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Nijo-jo Castle Painting Gallery Spring Exhibition in 2021
Cherry Blossoms and Landscapes from the Shogun’s Point of View: Murals in the Kuroshoin
Meeting Rooms
The Kuroshoin in Ninomaru-goten Palace was originally called “Kohiroma,” and the Ichi-no-ma and Ni-no-ma
(First and Second Rooms) of the Kuroshoin were used for meetings between the shogun and high-ranking court
nobles or samurai close to the Tokugawa family. This exhibition displays the murals of the Second Room and

some murals of the First Room.

Two styles and two subjects

The Kuroshoin First and Second Rooms, which constitute one continuous space, have two kinds of murals depict-
ing different subjects in different styles. One kind of mural depicts spring landscapes featuring flowering cherry
trees in brilliant colors on the gilt ground, while the other kind portrays mountains and waterside landscapes in
India ink and pale tints on the unpainted ground. The former are is attributed to Kano Naonobu (1607-50) , who
was 20 when he painted them, while the latter are thought to have been painted by another Kano-school painter.
In the spring landscapes depicted on the gilt ground, the most prominent motif is cherry trees in full bloom.
However, a careful look will reveal that ume plum blossoms, an early spring staple, are depicted on the west
side of the First Room (the fifth to six rightmost surfaces on the east wall of the gallery) , while cherry blos-
soms are beginning to fall and azaleas bear flowers, a late spring feature, on the south side of the Second Room
(the front of the gallery) . These colorful murals represent the passage of the seasons by portraying not only
cherry trees in full bloom, a symbol of the height of spring, but also motifs that epitomize early and late spring.

These depictions of the passage of the seasons suit a taste for waka poetry, which was an element of culture fa-
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miliar to the court nobles. It is thought that such depictions were selected to decorate the Kuroshoin in order
to demonstrate that the shogun and Tokugawa shogunate shared the culture of waka poetry with court nobles.
In addition to cherry blossoms and other blossoms and flowers, these murals depict a wide variety of birds,
including copper pheasants, parakeets, green pheasants, and swallows. The murals of the Ohiroma, which is
thought to have been a space for official meetings between the shogun and visitors, also depict golden pheasants,
peafowls, and other birds, together with pine trees, in brilliant colors on the gilt ground. As both the Ohiroma and
Kuroshoin served as spaces for meetings with the shogun, their murals share the same characteristics and styles.
Meanwhile, the forms of buildings and the clothes of figures depicted in the ink-painting-style land-
scape murals of the Kuroshoin First and Second Rooms suggest that these murals portray Chinese land-
scapes. These murals depict an extensive panoramic view of continuous mountain and waterside land-
scapes, which start on the west side of the First Room (the second rightmost surface on the east wall of
the gallery) , go through the west side of the Second Room (the third to fifth rightmost surfaces on the
east wall of the gallery) , and finish on the south side of the Second Room (the front of the gallery) .
In Ninomaru-goten Palace, similar landscape murals in the ink-painting style are also found in the Ichi-no-ma
to San-no-ma (First to Third Rooms) of the Shiroshoin, which was used as the shogun’s residence.Therefore,
the India ink landscape murals of the Kuroshoin can be viewed as proof of the private nature of the Kurosho-
in similar to the shogun’s residence. In addition, the shoguns of the Muromachi shogunate, which preceded
the Tokugawa shogunate, loved Chinese imports, called “karamono,” and decorated their private rooms with
India ink landscapes. This fact suggests that the India ink landscape murals of the Shiroshoin and Kuro-
shoin represent the Tokugawa shogun’s status as heir to the Muromachi shoguns’ love for Chinese imports.
In other words, it can be thought that the two kinds of murals depicting different subjects in different styles in the
Kuroshoin represent the intermediate nature of the Kuroshoin positioned between the Ohiroma as the shogun’s
official meeting space and the Shiroshoin as his residence, and demonstrate the familiarity of the host of the pal-
ace—the Tokugawa shogun—both with waka poetry as a cultural element that court nobles were required to have
mastery of and with Chinoiserie, in which samurai played a leading role in the Muromachi Period. The Kuroshoin

alone had such complex implications.

When the shogun sat in the Kuroshoin

In this exhibition, the murals are displayed in the same arrangement as the shogun would have seen from his seat
in the First room. On what occasions did the shogun actually sit in the Kuroshoin?

