), were the
most radical and often violent loyalists involved in the dispute with the

shogunate.
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The Ansei Purge was an action taken by the shogunate under the legislation
of Ii Naosuke FtHHE5H (1815-1860). A number of loyalists, probably including

25 yere persecuted for plotting against the

some of Rengetsu’s friends,
shogunate. The Purge ended abruptly with Naosuke’s assasination by a group of
angry loyalists. The success of this mission boosted the loyalists’ self
confidence and their use of violence escalated, as evidenced by the sharp
increase in murders, particularly in Kyoto in 1862 and 1863. Many of those who
participated in the Ansei Purge arrests were threatened by the Choshu

loyalists, who had teamed up with a group of low-ranking court nobles to
persecute those involved in kobugattai K&K, a movement which promoted the
union of the court and the shogunate. Kobugattai resulted in the marriage of
Princess Kazu F17% (1846-77) to Shogun Tokugawa lemochi {112y (1846-66) in
spring, 1862. The radical loyalists felt the movement provided few benefits to
the court, and, contrary to the negative image of the shogun they were trying to
promote, gave the appearance that the shogunate was trying to cooperate

with the emperor. They were angered because many moderate loyalists supported
the idea. In addition, lower level aristocrats like Sanjo Sanetomi =FRFEHE
(1837-1891) wished to weaken the shogun’s power in order to push for stronger
imperial rule to improve their own positions. The Choshu radicals

collaborated with these aristocrats, gained influence with the emperor and

then pressured the moderates for support. Among those threatened for his
active role in kobugattai was Reizei Tamechika.

Tamechika, who was so deeply involved in studies of the Heian period that
he would even wear Heian-period aristocratic costumes at times, was given the
title shikibu shojo F&B43k by the court and put in charge of their painting
bureau after his adoption by a high ranked family named Okada. He also had
connections with the aristocratic Kujo family, at whose bidding he helped to

26

prepare for Princess Kazu’s marriage. This, combined with other factors,
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led the Choshi radicals to plot against Tamechika.?” He left Kyoto in late

summer, 1862, after his friend, Shimada Sakon E;HZ#r (1829-1862), a retainer

to the Kujo family, was killed. Sakon’s head was displayed at the popular

thoroughfare of Shijo Kawaramachi as a grizzly warning to those who passed. 22
In a letter to the kokugaku scholar Murakami Tadamasa (number 26 in

Rengetsu-ni_zenshu), Rengetsu writes about the situation at this time and

29 Ghe names people like Chigusa

Aribumi FREASC (1815-1869) and others who were pressured out of Kyoto during

mentions that Tamechika has left Kyoto.

3%  Tamechika was assassinated by a lordless samurai, or ronin,

these years.
from Choshu two years after Rengetsu wrote the letter, perhaps because he
refused to change his political views. His head was placed in a stone lantern

31 Rengetsu, who admired Tamechika for his knowledge of

of a temple in Osaka.
the classics and for his painting ability, must have been deeply moved at the
news of his death. They had collaborated on at least one work, and there is
some indication that Rengetsu may have been influenced by Tamechika’s
calligraphy. 32

It is unclear whether she addressed Tamechika's death in her letters or
poems, but her letters do show that she was clearly unhappy during this time.
A group of three poems indicating her disapproval of the loyalist actions
at the time of the Coup d’etat of September 29,1863 ( AH+AHOKE).33
The coup occurred when Emperor Komei Z#BIXKE (1831-66; regent 1846-66)
became worried about having given the Choshu and aristocratic radical
loyalists too much power, enlisted the aide of moderate loyalist territories of
Satsuma (now Kagoshima Prefecture) and Aizu (now part of Fukushima Prefecure) to
keep the Choshu and aristocratic loyalists out of the palace area.

In these poems, Rengetsu uses the imagery of a type of Japanese pampas
grass known as ito-susuki 23 3% to symbolize the loyalists, perhaps because
she associated pampas grass with the battlefields on which they fought.

The "east wind" probably indicates the shogunate.
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One poem is entitled "the day I heard about, when silence never came”.

WwegdE since I heard that
OETWCLE it had (uprooted and) blown away
L MBIC the pampas grass

HEDDOEK X imagine

ROz Evh the strength of the east wind

The other two poems also contain notes of sad admonishment. Rengetsu seems
to be telling the loyalists that they should have been more flexible, and, since

they were not, they lost the support of the emperor.

