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Nijo-jo Castle Painting Gallery: Spring Exhibition in 2023

Flower Corridor: Mural of the Botan-no-ma in the Kuroshoin

The murals of Ninomaru-goten Palace were created by Kano-school painters led by Kano Tan’yu (1602-72) in
preparation for Emperor Gomizunoo’s visit to the palace in 1626. However, most of the original murals in the
corridors were lost by the end of the Edo period. The current murals in the corridors date back to the decade after
1897. In 1626, the corridors in the palace were decorated with murals of flowers, birds, and plants. The entire
palace was surrounded with “flower corridors” in the true sense of the word. This exhibition features the Botan-
no-ma in the Kuroshoin, the eastern passage of the building, in which the mural Botan-zu (Peonies) is one of
the precious survivors of the flower corridors. Meanwhile, Ume-zu (Ume Plums), another mural that currently
decorates the same passage, was renovated for use in its current position in the Meiji era. This exhibition sheds

light on these two murals, which tell us about the history of the palace.

Botan-zu: Two styles

The doors used in the Botan-no-ma, the eastern passage of the Kuroshoin, differ from those used in the other
passages in Ninomaru-goten Palace. In the passages other than the Botan-no-ma, the doors between the passages
and the inner rooms are tobusuma sliding doors or koshi-shoji (paper sliding doors with waist-high wooden
panels on the bottoms), and there are no murals on the passage side. By contrast, between the Botan-no-ma
(passage) and the inner room are fusuma sliding doors. The pieces that constitute Botan-zu are pasted on the
northern wall, the tobusuma sliding doors on the west side, which is the border with the northern passage, and
the fusuma sliding doors on the border with the inner room. It is thought that this eastern passage also served as
a room. Kanei Gyokoki (“Record of the Imperial Visit”) says that feasts were served to 130 court nobles and high-
ranking officials in the Yon-no-ma (Fourth Room) and the Botan-no-ma.

As mentioned above, the mural Botan-zu generally dates back to 1626. However, two pieces on the northern wall
(displayed at the front in the gallery) are in an older style than the pieces on the tobusuma and fusuma sliding
doors on the west side (displayed on the left side seen from the front in the gallery). The differences between the
two styles can be explained as follows. The two pieces on the northern wall depict peonies growing from the ground,
surrounded by clouds, rocks, and waterside landscapes, creating an impression of spatial depth. This style of
spatial representation is characteristic of Kano-school paintings from the late Momoyama period. Meanwhile,
the pieces on the tobusuma and fusuma sliding doors on the west side describe the upper part of peony trunks
against a background completely covered with gold leaf. No lower trunks growing from the ground and no clouds
are depicted. The four southernmost fusuma sliding doors (not displayed in this exhibition) describe rocks,
ground bamboo, and waterside landscapes at the bottom of the surface against a completely gilt background. This
style of denying a feeling of spatial depth with a gilt ground while depicting peonies so that they vividly stand out
against the gilt background is similar to the style found in Tan’yu’s depiction of pine trees in the Ohiroma, which
heralds a new style born in the Edo period. Moreover, lines and the shapes of peonies in the pieces on the north

side look more delicate and elegant, while the pieces on the west side feature thicker lines in India ink and the
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simplified shapes of peony flowers and leaves. In addition to these differences in style, the western pieces and the
northern pieces differ in terms of the size of each sheet of paper that makes up each piece. Also, the mural pieces
on the north wall look severely damaged, which suggests that not only the painter but also the time of painting
may differ. Furthermore, these older-looking pieces may lead us to imagine that they date back to the Keicho era,

when Tokugawa leyasu (1542-1616) built Nijo-jo Castle.