The oldest existing record of meetings in the Kuroshoin describes meetings held when the third shogun Tokugawa
Iemitsu (1604-51) visited Kyoto in 1634. It is thought that he visited Kyoto at that time to restore the relationship
between the shogunate and the Imperial Court, which had deteriorated due to the Shie Incident (1629) . During
his stay in Kyoto, Iemitsu visited the Imperial Palace and the ex-emperor’s palace each twice. At Nijo-jo Castle,
he met various people, including court nobles, samurai, priests of aristocratic or imperial origin, and envoys from
the Ryukyu king. In the Kuroshoin, the shogun met influential daimyo (feudal lords under the shogun) , includ-
ing the lord of the Hosokawa family, and high-ranking court nobles, such as imperial princes, ministers, priests of
aristocratic or imperial origin, and imperial messengers.

For about 230 years after that, no shogun visited Kyoto or used Nijo-jo Castle. On the occasion of the Restoration
of Imperial Rule, that is, when the Tokugawa shogunate returned political power to the Imperial Court, Nijo-jo
Castle again served as the scene of a historic event. On October 13, 1867, the Tokugawa shogunate summoned the
senior retainers of various clans who were stationed in Kyoto to the Ohiroma. Among the senior retainers, only

those who came forward to meet the 15th shogun Tokugawa Yoshinobu (1837-1913) actually met him. Tokugawa



Yoshinobu-ko den (“A Biography of Lord Tokugawa Yoshinobu”) by Shibusawa Eiichi (1840-1931) (Ryumonsha,
1918) says that on the previous day, October 12, Yoshinobu summoned his close associates in Kyoto and orally
declared his intention to return political power to the Imperial Court. However, no available records dating back
to that time tell us where that event occurred.
Meanwhile, there is a mural titled Taiseihokan (“Restoration of Imperial Rule”) exhibited at the Meiji Memorial
Picture Gallery, which was established to celebrate the achievements of Emperor Meiji (1852-1912) . This mural
was painted by Japanese-style painter Murata Tanryo (1872-1940) at the request of Tokugawa Yoshimitsu (1913-
93) , a grandson of Yoshinobu, and was presented by Yoshimitsu to the gallery in 1935. The mural depicts a scene
from the event of October 12, 1867, which is set in the First and Second Rooms of the Kuroshoin. A record of the
process of Tanryo painting Taisethokan reveals that the painter visited Ninomaru-goten Palace and conducted a
thorough survey by sketching and photographing murals there, drawing plans of the buildings, and making rub-
bings of the metal fittings. He also collected information about the costumes the samurai had worn. He seems to
have made an all-out effort to ensure that his depiction of the scene would be faithful to the historical facts. His
serious attitude leads us to suppose that he set the scene in the Kuroshoin because at that time there was written
proof that the event of October 12 had occurred in the Kuroshoin or because the painter reached that conclusion
based on interviews with former shogunate retainers or Yoshimitsu. In the Kuroshoin, Tokugawa Iemitsu tried to
strengthen the power of the shogunate, while Tokugawa Yoshinobu expressed his determination to end the polit-
ical rule of the shogunate to his close associates. We hope that you will enjoy the Kuroshoin murals while imagin-
ing the thoughts of the two shoguns there.

(Shiho Nakano)

Nijo-jo Castle Painting Gallery Summer Exhibition in 2021
Meeting Rooms of the Ohiroma as the Scene of Historical Events

First period: Ni-no-ma from the Shogun’s Perspective

Second period: Ichi-no-ma Surrounding the Shogun
Located in the center of Ninomaru-goten Palace, the Ohiroma depicts murals of a number of huge pine trees on
the gilt ground, as if demonstrating the power of the Tokugawa shogunate. Particularly noteworthy is the meeting
room consisting of the Ichi-no-ma (First Room) , which is the upper room, and the Ni-no-ma (Second Room) ,
the lower room. Having served as the most formal venue for rituals, the room witnessed both the glory and end
of the Tokugawa shogunate.
As our first attempt, the current exhibition, divided into the First and the Second periods, will showcase all mural

paintings in the meeting room of the Ohiroma.

