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Nijo-jo Castle Painting Gallery Exhibition in 2025 “Birds-and-Flowers Paintings in a Different
Key” Series

Important Cultural Property (Paintings): Most of the murals in Ninomaru-goten Palace at Nijo-jo Castle were painted by Kano
school artists during the large-scale renovation in 1626, during the time of the third Tokugawa shogun, Iemitsu (1604-51).

This year, as part of the series “Birds-and-Flowers Paintings in a Different Key,” we focus on the murals depicted in the
rooms located in the northeast of each building of Ninomaru-goten Palace. These murals depict bird and flower scenes that

share similarities with other rooms while also possessing distinct characteristics.

Nijo-jo Castle Painting Gallery; Spring Exhibition in 2025
The Shogun’s Hawk: The Fourth Room of the Ohiroma
The Role of the Ohiroma and the Birds Depicted

This exhibition introduces the mural “Matsutaka-zu (Pines and Hawks)” from the Yon-no-ma (Fourth Room) located in
the northeast of the Ohiroma of Ninomaru-goten Palace. Among the rooms in the Ohiroma, the Ichi-no-ma (First Room) and
Ni-no-ma (Second Room) were official audience chambers for the shogun, while the San-no-ma (Third Room) was where
those waiting for an audience were said to wait. Historical documents regarding the use of the Fourth Room have not yet
been discovered, but it is believed to have served a supplementary role.

The murals from the First to Fourth Rooms of the Ohiroma depict giant pine trees and birds against a gold leaf
background. In the First Room, golden pheasants are depicted, while peacocks are depicted in the Second and Third Rooms.

These were all rare exotic birds with beautiful plumage and were also presented as gifts to those in power. It is believed that
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depicting such beautiful gifts served not only to decorate the rooms but also to demonstrate power. On the other hand, the

birds in the Fourth Room depict majestic hawks and eagles, giving it a different atmosphere from the First to Third Rooms.

Hawks and Those in Power

Falconry—hunting with trained hawks—has been practiced by those in power since ancient times. In Japan, falconry
itself had characteristics related to military training, and hawks and their prey played an important role as gifts exchanged
between powerful individuals to establish and confirm master-servant or friendly relationships. In ancient times, the emperor
practiced falconry, but from the 12th century onward, this practice declined among emperors and was instead taken up by
warriors. For example, we know that Oda Nobunaga (1534-82), who laid the foundation for the unification of Japan in the
latter half of the 16th century, and his successor Toyotomi Hideyoshi (1537-98) engaged in falconry. In 1591, after practicing
falconry in the Mino, Owari, and Mikawa regions, Hideyoshi returned to Kyoto with over 150 falconers and several hundred
mounted soldiers, displaying more than 37,000 prey animals as he passed by the south side of the Imperial Palace before
returning to his castle, Jurakudai. Besides presenting prey to the emperor, he also hosted banquets at Jurakudai for imperial
messengers, regent families, and monzeki (priests of imperial or aristocratic lineage), using hawks and their prey as tools to
demonstrate his military might throughout Kyoto.

After them, Tokugawa leyasu (1543-1616), who achieved unification of the country, became the Seii Taishogun
(commander-in-chief against the barbarians), established the shogunate in Edo, and built Nijo-jo Castle in Kyoto, was known
especially for his love of hawks and falconry, engaging in falconry more than a thousand times in his lifetime. In 1612, the
shogunate prohibited falconry and hawk ownership among court nobles—a move purely driven by the political significance
these activities held. The shogunate’s policy aimed to control court nobles to prevent them from maintaining military
power. lemitsu, who admired his grandfather Ieyasu, also frequently engaged in falconry, suggesting that at the time when
the murals of the Fourth Room of the Ohiroma were created, hawks were considered important birds symbolizing military
power that supported authority.

The fact that birds representing splendid gifts that resulted from possession of power were depicted in the First to Third
Rooms used for audiences, while hawks symbolizing the military strength that backed up that power were depicted in the

Fourth Room behind them, can be seen as the result of efforts to visualize the shogun’s power in each room.