Renovated Ume-zu: Major repairs in the Meiji era
Control over Nijo-jo Castle was transferred to the new Meiji government in January 1868, and for a very
short period after that, the property was used as the Cabinet Office. Later, from 1871, it was used as the Kyoto
Prefectural Office, when it is thought the murals were severely damaged. Documents created at the time of Kyoto
Prefecture’s handover of Nijo-jo Castle include a list of murals stored in the form of sheets (“mekuri” or “makuri”
in Japanese) after being removed due to severe damage. The list includes Fujinotana-zu (Trellised Wisterias),
which was an original mural above the nageshi (horizontal beams) in the Botan-no-ma and pieces believed to
have been part of a ceiling painting with an arabesque flower pattern. The current mural above the nageshi and
the current ceiling painting in the Botan-no-ma were painted in 1899.
Meanwhile, it is unknown whether or not any murals were created in 1626 to decorate the tobusuma sliding
doors on the east side of the Botan-no-ma. However, historical materials show that those doors had no murals in
the middle of the Edo period. Nijo Rikyu-ki (“Record on Nijo Villa,” 1894, housed in the Archives and Mausolea
Department, Imperial Household Agency) states that the current Ume-zu (displayed on the right side of the
gallery, when seen from the front) was pasted in its current position in 1886. In 1884, Nijo-jo Castle became a
villa of the imperial family, and from 1885 to 1886, major repairs were carried out throughout the property. Ume-
zu is not included in the abovementioned mekuri list, but Nijo Rikyu-ki has a note saying that Ume-zu, which was
pasted during the major repair, was an “already existing painting.” This means that the mural had already existed
in the palace before the repairs. If so, where had it been? The answer to this question can be found in Edo-period
historical documents, including design drawings. Of all pieces of Ume-zu, the six northernmost ones, which
depict pink ume plum blossoms, were from the storage of the Ohiroma, more specifically, from the back side
of six fusuma sliding doors on the west side of the Fourth Room of the building. Eight pieces describing white
ume plum blossoms (of which only the four northernmost pieces are displayed in this exhibition) were from the
storage of the Tozamurai, more specifically, from the back side of the eight fusuma sliding doors on the west side
of the Fuyo-no-ma of the building This suggests that during the Meiji major repairs, these pieces were removed
from the fusuma sliding doors and then trimmed to fit in the tobusuma sliding doors of the Botan-no-ma before
being pasted there.
Incidentally, of the red ume plum pieces, the fifth one from the left when seen from the front show India ink draft
lines of a hawk seen through the gilt ground. This piece was originally located on the back side of a fusuma sliding
door, where a hawk perched on a rock is depicted, in the Fourth Room of the Ohiroma. The draft of the hawk is
slightly smaller than the hawk in the Ohiroma and also looks different from the Ohiroma version in terms of how
its wings spread. Therefore, it is thought that the painter began to draw the draft but abandoned it, upon which
gold leaf was pasted and then red ume plum blossoms were painted. The hawk drafted with India ink lines is also
a precious historical source that tells us how the murals were created in the 1620s.

(Naoko Matsumoto)

Nijo-jo Castle Painting Gallery: Summer Exhibition in 2023
Green Maple Leaves Welcoming Imperial Messengers : Chokushi-no-ma in the Tozamurai
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In 1603, Nijo-jo Castle was built by Tokugawa Ieyasu, the founder of the Tokugawa shogunate, at its current
location to the southwest,the urakimon (opposite to the demon’s gate) direction, in relation to the Imperial
Palace. The castle later underwent major repairs in preparation for Emperor Gomizunoo's visit in 1626.
Afterward, it served as a place for a few successive shoguns to stay during their visits to Kyoto and as a base for
negotiations with the Imperial Court until the end of the Edo period.

The Chokushi-no-ma at Ninomaru-goten Palace was a room dedicated to people from the Imperial Court. Nijo-
jo Castle is the only existing Japanese castle where this kind of room remains. This exhibition features the

Chokushi-no-ma and displays a mural depicting green maples in this room.

Visitors welcomed in the Chokushi-no-ma

Chokushi were messengers dispatched by the Imperial Court to announce the intention of the emperor on his
behalf. Ninomaru-goten Palace had a special room designed to courteously welcome chokushi. That was the
Chokushi-no-ma. It is thought that chokushi took seats on the upper level of the room.

