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Main Programme

09:30

09:45

10:00—10:45

10:45—-11:30

11:30-12:15

12:15-13:30

13:30—14:15

Registration & morning coftee
Welcome and framing remarks

Introduction: Women in Traditional Craft — A
Complicated History?

Dr. Glara Momoko Geber-Mérida (Sainsbury Institute for
the Study of Japanese Arts and Cultures) - 30 min + 15

min discussion

Presentation 1: Visible Female Stokunin in Edo-
Period Art and Crafts

Dr. Av Fukunaga (Chester Beatty) - 30 mun + 15 mun

discussion

Presentation 2: “T'he leeway they had to craft
themselves:” Utamaro’s Women and Early

Modern Craft Culture
Dr. Christine Guth (independent scholar) - 30 min + 15

min discussion
Lunch break

Presentation 3: Women at the Vat: Gender,
Labour, and Recognition in Japanese
Papermaking

Dr. Ryoko Matsuba (Ritsumeikan Unwersity) - 30 man

+ 15 man discussion
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14:15—-15:00

15:00-15:30

15:30—-16:15

16:15-17:00

17:00-17:30

Presentation 4: Craftswomen in mokuhanga:
Women’s Roles in Japanese Woodblock Printing
Dr. Momika Hinkel (SOAS Unwersity of London) - 30

min + 15 mun discussion
Break

Presentation 5: Endangered, (En)gendered and
Empowered: The Economy of Representation as
seen through the Eye of the Needle

Dr. Victoria Matchell (Norwich Unwersity of the Arts) -
30 min + 15 mun discussion

Presentation 6: From Kutani to Porcelain Flora:
Inspiration, Memory and Transformation Across
Cultures

Hitomi Hosono (ceramic artist) - 30 mun + 15 mun
discussion

Roundtable: Future Possibilities for Women in
Craft

Oben discussion on crafl futures and research directions
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Introduction:
Women in Traditional Craft — A Complicated History?

This lecture serves as an introduction to the (in)visibility of women in
the traditional craft industry of Japan. Only sixteen percent of the
registered craftspeople in contemporary Japan are women. The reason
for this low number is twofold — on one hand, craft workshops were
usually managed by families and passed on to the eldest son. Leaning
on this tradition, many craftspeople refused to take any women
apprentices for decades. On the other hand, women family members
were and still are working unofficially in the background of craft
workshops, working as craftspeople in all but name. Their situation 1s,
however, slowly changing, as societal and economic factors lead to
women taking over businesses.

As we see the industry slowly changing, the question is how it can
adapt to support women. This 1s a difficult task, especially as hope
seems to fade among its main actors. It does not suffice that women
are now able to enter the world of traditional craft. They need to be
supported in order for them to stay in it.

Dr. Clara Momoko Geber-Mérida

Clara is a scholar of modern and contemporary craft studies, with a
focus on Japan and gendered labour. She 1s currently a Robert and
Lisa Sainsbury Fellow at the Sainsbury Institute for the Study of
Japanese Arts and Cultures. Prior to this, Clara spent six years as
assistant professor in Japanese Studies at the Free University of Berlin.
Her current research project examines the ecological impact of the
pearl jewellery industry, with a focus on women professionals in Japan.
Her first book, which sheds light on women in the traditional craft

industry of contemporary Tokyo, 1s forthcoming with Bloomsbury
Publishing.

3of 10



Presentation 1:

Visible Female Stokunin in Edo-Period Art and Crafts

This presentation examines how Edo-period visual culture represented
female shokunin (craftwomen) and what those images can reveal today.
Drawing on art historical evidence grounded in material depiction, it
asks how Edo wvisual genres constructed the wisibility, labour, and
dignity of women who practised skilled crafts. It also considers
whether the meaning of shokunmin shifts across historical contexts and
how contemporary viewers interpret such representations through
changing social, gendered, and economic frameworks.

To address these questions, the talk analyses three object-based
case studies: 1) Chitose no ubugi, a handscroll portraying women’s
processes of textile dying and tailoring (end of 17th century to 18th
century, Chester Beatty); 2) Hishikawa Sort’s Ayoka ehon shokunin kagami
(1808), which frames female artisans amongst organised types of
shokumin; and 3) 19th-century ceramics by female artists where they
inscribed their names on their works.

By comparing these depictions, the research identifies areas
where female shokunin occupy distinctive positions—whether as makers
or embodied exemplars of taste and technique. Finally, it reflects on
how observing these examples can offer new perspectives on
supporting, narrating, and valuing women’s craftsmanship in
contemporary Japan.

Dr. A1 Fukunaga

Dr Ai Fukunaga 1s the Curator of East Asian Collections at the
Chester Beatty, Dublin. She received her Ph.D from SOAS, University
of London in 2021. Her recent publications include “Toshiko Takaezu
and Japanese Ceramics, 1955-56’, co-authored with Nonie Gadsden
in Glenn Adamson et.al. eds, Toshiko Takaezu: Worlds Within (Yale
University Press, 2024) and ‘Meisho wo tsukuru: Meyjiki Kyoto no
Miyako hoteru’ in Ido Misato ed, Meisho no tamo: ‘na’ wo ataerareta fike:

(Shibunkaku shuppan, 2025). She curated the exhibition Lodiac Netsuke:
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Anmimals of the Japanese ZLodiac in Mimature at the Chester Beatty
(December 2024—March 2025).