Carrying on the Legacy of the Momoyama Style

The murals in the Fourth Room of the Ohiroma were painted by Kano Sanraku (1559-1635). Born as the son of Kimura
Nagamitsu (birth and death dates unknown) who served Azai Nagamasa (1545-73), Sanraku served Toyotomi Hideyoshi
and his son Hideyori (1593-1615), and on Hideyoshi’s orders, became an apprentice of Kano Eitoku (1543-90). Sanraku is
said to have been the most successful artist in carrying on the legacy of the Momoyama painting style represented by Eitoku,
which was highly favored by Nobunaga and Hideyoshi. After the fall of the Toyotomi family, Sanraku was temporarily a
fugitive as a Toyotomi retainer, but received amnesty from the second shogun Hidetada (1579-1632) and continued to work
as a painter.

The murals of the Fourth Room that Sanraku was responsible for carry on the legacy of the Momoyama style. For
example, on the south side (front of the exhibition room), the upper part of the pine is hidden by clouds, and on the east
side (left of the exhibition room) and north side (not exhibited), parts of the pines and oaks are hidden by clouds, indicating
that the clouds are in front of the trees. Also, on all four wall surfaces, water flows are depicted as partially hidden by trees
and rocks, indicating that these elements are in front of the water flow. In other words, the overlap and arrangement of
motifs show spatial depth from front to back. This way of depicting three-dimensional space where motifs exist is one of
the characteristics of Kano school paintings from the Muromachi to Momoyama periods, and contrasts with the depiction

method in the murals of the First to Third Rooms, which largely avoids overlapping motifs.
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Additionally, while the birds in the First to Third Rooms are depicted close to their actual size, the hawks and eagles in
the Fourth Room are painted larger than their actual size, creating a powerful visual impact. We can see commonalities with
Momoyama paintings in such placement and sizing of motifs.

On the other hand, the west side (right of the exhibition room) has no clouds in front of the pine trees and the entire pine
tree is visible, which is a feature shared with the murals in the First to Third Rooms. The First to Third Room murals were
the responsibility of Eitoku’s grandson, Kano Tanyu (1602-74). Tanyu’s style, which eliminated depth, is characteristic of
the new painting style of that time. The fact that Sanraku eclectically used both the old Momoyama style and the new Edo
style in these Matsutaka-zu indicates that this work exists in a transitional period when painting styles were changing.

Please take the opportunity to view the majestic hawks painted by Sanraku, who lived through the transition period from
the Momoyama era to the Edo era.

(Shiho Nakano)

Nijo-jo Castle Painting Gallery; Summer Exhibition in 2025
Towering Cypress: The Chokushi-no-ma of the Tozamurai
The Tozamurai and Chokushi-no-ma of Nijo-jo Castle’s Ninomaru-goten Palace

This exhibition introduces the murals of the lower level of the Chokushi-no-ma, which is located to the northeast of the
Tozamurai.

Historical documents reveal that the reception hall currently called “Chokushi-no-ma” was known as “Tenjo-no-ma”
during the Edo period. In the palaces of the Tokugawa shogunate’s castles—namely Edo-jo Castle, Osaka-jo Castle, and
Nijo-jo Castle—the Tozamurai wing contained rooms painted with tigers and lions, called “Tozamurai-no-ma” or “Tozamurai
Okachi-Bansho,” located near the carriage entrance on the south side, while on the north side was the “Tenjo-no-ma” used
by imperial messengers (chokushi) and messengers of the retired emperor (inshi) from the court.