In the initial years of the Tokugawa shogunate, one of the challenges faced by the new government was ensuring
cooperation from the Imperial Court. To foster harmony with the Imperial Court, the shogunate arranged the
marriage of Tokugawa Masako, a daughter of the second shogun, to Emperor Gomizunoo and received the
emperor’s visit at Nijo-jo Castle in 1626. Nevertheless, in 1627, the emperor granted permission for priests of
particular Buddhist temples, including those from Daitoku-ji Temple, to wear purple robes, which symbolized
the high ranks of wearers, without any consultation with the shogunate. This event, known as the “Purple Robe
Incident,” triggered escalating conflict between the shogunate and Imperial Court. In 1634, to improve the
deteriorating relationship with the Imperial Court, Tokugawa lemitsu, the third shogun, visited Kyoto, leading
a massive army of 300 thousand troops. After Iemitsu entered Nijo-jo Castle, the Imperial Court often sent
chokushi to the castle to congratulate him on his arrival in Kyoto and for other purposes. After that, Kyoto saw no
shogunal visits for a long time. In 1863, during the tumultuous final years of the Tokugawa shogunate. Tokugawa
Iemochi, the 14th shogun, visited Kyoto—the first shogunal visit to the Imperial Capital in 229 years. He was then
greeted by chokushi at Nijo-jo Castle. In 1866, chokushi were once again dispatched to the castle to deliver the
imperial message to appoint Tokugawa Yoshinobu as the 15th shogun.

After the Tokugawa shogunate returned political power to the Imperial Court, Nijo-jo Castle became an imperial
villa in 1884. When Crown Prince Yoshihito (later Emperor Taisho) visited Kyoto, he stayed in Honmaru-goten
Palace at Nijo Imperial villa. Issues of the Hinode Shimbun (present-day Kyoto Shimbun) newspaper mentioned
audiences with the crown prince held in the Chokushi-no-ma at Ninomaru-goten Palace on May 27, 1900 and on
June 7, 1907.

This means that the Chokushi-no-ma changed its status from a room for welcoming chokushi, or imperial

messengers, to a place for visitors to have an audience with the crown prince.

How the Chokushi-no-ma is designed

The Chokushi-no-ma is located in the Tozamurai building, which served as a waiting area at Ninomaru-goten
Palace. On its southwest side, the building has rooms that look intimidating with tiger murals, while its northeast
side is characterized by the gentle atmosphere of rooms decorated with botanical murals. The Chokushi-no-ma
is a room on the northeast side, comprising jodan (upper) and gedan (lower) levels. In the Edo period, the room
was also called “Tenjo-no-ma” or the “Jodan” and “Gedan” of the Tozamurai.

Since the Chokushi-no-ma was not intended for the shogun, the owner of the castle, to be seated on its upper

level, the room was designed differently from other meeting rooms in the palace. For example, the Chokushi-no-



ma lacks a tsukeshoin (writing alcove), a study for the owner, which the other meeting rooms have on the left of
the upper level when seen from the lower level. In addition, in the Chokushi-no-ma, Jodan-kamachi, a transverse
member between the upper and lower levels,and chodaigamae decorative doors are made of clear-lacquered
zelkova wood with the grain, instead of black-lacquered wood.

The entire mural of the Chokushi-no-ma depicts spring and summer plants, particularly featuring maple, peach,
and hinoki cypress trees. The large alcove and chodaibusuma sliding doors are adorned with maple trees display-
ing green leaves tinged with a faint red hue. These maples are of a kind named “Nomura.” Unlike other types of
maples that sprout green leaves in spring and turn red in fall, this particular kind exhibits red leaves in spring,
followed by green leaves in summer and red again in fall. With birds perching on their branches and trunks, the
green maples in the Chokushi-no-ma herald the arrival of summer.

The wall of the large alcove depicts a green maple standing on the ground at a beach, with a winding trunk and
branches extending upward to reach golden clouds. The wall with staggered shelves portrays rocks and an azalea.
While the surface of sliding doors of the closet above the staggered shelves depicts ume plum, cherry blossoms,
Japanese kerria and peony flowers, the usually unseen back side of the surface is decorated with violet, dandeli-
on, and hokogusa (Japanese cotton weed) flowers. The surface of the chodaibusuma sliding doors depicts green
maples hidden upward in golden clouds and reappearing above the nageshi (horizontal beam), with rocks in the
foreground and a beach in the background. The hinoki cypress tree painted on the south side of the lower level
gives an impression of towering height. Meanwhile, the surface of the koshi-shoji (paper sliding doors with waist-
high wooden panels on their bottoms) on the north depicts a creeping peach shrub. The entire room is thus de-
signed to offer a sharp contrast between the north and south.

The mural in the Chokushi-no-ma shows a style from the late Momoyama period, as seen by the way of depicting
green maples and hinoki cypresses that are so high that they look as if they are piercing the ceiling while using
golden clouds, the depiction of tree trunks biting the gold ground, and the way of using curves. This mural is at-

tributed to Kano Jinnojo.