Meeting room with special meanings

The characteristic interior decoration of the Ohiroma attests that this part of the building served the most public
role in the Ninomaru-goten Palace. First of all, all of the main rooms, from the First to the Fourth Rooms, are
decorated with giant pine tree paintings. In the other parts of the building, one can see a common theme in the
meeting rooms, however, rooms below the San-no-ma (Third Room) have different themes. Secondly, only the
Ohiroma has openwork carvings with lacquered frames and decorative metal works. The Tozamurai also has
openwork carvings, but its frames were coated with a simple black lacquer without decorative metalworks.
Naturally, the meeting room in the Ohiroma has some unique features which cannot be seen in other meeting
rooms. First, the room has a special and famous ceiling structure called Niju Oriage Go-tenjo (double-height cof-

fered ceiling) . The ceiling in the center of the First Room, where the shogun sits during a face-to-face meeting,



is raised two steps higher. Three other rooms, Tozamurai, Kuroshoin and Shiroshoin, also have meeting rooms,
and the ceilings of each Second Room have an ordinary coffered style in common with other rooms. On the other
hand, only the Second Room in the Ohiroma has a single coffered ceiling.

A noh stage was constructed on the south of the Ohiroma’s meeting room. Therefore, the Second Room served
as the auditorium for Emperor Go-mizuno-o where he enjoyed a sarugaku (plays known as noh today) perfor-

mance during his visit to Nijo-jo Castle in 1626.

Pine trees surrounding the shogun and the birds seen by them

On the four sides of this meeting room, huge pine trees are painted on the gold background. However, it is
thought that the sliding doors along the corridor were removed during ceremonies and special occasions such
as face-to-face meetings. This would mean that the lower part of the huge pines tree on the west and south sides
of the meeting room would have been removed. Still, on the walls above the nageshi (a horizontal beam) , pine
trees and distant mountains are designed to remain and to surround the room, except in the area of the openwork
carvings.

In the Second Room, four peafowls are painted on the tobusuma (wooden sliding doors) and fusuma (paper slid-
ing doors) , and one each above the nageshi and on the wall: six peafowls in total. Even if all of the sliding doors
were removed, the peacock above the nageshi in the southwest and the one on the wall in the east would remain.
The graceful peacock in flight was looking down on the people who were waiting to see the shogun.

On the other hand, a pair of golden pheasants are painted on the chodai fusuma (decorative doors) in the First
Room. This fixture is irremovable. Therefore, even when a face-to-face meeting occurs in the room, the golden
pheasants in the First Room and the peafowls in the Second Room were always visible. With the fact that both
of these birds were presented to the person of power in Japan as gifts from foreign countries, the depiction of
these rare birds could show the power of the shogun as the master of the palace. While the golden pheasants are
seen only in the First Room, which is the seat of the shogun, the peacock is also depicted on the wall of the Third
Room, which follows the Second Room. In addition, the ceiling paintings in the Second and Third Rooms are the
same, while those in the First Room are different. Based on these facts, you can understand that the birds on the
walls and the ceiling paintings also show the uniqueness of the shogun’s seat and the continuity between the Sec-
ond and Third Room:s.

Meeting room as the setting of the glory and end of the Tokugawa shogunate

During the visit of Emperor Go-mizuno-o in 1626, the meeting room in the Ohiroma was used as the auditorium
where the emperor was seated and enjoyed a sarugaku performance. What is more, golden tea utensils were
placed in the Second Room while a set of three scrolls by Muqi (a Chinese Chan monk and painter in the late 13th
century) , a silver incense burner, a vase, and other decorative objects were placed on the toko (alcove) of the
First Room. All of these valuable articles were presented to the emperor.

In 1634, eight years after the emperor’s visit, the third shogun, Tokugawa Iemitsu (1604-51) , came to Kyoto
with his large army. At that time, the Ohiroma seems to have been a place where feudal lords, court nobles, and
the priests of aristocratic or imperial origin in Kyoto met and were entertained. A historical record writes that the
royal envoy of the Ryukyu king attended, too.