—M7=IC the pampas grass

RUZEDLHAT cannot bend

RITE in one direction

iLhw<tton the sadness of the autumn
KEMRLE of a world thrown into disorder
2YEHD Pampas grass

2DHHENT you’ ve lost the

RITE support you expected (and so have we)
L <o the sadness of autumn

EMRLZE of a world thrown into disorder

Unable to gain entry into the palace, the aristocrats and the Choshu
radicals gathered at Myohoin temple before fleeing to Choshi. Rengetsu is
rumored to have gone to see them off. 3*

In 1864, pardon was requested for the aristocrats. Its denial led to an
attack on the palace in Kyoto which took place on the 19th and 20th of August,
1864, called the Hamaguri Gomon Incident (Hamaguri Gomon no Hen ¥#FDZ).3°

The Choshu forces failed miserably in this attempt and it resulted in the death
of several of the most influential loyalists. Nearly thirty thousand buildings
were destroyed in Kyoto as a result of fires set during the course of

battle. 3% Rengetsu together with another person, possibly Tessai, fled the
city before the incident, but she described her fright at the sight of the

black smoke rising over Kyoto and the sounds of guns in a letter. 37
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One loyalist from Choshu who was involved in the attack on the palace,
although he thought it was premature, was Kido Koin (also called Kido Takayoshi)
AKEZEHEA (1833-1877). Kido was one of the primary initiators of the Meiji
Restoration. He spent time in Kyoto from 1862-63 and may have met Rengetsu at
this time. Koin mentions receiving pottery from Rengetsu in his diary in 1869

8 This may indicate that there

vhen he was an officer in the new government. 3
is some substance to rumors that Rengetsu sent poetry to loyalists to promote
nonviolence. In Rengetsu-ni zenshl, Murakami Sodo wrote that Rengetsu may have
sent poems to Saigd Takamori PHBHEEX (1827-77); 39 the leader of the Satsuma

troops that had kept Choshu forces out of the palace in 1864. Saigd later

Joined forces with Kido Koin to form an alliance between the Satsuma and Choshu,
vhich paved the road toward the end of the shogunate by draining power from
their military forces. The end of the Edo period came less than three years
after the formation of the Choshu-Satsuma Alliance.

Although it is tempting to make a connection between Rengetsu and this
alliance, there is too little data to determine whether Rengetsu was involved
or not. One thing that is clear is that Rengetsu, as a woman who had felt
the pain of the loss of children, saw each death as the loss of someones beloved

child. These feelings are expressed in the following poem:

MEXI Just by listening to the story
ZTZERDN my sleeves are wet

HFHBODNIC the corpse exposed

53 MMER by the roadside

EFhADIZRbdA whose child could it be? *°

Nishigamo Years (1865-1875)

The letter about the Hamaguri Gomon Incident was written after Rengetsu

moved from central Kyoto to the Nishigamo area, northwest of the city in about
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1868. It seems to indicate that she fled to avoid the coming Choshu troops.

In her autobiography, she writes the following about her move:

I had too much fear, so I fled to Nishigamo near Kitayama

BDHE To shelter myself

=1 EDIC from the dew

ErAET for only a short while

BHOEDT S 1 gathered grass (to make a hut)

W TMS in the shadow at the foot of the mountain

Rengetsu’s calm lifestyle in Nishigamo contrasted dramatically with the
years preceding her move. She moved to Jinkoin temple in 1865 and devoted the
last ten years of her life to her artworks there, concentrating on painting and
calligraphy. During these years Tessai, and the artist-monk named Wada Gesshin
fiE A (also known as Gozan .ili; 1800-70) played key roles in her life.

It is not known when Rengetsu first met Gesshin. Their first known
collaborative works date from 1865, the year Rengetsu moved to the Jinkdin
temple where Gesshin was head priest. Gesshin knew Rengetsu’s brother-in-law
Temmin and they also apparently had mutual friends. *! Gesshin had begun his
career painting with Mori Tetsuzan ZR& L (1775 -1841), who was a student of
Maruyama Okyo, so he naturally knew many Maruyama school artists. In addition,
both knew Tamechika, who had fled to the Jinkoin in 1862 and was provided
sanctuary there for a short time.