Missing birds and violets

Of the original painted surfaces in the Chokushi-no-ma, two southern surfaces at the lower level have more
brilliant gilt grounds and colors than the others. Therefore, it has long been supposed that these surfaces were
repainted. This supposition has been confirmed by the recent discovery of reduced reproductions of Ninomaru-
goten Palace murals made by Itaya Hiroharu, a high-ranking painter who served the Tokugawa shogunate and
accompanied Tokugawa lemochi during his visit to Kyoto. His reproduction of the Chokushi-no-ma mural shows
seven birds and violets under the tips of hinoki cypress branches. Record of the Nijo Imperial Villa (stored at
the Archives and Mausolea Department, Imperial Household Agency of Japan) suggests that this part of the
mural was repainted around 1885 to 1886, when the villa, the former Nijo-jo Castle, underwent major repairs. It
is thought that the depiction of those seven birds and violets was removed from the surface during the repairs.
Since the original painted surface with the seven birds and violets no longer exists, the reproduction displayed in
the Chokushi-no-ma at Ninomaru-goten Palace also lacks this depiction. However, ongoing research efforts have

provided new insights into the appearance of Ninomaru-goten Palace in the distant past.

Just as the maple leaves change their colors according to the season, the Chokushi-no-ma has experienced
transformations over time in terms of its visitors and the motifs depicted in its mural. The green maples serve as
witnesses to the changes that have occurred over the years.

(Junko Furiya)
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Nijo-jo Castle Painting Gallery: Fall Exhibition in 2023

Chrysanthemums and Folding Fans: Yon-no-ma in the Kuroshoin

The rooms in the Kuroshoin at Ninomaru-goten Palace are decorated with murals of different motifs, including
seasonal flowers, birds, and other features. This exhibition displays all Yon-no-ma (Fourth Room) murals, which
fill the room with an autumnal atmosphere. In the Fourth Room, the fusuma sliding doors and walls below
the nageshi (horizontal beams) are decorated with depictions of chrysanthemums in full bloom along various
kinds of fences. Meanwhile, the walls above the nageshi depict various folding fans of different sizes fluttering
around against a background of silver grass waving in the wind. These walls below and above the nageshi seem
to constitute separate mural surfaces, but both have common features: depicting autumnal herbs and flowers
and dealing with favorite motifs in Chinese and Japanese literary works, such as waka and other types of poems.
Enjoy taking a close look at the chrysanthemum flowers and fences, which appear to be embossed, as well as the

46 folding fans, which are all portrayed differently.

Imperial visit in the Kan’ei era and the Fourth Room of the Kuroshoin

The Ninomaru-goten Palace was repaired in preparation for receiving a visit from Emperor Gomizunoo
(1596—1680) in the third year of the Kan’ei era (1626). The existing murals designated as Important Cultural
Properties were created during the repair. The Kuroshoin, which is located next to the Sotetsu-no-ma, in back
of the Ohiroma (lit. “Grand Hall”), was called the “Kohiroma” (lit. “Small Hall”) at the time of the imperial visit.
As seen by its name, the Kohiroma (Kuroshoin) is a building slightly smaller than the Ohiroma. It seems that,
while the Ohiroma was used for official meetings, use of the Kohiroma was limited to meetings with high-ranking
nobles, daimyo, etc. During the imperial visit, the area from the Ni-no-ma (Second Room) to the corridors of the
Kohiroma (Kuroshoin) was used as a place to entertain princes, priests from the imperial family, and court nobles
who accompanied the emperor. The Second Room on the lower level provided seats for princes and members of
the regent families, the San-no-ma (Third Room) for priests from the imperial family, and the Fourth Room and

the east corridor (Botan-no-ma) for high-ranking court nobles.