However, the Tozamurai and “Chokushi-no-ma (Tenjo-no-ma)” of Nijo-jo Castle’s Ninomaru-goten Palace have three
distinctive features that differ significantly from those of other castles. First, the Tozamurai of Nijo-jo Castle’s Ninomaru-
goten Palace is dramatically larger in scale. While the Tozamurai of other castles consisted of two rooms on the south
side and three to four rooms on the north side, making them smaller than the Ohiroma, the Tozamurai of Nijo-jo Castle’s
Ninomaru-goten Palace is the largest wing in the Ninomaru-goten Palace, comprising ten rooms in total. Next, regarding
the position of the “Chokushi-no-ma (Tenjo-no-ma),” while in other castles it occupies the northwest of the wing, at Nijo-
jo Castle it is placed in the northeast. Also, only Nijo-jo Castle has a Chodaigamae, which is one of the decorative elements
indicating formal status.

While it is difficult to clearly explain why only Nijo-jo Castle differs in this way, it may be because Nijo-jo Castle, being
the castle in the Imperial capital was expected to conduct negotiations with the court more frequently and on a larger scale
than other castles. For this reason, the “Chokushi-no-ma (Tenjo-no-ma)” at Nijo-jo Castle may have needed more luxurious
furnishings than those at other castles. Additionally, the Tozamurai of Nijo-jo Castle’s Ninomaru-goten Palace has the
Yanagi-no-ma, Wakamatsu-no-ma, and Fuyo-no-ma, which do not exist in the Tozamurai of other castles. The painting
subjects of all these rooms are flowering trees and plants, which share common elements with the Kaede Hinoki Momo
Shokin-zu (Maple, Cypress, Peach and Small Birds) of the Chokushi-no-ma, leading to speculation that they served to

complement the Chokushi-no-ma.

Another Momoyama Style

The Chokushi-no-ma depicts flowering trees from spring to early summer. Among the fissuma sliding doors (displayed
facing front), the first and second from the right and the koshi-shoji (paper sliding doors with waist high wooden panels
on the bottoms) (displayed on the right) feature peach trees, the upper nageshi (horizontal beams) (displayed on the right)
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show distant mountains and green maples, and from the third fiusuma sliding door to the wall painting (displayed on the
left) cypress trees are depicted, while the fourth fissuma sliding door from the right shows flowering crabapple behind the
cypress. The long, curving branches of the peach and cypress trees, and the curved lines at the base of the cypress, follow the
painting style of Kano Mitsunobu (1565-1608). Mitsunobu was the eldest son of Kano Eitoku (1543-90) and led the Kano
school after Eitoku’s death. While Eitoku composed large-scale murals with massive trees using thick trunks and branches,
Mitsunobu created an entirely different style from his father’s by arranging trees with slender trunks that curve gently,
placing them in the foreground and background to create a sense of depth. The painter of the Chokushi-no-ma murals, Kano
Jinnojo (1583-1628), was Eitoku’s nephew and Mitsunobu’s cousin. After the death of his father, Kano Soshu (1551-1601),
Jinnojo is said to have received protection from the elder Mitsunobu.

What most catches the eye in the Chokushi-no-ma (lower level) is the grove of cypress trees that pierce through golden
clouds and tower higher than the ceiling. The technique of concealing the upper portions of the trees with golden clouds to
suggest they continue beyond the mural surface, and arranging the trees in the foreground and background to create depth
within the mural, is commonly seen in Mitsunobu’s works. However, unlike the delicate and graceful trees that Mitsunobu
painted, the trees in the Chokushi-no-ma, particularly the massive cypress depicted in the foreground, have sturdy trunks
of considerable thickness that stretch upward toward the sky. Compared to Mitsunobu’s style of arranging many different
motifs and using complex, multi-layered golden clouds, the number of motifs is limited and the golden clouds are simplified.

Instead, by increasing the thickness and size of individual motifs, the mural creates a sense of power and imposing presence.