After this occasion, the shogun’s visits and stays in Kyoto ceased, and Nijo-jo Castle, which had lost the pres-
ence of its master, was managed by the Zaiban (direct vassals of the shogun stationed in Kyoto in rotation) , the
Okura Bugyo (magistrate of the rice tax) , the Gomonban Gashira (guard of the castle gate) , the Oteppo Bugyo
(magistrate of firearms) and the Goten Azukari (manager of the palace) . In February 1863, the 14th shogun,
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Iemochi (1846-66) , became the first shogun in about 230 years to visit Kyoto and entered Nijo-jo Castle in or-
der to respond to the imperial court’s push for an anti-foreigner policy during the upheaval that began with the
arrival of the Black Ships led by Commodore Perry (1794-1858) . After three trips to the capital, Iemochi died
from an illness at Osaka-jo Castle in July 1866. Iemochi’s successor, Hitotsubashi Yoshinobu (1837-1913) , was
proclaimed shogun by the imperial court at Nijo-jo Castle in December of the same year. The ceremony was held
here in the Ohiroma.
However, slightly over ten months later, Yoshinobu had to hear Komatsu Tatewaki (1835-70) of the Satsuma
province expressing his support for the Taisei Hokan (return of political control to the emperor) . The Taisei
Hokan was achieved through the following process. On October 3, 1867, Yamauchi Yodo (1827-72) of the Tosa
Province submitted to the shogunate a proposal for the return of political control to the emperor. Yoshinobu de-
cided to adopt it in order to assert his power against the group of those who supported overthrowing the shogu-
nate. According to Tokugawa Yoshinobu-ko Den (“The Biography of Tokugawa Yoshinobu”) (Shibusawa Eiichi,
Ryumonsha, 1918) , on the 12th of the same month, Yoshinobu conveyed his intention to the shogunate return
political control to the emperor. The mural painting, “Taisei Hokan,” in the Meiji Memorial Picture Gallery of
Meiji Shrine, depicts this scene as an event that took place in the Kuroshoin. The following day, on the 13th, a
document with the same content as the letter of appeal to the imperial court was circulated amongst the senior
vassals of the 40 clans staying in Kyoto who were gathered in the room which we call the Third Room today (of-
ten referred to as the Second Room in historical documents of the time) . Itakura Katsukiyo (1823-89) , a chief
council, instructed those who had opinions to write their names on a separate sheet of paper and remain in the
room. The six who remained were the aforementioned Komatsu Tatewaki, Tsuji Shoso (1823-94) of Aki province,
Goto Shojiro (1838-97) and Fukuoka Toji (1835-1919) of Tosa province, Tsuzuki Sozo (1845-85) of Uwajima
province, and Makino Gonrokuro (1819-69) of Bizen province. Later, four members from Satsuma, Tosa, and Aki
provinces met together, and the remaining two members met respectively with Yoshinobu who was seated in the
First Room of the Ohiroma. On the 14th, the shogunate submitted a proposal for the return of power to the impe-
rial court, and on the 15th, the imperial approval was granted, thus completing the return of power.
The meeting room of the Ohiroma was the very place where the glory and demise of the Tokugawa Shogunate
took place. We hope that you will enjoy the magnificent mural paintings while reflecting on the history of Nijo-jo
Castle.

(Naoko Matsumoto)

Nijo-jo Castle Painting Gallery Fall Exhibition in 2021

Pioneering Edo-Period Painting: Kano Tan’yu’s Masterpiece Matsu Kujaku-zu in the Ohiroma San-
no-ma

Kano Tan’yu (1602-1674) is a legendary painter who was known as the “Ieyasu (the first Tokugawa shogun) of
the art field” in later years. Nijo-jo Castle was the first castle where Tan’yu was responsible for the creation of the
mural paintings in the palace as the leader of the Kano School artists. Tan’yu was in charge of the paintings in
the Ninomaru-goten Palace’s Ohiroma consisting of the three rooms from Ichi-no-ma (First Room) to San-no-
ma (Third Room) , which was used as an important official meeting room. Mural paintings on three sides (east,
north and west) of the San-no-ma will be exhibited at this time which are said to most represent Tan’yu’s innova-

tive art style.

Emerging Genius Young Star

Kano Tan’yu was born in Kyoto as the eldest son of Kano Takanobu (1571-1618) , the second son of Kano Eitoku
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(1534-1590) who was a great Momoyama-period artist. Tan’yu’s mother is said to have been the daughter of the
warlord, Sassa Narimasa (1536/39-1588) . Tan’yu’s father, Takanobu, dedicated his life to support his elder
brother, Mitsunobu (1565-1608) , who succeeded their father’s position as the head of the family. After Mitsu-
nobu’s passing, Takanobu took care of his brother’s son, Sadanobu (1597-1623) , as a guardian. Takanobu was
also active in the creation of mural paintings in Nagoya-jo Castle in 1614 as well as of those for the Imperial Pal-
ace. He is also known as the painter of the oldest extant “Kenjo-no Soji-e” (32 images of ancient Chinese sages
painted in the Shishinden imperial palace) .