Fences, chrysanthemums, and streams

In the Fourth Room, which was formerly called the “Kiku-no-ma” (lit. “Chrysanthemum Room”), chrysanthemum
flowers of different sizes depicted below the nageshi catch the eyes of visitors. Their petals, painted with thick
layers of gofun (white pigment made from shell), appear to be embossed. This technique, which is also applied to
the depictions of fences, is called “moriage-gofun” (lit. “piled gofun”) or “okiage-gofun” (lit. “elevated gofun”).
Chrysanthemums grow along various kinds of fences. Straight bamboo fences are depicted on all walls in all
directions. Fences made of a combination of bamboo and brushwood overlap bamboo fences near the center of
the south side (displayed at the front in the gallery) and from the northernmost part of the west side to the north
side (displayed on the right side seen from the front in the gallery). Brushwood fences are depicted from the
eastern part of the tobusuma sliding doors on the north side nearly to the center of the fusuma sliding doors on
the east side (displayed on the left side seen from the front in the gallery). These fences stand on the bottom of
the surfaces or on the gilt ground. Behind the ground surfaces on the south to west sides and on the north side are
ultramarine streams. On the north and east sides, green embankments stretch in front of and behind the fences.
On and around the embankments on the east side are ground bamboos, gentians, and asters.

However, it is thought that the sliding doors on the north and east sides, facing the corridors, were removed
when the room was used to entertain guests during the imperial visit and on other occasions, for the convenience

of access and lighting. In such a case, visitors could not see the depictions of embankments and plants other
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than chrysanthemums. They could see only fences, chrysanthemums, and streams portrayed on the remaining
south and west walls. These three elements are associated with many Chinese and Japanese literary works.
The chrysanthemum, a species native to China, was used as a fragrant and medicinal herb and was thought to
symbolize nobleness and avert evil. The custom of drinking sake with chrysanthemum flowers soaked therein
in hope of longevity on the day of the Chrysanthemum Festival (the ninth day of the ninth month on the lunar
calendar) is thought to have been established in China during the Western Han period (206 BCE to 8 AD) at the
latest. The fourth day of Emperor Gomizunoo’s visit to Nijo-jo Castle was the day of the Chrysanthemum Festival,
when Tokugawa Hidetada (1579—-1632), a former shogun, presented the emperor with a silver pail with artificial
chrysanthemum flowers in it.

The custom of celebrating the Chrysanthemum Festival began to be practiced in Japan in the Heian period.
Around that time, people in Japan came to know the legend of “chrysanthemum water,” a stream of dew falling
from chrysanthemum flowers as a remedy that brings longevity, and the Chinese poet Tao Yuanming (365—
427), who loved chrysanthemums, both of which offered recurrent motifs in Japanese poetry. The legend of
“chrysanthemum water” inspired not only many waka poems but also the tale of Kikujido, which was created by
a Tendai-school priest in the Kamakura period. This Buddhist tale in turn provided inspiration for Noh plays,
such as Kikujido and Makurajido. The streams depicted with chrysanthemums may have reminded visitors to
the Fourth Room of the legend of “chrysanthemum water” and Kikujido. Also, the visitors may have associated
the combination of fences and chrysanthemums with a passage from a poem by Tao Yuanming: “Plucking

chrysanthemums under the eastern fence / serenely gazing at the southern mountains.”

Folding fans fluttering in the wind

Above the nageshi are 46 folding fans of different sizes scattered against a background of silver grass waving in
the wind. While all these fans are depicted as unfolded, there are two kinds of fans in terms of the representation
of shape: ones with a jagged edge due to the pleats and ones with a smooth arc edge, without depictions of
pleats. The former kind of fan has 10 ribs, while the latter has 12 to 18 ribs. Fans with 15 ribs account for a
majority of fans of the latter kind. In the world of Noh, the shite (protagonist), the waki (deuteragonist), and the
tsure (tritagonist supporting the shite and the waki) have fans called “chukei” with 15 ribs, while musicians and
others have fans called “shizume-ogi” with 10 ribs, that are also used in Noh dance in plain cloths. It is unknown
whether all of the fans with 12 or more ribs are chukei, but it is certain that these fans are intentionally depicted
differently. The fans widely vary in terms of their rib colors: some with each rib painted in a single color of red,
green, brown, or black, some with half of the ribs painted in a single color and the remaining half in a different
single color, some with every few ribs pained in a different color, and so on.

In addition, all fans differ in terms of the painting on them. The motifs range widely from flowers, birds, herbs,
trees, and India-ink landscapes to various Japanese-style objects and patterns, painted on the gilt, ultramarine,
gold- or sliver-dusted, plain, or other ground. Interestingly, seven fans are decorated with the motif of fences,
while a fan depicts autumnal herbs that closely resemble a part of the mural of fences and chrysanthemums below
the nageshi (exhibited in the front).