Lost Murals and New Murals

Among the Chokushi-no-ma (lower level), two panels of the wall paintings (displayed on the left, third and fourth from
the right) and five panels of the koshi-shoji sliding doors (displayed on the right, fourth through eighth from the right) are
newly painted surfaces created during restoration. In 1884, Nijo-jo Castle became an imperial detached palace, and extensive
repairs were carried out in 1885 and 1886. From 1871, the Ninomaru-goten Palace was used as the Kyoto prefectural office,
and it is said that damage to the murals progressed during the period before it became a detached palace. Painters were hired
for the repairs, and it appears that restoration work was carried out on the missing sections. While it is unclear which specific
painters were responsible, the newly painted surfaces differ from the original murals. This is because reduced-scale drawings
of the murals were created during the late Edo period (Collection of Tokyo National Museum, “Materials Handed Down by
the Itaya Family”), and these differ from the current murals. According to the drawings, the fourth wall painting from the
right depicted violets and seven birds that do not exist in the current mural. Also, the peach trees on the koshi-shoji differ in
composition and motifs. These drawings were created by an official painter of the Shogunate, Itaya Hiroharu (1833-82) who
accompanied the 14th Tokugawa shogun Iemochi (1846-66) on his journey to Kyoto in 1863. From Hiroharu’s diary, we
know that he and fellow painter Kano Shosenin (1823-80), who also traveled to Kyoto, created drawings of the main rooms
of the Ninomaru-goten Palace from March 7 to 19 of that year. The new murals tell the story of the Ninomaru-goten Palace’s
history as it transformed from the shogun’s palace to a prefectural office, and then to an imperial detached palace.

(Naoko Matsumoto)

Nijo-jo Castle Painting Gallery: Autumn Exhibition in 2025
Autumn in Kuroshoin: The Fourth Room of the Kuroshoin
Function and Murals of the Kuroshoin
This exhibition introduces the murals of the Yon-no-ma(Fourth Room) located in the northeast of the Kuroshoin of
Ninomaru-goten palace.
The Kuroshoin of Ninomaru-goten Palace was recorded as Kohiroma (Small Hall) in historical documents from the early

Edo period. While the Ohiroma (Great Hall) served as an audience chamber for meetings between the shogun and daimyo



or foreign envoys, the Kohiroma (Kuroshoin) was used for audiences with high-ranking court nobles and daimyo who were
close to the Tokugawa family. During Emperor Go-Mizunoo's (1596-1680) imperial visit to Nijo-jo Castle from September
6-10 in 1626, the Kohiroma served as a banquet hall for high-ranking court nobles including the regent families and
ministers.

The murals in each room of the Kuroshoin have three major characteristics. First is the use of elaborate techniques such
as kirihaku (cut gold foil), kin-sunago (gold dust), and moriage gofun (raised gofun whitewash); second is the change in
composition and subject matter above and below the nageshi (horizontal beams); third is the depiction of seasonal motifs,
the Ichi-no-ma (First Room) and Ni-no-ma (Second Room) feature spring, the San-no-ma (Third Room) depicts autumn to
winter, and the Yon-no-ma (Fourth Room), which we introduce in this exhibition, shows autumn. These characteristics of the
Kuroshoin murals contrast sharply with those of the Ohiroma, which feature large-scale compositions extending from floor
to ceiling depicting evergreen pines, exotic rare birds, and hawks symbolizing power. This difference likely stems from the
distinct functions of these spaces: while the Ohiroma aimed to showcase the shogun's unchanging authority, the Kuroshoin

was designed to welcome guests as special visitors and foster intimate relationships.

A Special Autumn

The Fourth Room of the Kuroshoin featured in this exhibition is located in the northeast of the building, behind the First

Room and Second Room which are positioned on the north and south sides of the building's west wing. The murals likewise
reflect this positioning: while the First Room and Second Room depict spring scenes, the Fourth Room shows autumn motifs
with pampas grass and fan shapes above the nageshi and chrysanthemums below. This positioning of the Kuroshoin’s front
and back is thought to be emphasized through the depiction of contrasting seasons - spring and autumn.
The “Akikusa Senmenchirashi-zu (Folding Fans Falling on Fall Flowers)” above the nageshi in the Fourth Room depicts
pampas grass swaying in the wind along with a total of 46 fan shapes dancing in the breeze. Each fan features different
motifs—flowers, birds, plants, figures, and landscapes— painted using various techniques including kirihaku, kin-sunago,
moriage gofun, and suiboku (ink wash painting). No two designs are alike, making it like a miniature art museum. Historical
records show that folding screens with fan attachments against autumn grass backgrounds were appreciated in the circles of
emperors and shoguns as early as the mid-15th century.