Presentation 2:
“T'he leeway they had to craft themselves:” Utamaro’s Women
and Early Modern Craft Culture

Skilled activity of some sort was expected of all women in early
modern Japan. Those of higher social status might learn calligraphy,
painting, poetry, or music, while those of lower status developed more
practical skills such as raising silkworms, weaving, or dyeing. Mastering
a skill was a critical component of female subjectivity, one that gave
women more agency than we assume within the Tokugawa era
patriarchal social system of status, rank, and gender. Yet art history
ignores or holds in low esteem the crafts women practiced. In this
paper I use Utamaro’s “Twelve Types of Women’s Handicrafts” (Fujin
tewaza juniko; circa 1797-99), one of his many series focusing on
female occupations, as a lens for unsettling the categories of and
criteria within which female crattmaking are understood today. I argue
that modern thinking about Japanese craft is largely determined by
what 1s exhibited in museums, resulting in a very narrow and
anachronistic definition. Before the advent of the neologism kdge: in
the Meiji era, “craft” was understood not simply as making artistic
things, but as a skilled practice that could be brought to any activity,
from cooking and hairdressing to embroidery.

Dr. Christine Guth

Christine ML.E. Guth 1s a historian of Japanese art and material
culture who taught in the Royal College of Art and Victoria and
Albert Museum’s History of Design Program from 2007 until 2016.
Her wide-ranging scholarship explores art collecting and canon
formation, craft practices, and more recently, food culture, with a
particular focus on cross-cultural relations. Her books include Art, Zea,

and Industry: Masuda ‘lakashi and the Maitsur Circle (Princeton, 1993),
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Longfellow’s Tattoos: Collecting, Tourism, and Japan (Washington, 2004)
Hokusar’s Great Wave: Buography of a Global Icon (Hawaii, 2015), Craft
Culture in Early Modern Jfapan: Materials, Makers, and Mastery (California,
2021). Exemplary Things: Mebutsu in Premodern jfapan (Princeton, 2025)
grew out of lectures presented as part of the Princeton University
Tang Center Lecture Series.

Presentation 3:
Women at the Vat: Gender, Labour, and Recognition in
Japanese Papermaking

Washi, Japan’s traditional handmade paper, is celebrated for its
durability, aesthetic versatility, and cultural significance — yet the
question of whose hands have sustained it remains largely unasked. This
paper approaches washi through a gendered lens, tracing continuities
between the historical and contemporary organisation of
papermaking labour.

The gendering of the craft is visible in its earliest technical
literature: the Ramusuki chohok: (The Precious Manual on Papermaking,
1798) already assigns larger formats to men and fanshi, the smaller
half-sheet, to women — a division by scale that naturalised women’s
work as lighter, lesser;, and anonymous. That women were nonetheless
central to production 1s audible in the papermaking work songs
collected by Sakata Yoshie, a considerable number of which are sung
from women’s perspectives and describe women’s labour at the vat.

Drawing on recent fieldwork in three major centres of washi
production — Echizen (Fukui), Mino (Gifu), and Ino-machi (Kochi) —
and on interviews with papermakers, farmers, artists, and distributors,
this paper examines how these historical patterns persist. Interviewees
in Kochi observed that while women have long sustained papermaking
there, designation as a Living National Treasure has gone to men.
Recognition, in other words, has been distributed along lines that the
labour itself’ does not follow.

Set against the material realities now facing the craft — declining
raw-material supply, ageing practitioners, and the search for successors
— this paper argues that the question of succession is inseparable
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from the question of gender. Making visible the women who have
worked as shokunin in all but name 1s a precondition for any sustainable
future for washi.

Dr. Ryoko Matsuba

Matsuba Ryoko 1s a professor in the College of Arts and Design and
the Graduate School of Science in Arts and Design at Ritsumeikan
University. Her research focuses on the evolution of Japanese
woodblock printing from the early modern period through the modern
era. She has contributed to major British Museum exhibitions,
including Hokusai: Beyond the Great Wave (2017) and The Citv Exhibition
Manga (2019), co-authoring the latter’s catalogue. Her recent book,
Mad about Painting (2023), was named one of the Best Art Books of
2023 by the New York Times.

Presentation 4:
Craftswomen in mokuhanga: Women’s Roles 1n Japanese

Woodblock Printmaking

Mokuhanga, the Japanese technique of water-based woodblock
printmaking, has long been sustained through the transmission of
practical skills across generations. While the history of the medium has
often centred on celebrated artists, the collaborative nature of
traditional mokuhanga production invites a broader consideration of the
many hands involved in making and preserving the craft. Women’s
contributions as workshop assistants, family collaborators, artists,
printers, educators, and contemporary practitioners have often been
overlooked despite their importance to the tradition’s continuity.