By the way, silver grass in ear depicted in the background indicates that it is fall. “Fans in fall” denote things that
are no longer necessary, after summer, when people need fans, is over. This motif is based on the legend of Ban
Jieyu (c. 1st cen. BCE), a woman of the inner palace in the Western Han who compared herself to a fan in fall
after losing the favor of the emperor. This legend also inspired many waka and other literary works in Japan,
including the Noh play Hanjo created by Zeami in the Muromachi period (1336—-1573).

The motifs of both the murals below and above the nageshi are associated with Noh plays. It is well known that
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warlords in the Warring States period loved Noh (= Sarugaku) as an indispensable form of entertainment on
festive occasions and that the Tokugawa shogunate also protected Noh and used it for ritual and ceremonial
purposes. At Nijo-jo Castle as well, Tokugawa leyasu and subsequent shoguns often held Sarugaku performances,
and Emperor Gomizunoo was also entertained with a Sarugaku performance presented on the fourth day of his
visit to the castle. Although neither Kikujido nor Hanjo were included in the program that day, the murals of the
Fourth Room of the Kuroshoin must have reminded court nobles and high-ranking samurai, who were highly
educated in Chinese and Japanese literature, of various literary works, including Noh plays.

(Naoko Matsumoto)

Nijo-jo Castle Painting Gallery: Winter Exhibition in 2023

Waiting for Spring, Surrounded by Pine Trees: San-no-ma in the Kuroshoin

The original murals of the Ninomaru-goten Palace at Nijo-jo castle were created by Kano-school artists during
major renovation of the castle in 1626, in preparation for a visit by Emperor Gomizunoo (1596—1680). This
exhibition features all the murals in the San-no-ma (Third Room) of the Kuroshoin at the Ninomaru-goten

Palace.

Role of the Kuroshoin’ s Third Room and pine trees

In the early Edo period, the Kuroshoin was called “Kohiroma” (lit. “Small Hall”) in contrast to the Ohiroma (lit.
“Grand Hall”), which was used for official meetings between the shogun and visitors. In the Ohiroma, the shogun
mainly met feudal lords and envoys from overseas countries, while the Kohiroma (Kuroshoin) was used for
meetings with high-ranking court nobles and feudal lords close to the Tokugawa clan. It is believed that, in both
buildings, the Ichi-no-ma (First Room) was where the shogun sat during meetings, faced by visitors seated in the
Ni-no-ma (Second Room), while the Third Room was used as a waiting room for visitors before meetings.

While the murals in the First to Fourth Rooms of the Ohiroma depict pine trees with birds, the alcove in the First
Room and the murals of the Third Rooms of the Kuroshoin also feature pine trees. In Japan, evergreen pine trees
have been viewed as a symbol of eternal youth, longevity, and permanent prosperity. It is therefore thought that
the Ohiroma and the Kuroshoin were decorated with murals of pine trees in hopes of the perpetuity of the power

of the Tokugawa shogunate.

From winter to spring

However, there are some differences between the depictions of pine trees in the Kuroshoin’s Third Room and
those in the Ohiroma. A huge pine tree extends its branches across each entire wall of the Ohiroma, whereas
the mural surfaces in the Kuroshoin’s Third Room are divided by nageshi (horizontal beams) into upper and
lower parts, on which relatively small pine trees are depicted. Therefore, while the pine trees in the Ohiroma
exudes a feeling of majesty and grandeur, the pine trees in the Kuroshoin’s Third Room have an elegant and light
atmosphere.

The mural Matsu-zu (Pine Trees) under the nageshi in the Kuroshoin’s Third Room features not only pine trees
but also seasonal motifs that represent the period from late summer to winter. For example, the sliding doors on
the east side (displayed on the right side of the gallery when seen from the front) are decorated with depictions
of over-leafed pondweeds blooming from late summer to autumn, while the tobusuma sliding doors on the south
side (displayed on the left side of the gallery) and the sliding doors on the west side (displayed on the front side of
the gallery) depict gentians flowering in autumn. The four sliding doors on the north side (displayed on the right
side of the gallery) show harvested rice fields and a white heron flying over them, while the wall next to the sliding
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doors depicts a pine tree covered with a light layer of snow and two white herons standing near its base.