The “Kiku-zu (Chrysanthemums)” below the nageshi depicts chrysanthemums, fences, and flowing water. The so-
called “Chrysanthemum Water Legend,” which holds that dew from chrysanthemum flowers has life-extending properties,
was transmitted from China to Japan and incorporated into the designs of arts and crafts as well as performing arts like
Noh theater. The Chrysanthemum Festival ceremony, where sake with floating chrysanthemum petals is consumed to
pray for longevity, also came from China to Japan and became a court ritual in the early Heian period (794-1185). The
chrysanthemums and water flow depicted in the Fourth Room’s “Kiku-zu” directly evoke this chrysanthemum water legend.

Ninomaru-goten Palace contains other murals depicting autumn scenes in locations such as the Third Room of the
Kuroshoin, the Second Room of the Roju-no-ma (Senior Councilors’ quarters) in the Shikidai, and the Chodai-no-ma of
the Tozamurai and Shiroshoin, but these represent autumn through familiar motifs like wild geese, herons, bush clover, and
harvested fields. However, the Fourth Room of the Kuroshoin is distinctive in how it represents autumn while emphasizing
splendor and auspicious meaning through fan shapes painted with various subjects and chrysanthemums symbolizing

longevity.

Young Artist and Classical Style
The murals of the Fourth Room in the Kuroshoin are said to have been created primarily by Kano Naonobu (1607-50).
Naonobu was the younger brother of Kano Tanyu (1602-74), who led the creation of Nijo-jo Castle’s murals in 1626 and

though only 20 years old at the time, his exceptional artistic talent is already evident in the Fourth Room murals.
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In the “Akikusa Senmenchirashi-zu” above the nageshi, fan shapes dance gracefully among swaying pampas grass,
overlapping or separating, turning sideways or downward in varied arrangements. The curved lines created by the outlines
of the pampas grass and fans repeat rhythmically, while the “Kiku-zu” below the nageshi emphasizes vertical and horizontal
elements through chrysanthemums extending upward, water flowing horizontally, and bamboo fencing that incorporates both
vertical and horizontal elements. Such repetition of curved lines and compositions based on geometric forms of horizontal
and vertical elements are considered characteristic features of Kano school painting during the Genna-Kan’ei period (1615-
44).

On the other hand, the “Kiku-zu” also displays features that could be called classical for its time. This is evident in how
the chrysanthemums are layered with brushwood fences, bamboo fencing, gold clouds, and earthen slopes. This method of
expressing spatial depth by layering motifs was a traditional spatial technique in Kano school painting that continued from
the late 16th century. In contrast, the murals Tanyu created for the First Room through Third Room of the Ohiroma employ
spatial expression that avoids layering motifs as much as possible, leading toward a new period style.

In the Fourth Room murals, Naonobu skillfully combined traditional depth expression with contemporary compositional
sensibilities, creating murals that are splendid yet possess delicacy and lightness.

(Shiho Nakano)

Nijo-jo Castle Painting Gallery: Winter Exhibition in 2025
Flowers and Birds in the Inner Palace: The Fourth Room and the Chodai-no-ma of the Shiroshoin
Murals in Yon-no-ma (Fourth Room) of Shiroshoin and Chodai-no-ma

Located deep within Ninomaru-goten Palace, Shiroshoin served as the lord’s private quarters. Until the Edo period, it was
called “Goza-no-ma,” but the name “Shiroshoin” became established during the Meiji period. The complex consists of Ichi-
no-ma (First Room) (upper level), Ni-no-ma (Second Room) (lower level), San-no-ma (Third Room), Yon-no-ma (Fourth
Room), Chodai-no-ma, and Fuzoku-no-ma (attached rooms). The First Room served as the lord’s living quarters, while the
other rooms likely played supporting roles.