Rengetsu and Gesshin’s friendship developed quickly, perhaps because both
had turned to Buddhism because of personal tragedy, *Z and they seem to have
found in each other a faith that tied their lives and their art. During their
six years together before Gesshin’s death in 1870, and Gesshin apparently taught
Rengetsu some painting techniques and they produced many collaborative works

together. 4 After his death, Rengetsu painted a very imaginative portrait of
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Gesshin sitting on a cresent moon. This excerpt from the inscription on the

painting expresses her pain at his death:

...ever looking at the rosary

he left behind as a memento

becoming sad at this

and finding it impossible to conceal (my sorrow)
vhile handling the beads that have become
accustomed to the frequent repititions of his hands
my thoughts stretch out in many directions... **

Letters that Rengetsu wrote make it evident that she wrote inscriptions
for paintings and pottery to fill orders, indicating the high demand for her
works. Since Rengetsu herself lived very frugally, the reasons why she felt
compelled to execute so many works are unclear. As is discussed in the chapter
on calligraphy, many of the works of this time are not as carefully rendered as
those from her sixties and early seventies. Rengetsu may have engulfed herself
in her work as a way to forget the hardship of the early 1860s. Gesshin also
seems to have had an effect on the large number of works that she produced
during her late seventies and early eighties since her output decreased

dramatically after his death. A portion of the profits from the sale of these

vorks went to charity. ** Since shinto became the state religion with the

beginning of the Meiji period, leaving Buddhist temples with little resources,
some of the money they raised may have been used to maintain temples, possibly
even Jinkoin. In any case, Rengetsu was very satisfied to spend these years

involved with her art and her religion, as evident in her autobiography:

I’ve lived even longer, and now am in my eighties

HITETE The day begins

RICHTI T I’m busy with my crafts
<hwpiFik the day ends

IEETEADH I pray to Buddha

B2zl and I have nothing to worry about
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Fortunately, Rengetsu had her relationship with Tessai to comfort her
during the last years of her life. Rengetsu treated Tessai like the son she
never raised to adulthood, including, at times, a kind of loving manipulation.
This is particularly apparent in a letters she wrote to him. In one, written
to him when he was in his late twenties or early thirties, she outlined her
arguments for the benefits of marriage in a very direct manner, and leaving

4% Tn another, written when he was

little room for dispute of her opinion.
starting on a Journey to Nagasaki, she encouraged him to learn as much as
possible about art there but made it very obvious that she wished him to

47 Another sign of Rengetsu’s motherly affection for Tessai is

return quickly.
that when his first son was born in 1873, Rengetsu gave him a sleeve of her
adoptive mother’s robe to use as a diaper.

Tessai’s appreciation for Rengetsu is evident in a portrait (Figure 1) that
he painted of her years after her death. The painting depicts Rengetsu kneeling
on a mat, with her hand poised to write something. Behind her is a small wooden
potters wheel and a lump of clay. Although her shorn head may at first be
disquieting to western viewers unfamiliar with Japanese nuns, the delicacy with
vhich Tessai has rendered her fragile body and the slight smile on her face
nake this his most appealing portrait of her. *®
By the end of her life, Rengetsu seems to have lost some of her will to

live and the last passage of her autobiography suggests a calm acceptance of

death:

Evening descends around me, seeing the sky

5Ly Without a speck

TRY a1 ¥4 V) of clouds

<HHhl in my heart
WODIR vhich evening will be
WNEYRBBA the last?
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A phrase which Rengetsu writes at the beginning of her autobiography also
defines her feelings as she looked back on her long life, with some regrets

but with the knowledge that her faults were not unique.

HICTESH I was born with many faults to my nature, and I
still have them;

RHE /=4 The same faults occur...(throughout the ages of
the world)

The Buddhist concept of the cyclical nature of life is suggested in these
words. By the end of her life, Rengetsu had confronted and accepted whatever
fate the future held for her without’fear.

Vhen Rengetsu died in her tea room at Jinkoin in 1875, she requested that
only her beloved Tessai be contacted. Her tombstone is at Saihoji, a temple

close to Jinkoin and the calligraphy on it was designed by Tessai.
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Endnotes: Biography

'According to Japanese tradition, a baby is considered one year old at
birth. This thesis maintains this method of calculating age; thus, any time
her age is mentioned, Rengetsu would be one year younger in western terms. For
an overview of Rengetsu’s life see the timetable (Appendix 1).