The epitaph of Tan’yu left at Ikegami Honmon-ji Temple in Tokyo states that the little Tan’yu at the age of two
stopped crying when he was given a paint brush. Another text says that he picked up a brush and ink himself and
painted at the age of only four. These are some of the legendary episodes about Tan’yu, and these sort of stories
are often found both in the East and the West when people talk about young age of artists who later became mas-
ters. It is true that Tan’yu started to learn to paint from a very early age as a child of a painter’s family. A record
attests that he began to paint full-scale works under his artist name “Saisho” at the age of just ten.

There is no doubt that Tan’yu’s father and other Kano School artists had high hopes for the talent of this young
genius. Tan’yu, at age of 11, was allowed to meet Tokugawa Ieyasu (1543-1616) , the first Tokugawa shogun, in
Sunpu (present-day Shizuoka Pref.) . At the age of 13, he improvised a painting in front of the second Tokugawa
shogun, Hidetada (1579-1632) in Edo (present-day Tokyo) and received admiration as the rebirth of his grandfa-
ther, Eitoku. When he was only 16, he was appointed as an official painter of the shogunate. As a member of the
Kano School, he painted the mural painting on the wall of Tofukumon’in Masako’s (1607-1676) palace when he
was 18 years old and this piece still exists today (former mural painting of Enman-in Temple) . From this work,
one can see that Tan’yu still followed the painting style of his father, Takanobu. Two years later, he received a
large property of about 3,500 square meters in Edo, and established his position as an official painter of the sho-
gunate in both name and his artistic ability.

Two more years later, when Tan’yu was 22 years old, the Kano School experienced a misfortune. Tan’yu’s cousin
and the head of the Kano School, Sadanobu, died of illness at the age of only 27. Since Sadanobu had no children
of his own, Yasunobu (1614-1685) , the youngest brother of Tan’yu, took over Sadanobu’s position.

Shortly thereafter, in 1624, the major renovation of Nijo-jo Castle began. Production of the mural paintings start-
ed when the construction of the building was nearing completion. In July 1625, the artist members of the Kano
School traveled from Edo to Kyoto. Yasunobu, who had taken over the position as the head of the Kano School,
was only twelve or thirteen years old, therefore, it was Tan’yu at the age of 25 who took the lead in production.

Tan’yu named himself as “Uneme” from the age of 13 to 33.

Tan’yu’s Taiga Paintings

Taiga is a painting style in which the artist paints motifs on a large scale on a large screen, such as a mural or a
folding screen. It is said that Eitoku, Tan’yu’s grandfather, became too busy to paint his works precisely which he
was known for when he was young since he became famous and started to accept too many mural painting orders
from powerful people. Some of Eitoku’s famous Taiga paintings include the mural paintings at Juko-in Temple

s

in the Daitoku-ji Temple complex and “Karajishi-zu Byobu (Folding Screen of Chinese Lions) ,” which has been
designated as a National Treasure recently. Another noteworthy example of Taiga from the Momoyama period
is “Kaede-zu (Maple Tree) ” (possessed by Chishaku-in Temple) by Hasegawa Tohaku (1539-1610) , who was
considered a rival of Eitoku. Its most distinctive feature is that the main motifs, including the giant tree, are so
large that they appear to extend beyond the frame. It is also characteristic of Taiga of this period that the leaves

and flowers on the giant trees as well as the rocks, plants, and flowers in the surrounding area are depicted as to
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fill the entire surface of the picture. As a result, the depth of the painting becomes relatively shallower than those
painted in earlier times, but the trees and rocks have a more dynamic appearance as if they are firmly rooted in
the ground.

On the other hand, Mitsunobu (Tan’yu’s uncle) and Takanobu (Tan’yu’s father) painted Taiga in different style
from those of Eitoku and others. As exemplified by Mitsunobu’s painting, “Shiki Kaboku-zu (Flowers and Trees
of the Four Seasons) ” (possessed by Kangaku-in Temple of Onjo-ji Temple) , the main motifs became smaller
and the trees thinner, but it gave the painting a deeper depth due to the skillful allocation of the motifs and lay-
ered clouds painted in gold color multiple times.