The talk will also explore the evolving role of women in
traditional and modern mokuhanga from historical workshop practices
to the present day. Drawing on examples from Japan and the
international mokuhanga community, it examines how women have
learned, practised, taught, and adapted the craft within changing
social and cultural contexts. Through these examples, the talk reflects
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on how practical knowledge is transmitted, how craft communities
develop, and how contemporary women practitioners are expanding
the possibilities of mokuhanga while maintaining 1its technical
foundations. By focusing on lived practice as much as historical
narrative, the presentation highlights the significance of women's
contributions to the past, present, and future of this enduring craft.

Dr. Monika Hinkel

Monika Hinkel 1s a specialist in Japanese art and a lecturer and
convenor on the SOAS—Alphawood Asian Art Programme, University
of London. She i1s Editor-in-Chief of Andon, the journal of the
Society for Japanese Art. From 1997 to 2000, she was curator of
Japanese art at the Museum of East Asian Art in Cologne and, from
2001 to 2004, a guest researcher at Gakushuin University in Tokyo.
She received her PhD from the University of Bonn in 2006. Her
research focuses on Japanese woodblock prints, the influence of Ukiyo-
e on modern and contemporary art, and the evolution of mokuhanga.
In 2024, she curated the special exhibition Yoshida — T hree Generations of
Japanese Printmaking at the Dulwich Picture Gallery in London.

Presentation 3:
Endangered, (En)gendered and Empowered: The Economy of
Representation as seen through the Eye of the Needle

My paper will focus on taking apart this complex title with reference to
specific examples, some of which relate to craftspeople I have worked
with in recent years. The UK’s decision in 2024 to ratity the 2003
UNESCO Convention on the Safeguarding of Intangible Cultural
Heritage was strongly supported by Heritage Crafts, an activist
association which bi-annually publishes the Red List of endangered
and critically endangered British crafts. Many of these crafts, such as
rush braiding, hat plaiting or frame quilt stitching, may appear quite
simple 1n technique and effect but are time-consuming to practice and
under-valued in an age of mass production. Several contemporary
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women 1n the UK have evolved practices which combine ‘endangered’
craft activity with writing, art or academic pursuits, arguably engaging
with a richer seam of exchange value than that which would
materialize through more specific focus on the viable monetary value
of beautiful craftsmanship. There may be echoes of William Morris
and John Ruskin in this perspective, with contemporary collaboration
between writing and craft practice similarly serving to empower
continued revival. The humble needle still has work to do.

Dr. Victoria Mitchell

Victoria Mitchell is Research Fellow at Norwich University of the Arts
(UK). Her research addresses intersections between material, making,
metaphor and meaning, mainly with reference to textile practices and
often working directly with art and craft practitioners. She co-edited
The Material Culture of Basketry (2020) and Pattern and Chaos in Art, Science
and FEveryday ILife (2023), and 1s co-author of Weaving (Princeton
University Press, 2026 forthcoming). Her essay ‘Braiding and
Dancing: Embodied rhythm and the matter of pattern’ is published in
Homo Textor; Mattering Press (2026).

Presentation 6:
From Kutani to Porcelain Flora: Inspiration, Memory and
Transformation Across Cultures

This presentation explores my artistic journey from Japan to the UK
and how different cultural influences have shaped my work. In Japan, I
was deeply inspired by the traditions of Kutani overglaze painting,
manga, local folklore, and the distinctive culture of Kanazawa.
Drawing on experiences of the city’s nightlife, regional foods such as
sweet shrimp and snow crab, and Japanese legends, I created narrative
ceramic works that combined contemporary manga imagery with
traditional decorative techniques.

After moving to the UK, my artistic direction changed
significantly. The British landscape, close observation of plants, and
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exposure to European decorative arts and museum collections led me
towards sculptural porcelain. I became particularly fascinated by
botanical ornament, architectural decoration, and traditional
sprigging techniques associated with Wedgwood Jasperware,
developing highly detailed works that celebrate the beauty and vitality
of nature.

Together, these two phases reveal an ongoing dialogue between
Japanese and British cultural traditions. My work bridges Kutani
painting and porcelain sculpture, manga and botanical ornament,
creating a personal artistic language shaped by both my Japanese
heritage and my life in Britain.

Hitomi Hosono

Hitomi Hosono 1s a Japanese ceramic artist based in the UK,
internationally recognised for her exquisitely detailed porcelain
sculptures inspired by botanical forms. Educated at Kanazawa College
of Art, Danmarks Designskole, and the Royal College of Art, she
studies plants before transforming their intricate structures into layered
porcelain vessels. Her work has been exhibited widely across Europe
and the United States, and 1s held in major museum collections
including the Victoria and Albert Museum, the British Museum,
LACMA, The Fitzwiliam Museum and the National Museum of
Scotland. Hosono was Artist in Residence at Wedgwood in 2017—-18.
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