2A biography written by Rengetsu’s follower Kuroda Koryo says that her
father was from the Ise Todo family. Murakami Sodo wrote in Rengetsu-ni
Zenshu (pp. 17-9 of the last section) that her real father was Todo
Kinshichiro &-tHF . According to Sugimoto Hidetard in his book Otagaki
Rengetsu (Kyoto: Tankosha, 1976) pp.31-4, Sodo made an error in the name, and
the name should be Fujido Shinshichirs. Although Mr. Sugimoto has done much
research on the subject, including some evidence that Rengetsu visited the
grave of Shinshichiro, many subsequent scholars maintain that the name is
Kinshichiro.

3Rengetsu’ s autobiography is illustrated on pp. 56-7 of Matsumoto
Hideki, Otagaki Rengetsu; bakumatsu joryu kajin no shoga to togei (Kyoto:
Kyoto Prefectural Archives, 1984). It is translated in its entirety in
Appendix 2. This translation, and other poems and letters translated in this
thesis, unless otherwise noted, are those of the author.

4This information about Rengetsu’s mother is reported in the biography
by Koryo. See Murakami, Rengetsu-ni zenshu pp. 15-6 of section three for a
complete discussion.

5Ibid. Section three, pp. 26-29.
57bid. Section three, p. 31

"Tenzo’ s family name is confusing since at the time the name the family
used was Oka f#], but the family also used the names Tajima 1B/ and Tainosho
M, and both of these names were used by his brother Temmin.

8According to some sources, Rengetsu and Mochihisa (Tenzo) had another
child, Saiji, who was brought up by Temmin. Rengetsu’s letters to Temmin often
inquired about Saiji, and she wrote to Saiji after Temmin’s death. Saiji also
visited Rengetsu a few times at Jinkdin. However, it seems unlikely that
Rengetsu would have had so many children in such a short time (she had one
girl child the year that Saiji was born. In addition, it seems doubtful that
Rengetsu and Mitsuhisa would allow someone else bring up an Otagaki child and
then maintain good relations with them.

9This opinion is disputed by Tsuchida Mamoru, who contends that
Rengetsu’s letters to Temmin show that she held no grudge against Mochihisa
since, among other things, she wrote about having a ceremony at Mt. Koya on the
50th anniversary of Mochihisa’s death. However, it is possible that after
fifty years Rengetsu had forgiven Mochihisa. See Murakami, Rengetsu-ni
zenshu, fourth section, p. 77.
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104ccording to Iwahashi Kunie in Edo jiki no bi to gei (Jimbutsu Nihon
no joseishi vol. 7), Mitsuhisa and Jujird’s father shared an interest in tea
ceremony. Jujird, like Rengetsu, studied with Ueda Akinari when he was young.
Rengetsu and Jujird had a simple tea ceremony at their marriage and one of
the pieces in this ceremony was by Akinari.

11 According to Tsuchida Mamoru in_Rengetsu-ni shosoku no shinshiryo

no.2, Rengetsu may have had one more son who died in 1827. It is difficult,
however, to know exactly how many children Rengetsu had. Many sources,
including Tessai, have said that she had six, while the family tree says that
she had four children, and the death record says five. This is further
complicated by a letter which Rengetsu wrote to a friend which mentioned that
she had had three children, two girls and a boy, which is peculiar since all
other evidence indicates that she had at least four children. One possible
explanation for this might be that she counted only those children who lived
longer than a few months, which might indicate that there another son since
her first son died shortly after birth. See Murakami, Rengetsu-ni zenshu,
section three, pp. 37-9.

12 Kaguraoka is a part of Okazaki which is located near Yoshida Shrine.

13 1t is my opinion that she probably began making pottery in her
fifties, after first trying to make a living teaching poetry. Many other
sources also mention that she considered teaching the game go, but she felt
that men would not want to learn from and be beaten by a woman. See Murakami,
third section, pp. 57-8.

14 The house on the map appears to have been on the current grounds of

the medical faculty of Kyoto University where some of her pottery was found in
1983.