During the major renovation of the castle in the Kan’ei era (1624-1644) , Tan’yu led the paintings of the Ohiro-
ma in the Ninomaru-goten Palace. In this huge room connecting three rooms from Ichi-no-ma to San-no-ma,
he used the walls’ surfaces extensively and painted magnificent pine trees whose trunk and branches stretch out
even to the area above the Nageshi (a horizontal piece of wood connecting pillars) reaching the ceiling, while the
entire figure of the trees perfectly fit within the screen. The pine trees and other motifs are arranged according to
the lines of the tatami mats so they appear to be rising up from the floor. The background is almost entirely gold.
As a result, the depth that makes the gold surface appear like the ground is eliminated, and instead, the silhou-
ettes of the pine trees stand out strikingly against the shining gold. In San-no-ma, one pine tree rises from the
northwest corner and one from the southeast corner, and both extend their branches to the left and right. There
is abundant blank space at the ends of each branch. In addition, each figure of the pine tree is composed with a
diagonal line in mind. For example, on the east side (displayed to the left of the front) and the west side (displayed
in front) , the entire pine tree fits roughly within the area bounded by the diagonal line which connects the upper
right and lower left. On the north side (displayed to the right of the front) , the thick pine trunk on the first and
second wall from the left is painted along the diagonal line which connects the lower left and upper right. Fur-
thermore, the line from the tail to the back of the peacock perching on the trunk runs parallel to the diagonal line
while thick pine leaves above the peacock head follows the same way. The use of geometric composition utilizing
diagonal and parallel lines was a new trend that emerged during this period. Tan’yu not only chose geometric
composition, but also preferred to have wide margins. In addition, the graceful appearance of only one peacock
shows the emergence of elegant and fresh Edo-style paintings, which differ from paintings of the Momoyama
period that praised powerfulness and luxuriousness. These artistic styles were characterized not only by Tan’yu’s
works but were also inherited by the Kano School artists after Tan’yu. The mural paintings in the Ohiroma con-
veys Tan’yu’s vigorous efforts as a pioneer in the world of Edo.

(Naoko Matsumoto)

Nijo-jo Castle Painting Gallery: Winter Exhibition in 2021

Murals of the Tozamurai “Tiger” Rooms: King of Bamboo Forest as the Guardian of the Palace
The Tozamurai area in the Ninomaru-goten Palace of Nijo-jo Castle has mural paintings which depict bamboo
groves, tigers, and leopards. In this exhibition, in honor of the year 2022, the Year of the Tiger according to the
Chinese zodiac, some of the paintings in the Ichi-no-ma (First Room) and Ni-no-ma (Second Room) of the To-

zamurai and the cedar door paintings in the corridor are on display.

Rooms Adorned with Tigers and Leopards
The Tozamurai has the largest ceiling height and area in Ninomaru-goten Palace. It is thought to have
been the place where those who visited the palace waited before meeting the shogun and exchanging

greetings with the shogun’s Council of Elders prior to meeting the shogun. It consists of ten rooms, in-
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cluding a storage room. Tigers and leopards can be seen in three rooms, from the First Room to the San-
no-ma (Third Room) , and on the four cedar doors dividing the corridor. The reason for depicting leop-
ards along with tigers is thought to be that these animals were considered to be of the same species.
The tiger is a carnivorous animal that lives mainly in the southeastern part of the Eurasian continent, and
has been feared by people for its ferocity and size; a large tiger is as big as 2.8 meters. Since ancient times,
the tiger has been revered as one of the four divinities, Byakko, or the White Tiger, and believed to be a spir-
itual creature with the power to ward off evil. In Buddhism and Taoism, tigers often appear in stories to
depict the virtuousness and super-humanity of Buddhas, arhats and hermits, describing how they could
successfully tame such a big and ferocious animal. Since tigers don’t inhabit Japan, people accepted the im-
age of tiger through seeing documents, paintings and furs imported from China and Korea in those days.
From the latter half of the 16th century onward, large-scale castles began to be constructed throughout Japan,
and tigers were selected as a design for interior mural paintings. It has been reported that tigers could be seen on
murals in the Honmaru-goten Palace of Nagoya-jo Castle completed in 1614 and in the space near the entrance of
the Honmaru-goten Palace at Edo-jo Castle during the Manji era (1658-1661) in the Edo period, as well as in the
Tozamurai of the Ninomaru-goten Palace at Nijo-jo Castle after the renovation in 1626. Tigers were preferred be-
cause this animal was believed to protect the entrances and exits of the building with its power to ward off evil as
well as inspire awe in those who entered the palace. In addition, as mentioned above, depicting tigers expressed
the super-human power of the person who tamed them. Thus, pictures of fierce beasts living peacefully implies