As mentioned above, the Third Room of the Kuroshoin was a waiting room for visitors to the shogun. At the
appointed time, the visitors entered the Second Room, which is decorated with a spring landscape with cherries
blooming and small birds at play, to meet the shogun seated in the First Room. When those visitors passed
from the Third Room, which features late-summer to winter landscapes, into the meeting room, they may have
received a strong visual impression from the image of a bright and brilliant spring landscape depicted on the
mural there. It can be thought that the pine trees in late-summer to winter landscapes depicted in the Third
Room as a waiting room were intended to strengthen the impression of the bright spring atmosphere of the

meeting room.

Amanohashidate depicted at shoguns’ residences

Above the nageshi in the Third Room of the Kuroshoin room is a mural called Hamamatsu-zu (Beach with
Pine Trees) . This beach is composed of two long and narrow sandspits, one extending from east to west on the
north wall and the other from west to east on the south wall. These depictions are reminiscent of the geographic
feature of Amanohashidate, a famous place of scenic beauty. Recent studies have revealed that a building called
“Shinzokaisho” constructed by Ashikaga Yoshinori (1394—-1441), the sixth Muromachi shogun, and the Izumi-
nishi-dono Palace constructed by Ashikaga Yoshimasa (1436—90), the eighth Muromachi shogun, were also
decorated with murals of Amanohashidate. These buildings were both constructed on the site of Muromachi-
dono, the shogun’s residence located to the northwest of the imperial palace. Built by Ashikaga Yoshimitsu
(1358-1408), the third Muromachi shogun, Muromachi-dono was also called the “Flower Palace.” It has been
pointed out that Amanohashidate was selected as a motif for the murals in the residences of Yoshinori and his
son, Yoshimasa, probably handing down the tradition originated by Yoshimitsu, who had his residence decorated
with a depiction of Amanohashidate, which he often visited. Amanohashidate has been a famous landmark since
ancient times and has been a recurrent motif in literary works, such as Waka poems and Noh plays, as well as
paintings.

If the Hamamatsu-zu in the Kuroshoin’s Third Room depicts Amanohashidate, it is plausible to infer that the
Tokugawa shogunate created the mural not only due to literary and artistic tradition related to Amanohashidate,
but also since it was a motif often used to decorate the residences of the Muromachi shoguns. The various types of
birds depicted along with cherries in the meeting room of the Kuroshoin also remind us of the “bird alcove” that
existed in the Shinzokaisho constructed by Yoshinori, the sixth Muromachi shogun. The Tokugawa shogunate
may have chosen this motif with the aim of demonstrating its own status as the successor to the Muromachi
shogunate and the status of the Ninomaru-goten Palace as the residence of the “shogun.” The Tokugawa
shogunate may have believed that this message would work more effectively on high-ranking court nobles who
entered the Kuroshoin—visitors with knowledge of the residences of the Muromachi shoguns— rather than feudal
lords who entered the Ohiroma.

This choice of the motif was possible because the Kano school, which created the murals of Nijo-jo Castle,
had served the Muromachi shogunate and fulfilled its commissions since the time of Kano Masanobu (1434?—
1530?), the school’s founder. Painters at the time reproduced their predecessors’ works by hand or maintained
an accumulation of their predecessors’ sketches, using those reproductions or original sketches as sources of
reference for their own creative activities. The residences of the Muromachi shoguns had disappeared by the time
of the creation of the murals at the Ninomaru-goten Palace. However, it can be assumed that the murals could
not have been created in conformity with the tradition of shoguns’ residences without the existence of the Kano-

school painters, who had served the shogunate since the Muromachi period and were able to consult their own
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archives.

Kano Naonobu, the painter of the murals
The murals of the Third Room of the Kuroshoin are attributed to Kano Naonobu (1607-50). His elder brother,
Tan'yu (1602—74), painted the abovementioned mural of the meeting room in the Ohiroma. Naonobu, who was
20 at that time, is said to have received support from well-experienced senior painters. His depictions of golden
clouds covering the surface like a curtain and pine trees bending in the form of a circular arc seen in Matsu-zu
in the Kuroshoin’s Third Room suggest his attitude of following the examples of senior Kano-school painters.
However, the gentle atmosphere of the entire mural and lovely and delicate depictions of birds and flowers show
a sign of his individuality. We hope that you will enjoy exploring what new challenges the young painter took on
while following various traditions.

(Shiho Nakano)
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