15 Yaka poetesses in the area included Saisho Atsuko BiEFZF (1825-1900)
and Takabatake Shikibug&=EP (1785-1881). In addition, the Chinese-style poet
Nakajima Soin ABE4=ES (1780-1856) is also listed on the map. Painters living
there included Oda Kaisen /NA#ll (1785-1862), Nukina Kaioku E#&i#EE
(1778-1863) of the Nanga school and Nakajima Kayo FIELEBS (1813-77) of the
Maruyama school, whose daughter Tatsu % (1855-69) was Tessai’s first wife.
Other people who lived nearby during the 1840s and 50s include Yanagawa Seigan
224 (1789-1858) and his wife Koran #LH§ (1804-1879), both of whom were
Chinese-style poets and artists.

16Kageki’s followers are known as the Keian line #:EJk of waka poets.
His school, known as Toutei, was located at Higashi Fuku-no-kawa cho in Okazaki.
Rengetsu studied there for a short time beginning around 1839. Eleven of her
poems were included in a book published by the school in 1840. She may have
been introduced to Kageki by her friend Tomita Yasukuni ‘ZMHZEM (1790-1840)
vho was a member of his school. There is some confusion over Rengetsu’s
relationship with Yasukuni. In 1838 she is listed in the Heian jimbutsushi
LAY, a list of notable people living in Kyoto, as living with a Tomita
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family. Later, in 1860, she was listed in a list of poets as being Yasukuni’s
vife or consort. It is probable that she lived for a while with the family of
Yasukuni and perhaps the compiler of the list jumped to conclusions. In any
case, there is no conclusive evidence of a more intimate relationship between
Rengetsu and Yasukuni than friendship. They were the same age, and they shared
an interest in waka poetry.

17See Koresawa, et al., Rengetsu p. 200 for the text of this poenm.
Scholars believe that Rengetsu was negative about Heihachird’s action because
her brother-in-law Temmin’s adopted son Saiji (see note #8) was a member of
the group involved in the uprising. Saiji was ill at the time and was unable
to participate.

187t is difficult to know the exact date of the America poem. Many
sources say 1853, the year that Perry first came. It is also possible that it
vas written in 1854, when Perry returned to Japan, which was in spring
Murakami Sodd, author of Rengetsu-ni zenshu (p.78), said that it was written
vhen an American ship came to Japan in 1845. This date seems rather early, but
it is possible. A picture of a tanzaku with this poem can be seen in Murakami’s
book, in third page of the plates at the beginning of the second section, on
the far right. The signature on this piece is in accordance with an earlier
date.

19Geigan is known for his position as a pro-Western loyalist. He and
another loyalist, a high-ranking monk of Kenninji named Tensho, wrote a poem
comparing Rengetsu to a Chinese heroine who sacrificed herself for her father.
This poem, discussed in Rengetsu-ni zenshu, the third section, pp. 98-9, was
nuch admired for its clever play on words, and the two great men’s admiration
for Rengetsu’s poetry and personality undoubtably added to her reputation.

20 Tbid. Third section, p.183.

21 Rengetsu mentions members of the court in such letters as number 44
in the second section (p. 62) of Rengetsu-ni zenshui, pictured in this thesis,
Figure 28. 1In this letter she seems to be sending Murakami Tadamasa some food
that Lady Daisuke gave to her, but that the court woman had originally made for
the emperor to eat. Rengetsu also knew the courtesans Sakuraki and Chikako, and
may have taught them poetry.

22 Rengetsu was apparently attracted to Roan’s work following the 1849
publication of a collection of his poems called Rokuid eisd sNMizk% . She
noved for a short time to Hokoji temple, near Myohdin, where Roan’s works were
stored, and there she was able to study Roan’s diaries. She also lived for a
short time in a temple named Shinshdji, where Roan’s grave is located. Roan’s
poetry was more emotional than Kageki’s and it appealed more to Rengetsu.
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23 Mutobe Yoshika was the head priest of Muko Shrine in southern Kyoto
prefecture. He and his father studied with Hirata Atsutane, one of the most
influential kokugaku scholars of this time. Atsutane emphasized the role of
traditional folk religion and particularly focussed on the divine role of the
emperor. See Murakami, Rengetsu-ni_zenshii, third section, pp. 120-122.
Murakami Tadamasa (or Chujun) was a doctor in Mikawa (now Aichi prefecture).