that the master of the castle was powerful enough to achieve such an idealized situation.

Tigers at Peace, Tigers at Play

In the Tozamurai of the Ninomaru-goten Palace can be found 21 tigers and 15 leopards in the rooms and corridor.
On the four sliding doors on the south side of the First Room (exhibited on the right side facing the front of the
Exhibition Room) , a tiger and a leopard are scurrying joyfully on the right side while there are leopards and a
tiger cuddling in the bamboo grove on the left side where a tiger is licking its paw which emanates a very relaxing
atmosphere. Another painting on the east side walls (exhibited at the front in the Exhibition Room) shows a tiger
sitting and licking its paw and a leopard with its eyes closed lying on the ground in a bamboo grove while anoth-
er tiger on the edge of the grove which sits staring at something with a sharp gaze. In the following four sliding
doors (not on display) , the tiger in the bamboo grove is seated with its eyes closed, while the tiger outside the
grove is depicted strutting majestically. In this way, the tigers shown in the bamboo grove in the First Room are
depicted as relaxed, while the tigers outside the grove appear as active or agile. This suggests that the bamboo
grove was considered to be the tiger’s home, therefore, the artist intended to contrast the relaxed appearance of
the tigers when inside the grove with the active appearance when outside. The same intention can be seen in the
paintings on the cedar sliding doors in the corridor: on the east side panel (exhibited on the left side facing the
front of the Exhibition Room) , a sleeping tiger and a tiger scratching its head with its hind leg are in the bamboo
grove while on the west side panel (exhibited on the right side facing the front of the Exhibition Room) there is a
roaring leopard.

On the other hand, in the Second Room, the bamboo grove is depicted without any animals present. On the three
panels on the right side of the four sliding doors on the east side (exhibited on the left side facing the front of the
Exhibition Room) , there is a tiger with its legs outstretched, drinking water, and a small leopard playing with
it. A single tiger and a leopard are standing on both sides of the two by the water. All of the animals are depicted
with imposing expressions and postures, however, the small leopard jostling with the tiger drinking water creates

a peaceful atmosphere. The paintings in the First Room show tigers and leopards relaxing in a bamboo grove,
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while the ones in the Second Room shows the presence of a playful cub. Overall, these paintings aim to represent

a world where tigers and leopards live peacefully.

Artist and Painting Style
Kano Jin’nojo (1583-1628) , who is said to be the painter of the mural paintings of the Tozamurai, was a nephew
of Kano Eitoku (1543-1590) , who was active mainly in the Azuchi Momoyama period (1573-1615) . Eitoku’s
grandson, Tan’yu was the director of the creation of the Nijo-jo Castle’s mural paintings during the Kan’ei era,
and Jin’nojo was a cousin of Tan’yu’s father, Takanobu (1571-1618) . He was of the generation between Eitoku
and Tan’yu, and thus, his painting style includes the characteristics of both generations.
All paintings shown in this exhibition include the base of the bamboo and, as a result, the ground beneath them.
Along with the ground, the branches, leaves, stems, and golden clouds superimposed on the bamboo achieve a
sense of overlap in front and back, thereby creating a three-dimensional space with depth. This way of depicting
the expansion of space beyond the screen is typically inherited from the painting style of the Azuchi Momoyama
period. On the other hand, the large margins on the gold ground show the influence of the new style of the period,
which was created by Tan’yu and inherited by the later artists. Jin'nojo’s outstanding skill was attested in the way
he neatly combined the large scale of the painting while retaining the dynamic painting style of the Momoyama
period. We hope you will enjoy the different expressions of the tigers, relaxing or playing happily in the deep
space of the mural paintings.

(Shiho Nakano)
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