He worked in the service of Prince Arisugawa Taruhito FH#E)II'=#%{= (1835-1895),
vho commanded the Imperial army in the Boshin Civil war (1868-9). Although
Tadamasa does not seem to have fought himself, his son Tadaaki #}_L&8H
(1844-1865) died at 22 from disease, presumably as a result of battle in
Totsugawa in 1863. Rengetsu and Murakami corresponded beginnning about 1852,
vhen Rengetsu was in her early sixties. She sent Murakami many paintings,
tanzaku and pieces of pottery, which are still owned by his descendents in Aichi
prefecture., See Murakami, Rengetsu-ni zenshu, third section, pp. 110-118.
Tachibana (also known by the penname Ide FF Akemi) was a very well-known and
respected loyalist poet who became a hermit at age thirty-five and devoted
himself to literature. Rengetsu apparently sent him some pottery and when he
came to Kyoto in 1861 he visited her. See Murakami, Rengetsu-ni zenshu, third
section pp.105-110.

24 Most scholars deny that Rengetsu believed in any strong political
doctrine. She apparently gave a relatively cool reception to Nomura Boto-ni,
BpRreAgfe (1806-1867), who was a radical loyalist poetess who eventually died
for her cause, when Boto-ni visited in 1861. For more information, see
Murakami, Rengetsu-ni zenshii, section 3, pp.103-105. Rengetsu also wrote letters
to a man named Nishimura Aritoshi PE#fA4E who was a soldier in the bakufu army.
She wrote to him in 1866 to congratulate him for their defeat over the loyalists
in Yamato in 1863, and even thanked him because Kyoto had become quiet since the
shogunate forces won in the Hamaguri conflict in 1864, which a true loyalist
probably would not have done. However, it is important to remember that she
obviously thought that the loyalist actions like the Yamato and Hamaguri
incidents were ill-advised, and that the loyalists had lost their direction
in their defense of the emperor. These letters are pictured on pp. 104-107 of
Rengetsu-ni_zenshi, second section, letters 82 and 83.

25 Amongst those killed in the Ansei Purge were Umeda Umpin and Rai
Mikisaburo. VYanagawa Seigan died of disease before he could be arrested,
causing people to joke that he was "clever at dying". His wife Koran was placed
unde; house arrest. See Ikki Tsukuda, Sencha no tabi (0Osaka: Osaka Shoseki,
1985) p. 228,

25Thomas M. Huber, "Men of High Purpose and the Politics of Direct
Action, 1862-1864" Conflict in Modern Japanese History: The Neglected
Tradition ed. Tetsuo Najita and J. Victor Koschmann (New Jersey: Princeton
University Press, 1982) pp. 107-127.
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27"Meiji isshin hyakunin" p. 55.

28Huber, "Men of High Purpose and the Politics of Direct Action,
1862-1864", pp. 112-113.

29"Meiji isshin hyakunin" p. 99.

30This letter was sent to Murakami Tadamasa, who apparently knew
Tamechika. See Murakami, Rengetsu-ni zenshu, section 2,pp. 44-45. Tamechika
vas a fukk6-yamatoe painter, a school which tried to reestablish the artistic
styles of the Heian and Kamakura periods so perhaps as scholars of Japan’s own
cultural heritage, Tamechika and Tadamasa met through common interests.

31For more information on Rengetsu and Tamechika, see Murakami,
Rengetsu-ni zenshu, section 3, pp. 142-144.

32Gee Chapter 4.

33These poems are dated by Rengetsu and seen in Zenshu, section 1, p. 34.
Susuki plants flower from late summer to fall. Their flowers resemble animal
tails, so they are also often referred to as obana "tail flowers". Rengetsu
wvrote several poems about these plants, always associating them with battle
fields and dying. Another example is:

N9\ People die

EEEF DD at twilight

2E<SH on the field of Sagano

BOMERER ny flowering pampas grass field
FTEHITHA soaks up my tears (lit: looks like my sleeve)

34Murakami, Rengetsu-ni zenshli, section three, pp. 88-91.

35This is also known as kimmon no hen FidD%.

37§odansha Encyclopedia of Japan, vol. 3, (Tokyo: Kodansha, 1983) p. 90.

38Murakami, Rengetsu-ni zenshu, fourth section, pp. 96-97.

39Takayoshi Kido, The Diary of Kido Takayoshi, trans. Sidney Devere
Brown and Akiko Hirota (Tokyo: University of Tokyo Press, 1983) p. 226.

49Gee Murakami, Rengetsu-ni zenshu, third section, pp. 91-96.

41Kawai and Kubushiro, Japanese Women Speak, p. 162.
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