The murals from the First Room through the Fourth Room of Shiroshoin are painted in ink and light color, with each room
featuring different subjects. The First and Second Rooms depict landscapes, the Third Room shows landscapes with figures,
and the Fourth Room and Chodai-no-ma feature flowers and birds. According to Honcho Gashi, a history of painting in
Japan compiled by Kano Eino (1631-97), painting subjects followed a hierarchy, with landscapes ranking highest, followed
by figures, then flowers and birds. The subjects in each room of Shiroshoin follow this hierarchical system. The ink paintings
in the First through Fourth Rooms are attributed to Kano Naganobu (1577-1654).

The Fourth Room’s murals depict winter scenery. Against snow-covered, white-hazed landscapes, birds command a
strong presence. Coal tits fly against snowy mountains, sparrows huddle together on bamboo, moorhens peers at the water’s
surface, a shima-hiyodori(a kind of bulbul) perch on snow-laden willows, and herons gather by the waterside. Each scene
is full of poetry. The depiction of two sparrows in particular have long been cherished as “sleeping sparrows,” and records
show they were introduced as one of Ninomaru-goten Palace’s masterpieces in the Hinode Shimbun newspaper in 1886.
Rather than the exotic birds like peacocks and golden pheasants in Ohiroma, or majestic birds like eagles and hawks, this
room depicts humble birds like sparrows and moorhens. These birds, living bravely in the crisp cold, evoke a sense of quiet
tranquility. Furthermore, camellias and plum blossoms blooming amid the cold winter landscape bring a vibrant sense of life
to the scene.

While other rooms in Shiroshoin feature light ink and light color paintings, the murals in the Chodai-no-ma employ rich
colors and gold leaf to express autumn scenery. The paintings are divided above and below the nageshi (horizontal beams),

with asters and China pinks above, and red and white Japanese bush clover, Japanese valerian, and gold-leafed brushwood
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fences below. The Japanese bush clover, growing upward as if surging from below, is painted with effective use of empty

space, creating an atmosphere of autumn solitude.

Renovation of Shiroshoin for the Imperial Visit to Nijo-jo Castle (also known as the Kan’ei Imperial Visit)

Nijo-jo Castle was built by Tokugawa Ieyasu (1542-1616) in 1603, and was modified from its original form for Emperor
Go-Mizunoo’s (1596-1680) imperial visit in 1626. Ninomaru-goten Palace underwent major renovation as a palace for the
third shogun Iemitsu (1604-51), and Shiroshoin also received significant modifications at this time. The current Fourth Room
and Chodai-no-ma were originally a single room called Ni-no-ma (Second Room), which was divided and reconstructed
into two rooms. The Second Room (now Chodai-no-ma and the Fourth Room), originally on the east side, was relocated to
the south of the First Room, and the First Room’s configuration was changed accordingly. Previously, the foko (alcove) was
on the west side to the viewer’s right with the chigaidana (staggered shelves) to the left, but it was changed to the current
arrangement with the foko on the north side to the viewer’s left and the chigaidana to the right.

Shiroshoin was originally designed for the lord to sit facing east with his back to the west, but this major renovation
changed it so he would face south. The Chinese concept of rulers sitting with their backs to the north and facing south had
long been adopted in Japan, and formal reception rooms were arranged accordingly. The reception rooms in Ninomaru-goten
Palace’s Ohiroma and Kuroshoin were already designed for the lord to sit with his back to the north, facing south. While we
cannot state definitively why Shiroshoin was changed in this way, it may have been to incorporate more formal elements into
what was a private residence.

These architectural changes also affected the murals. One fobusuma (displayed on the right when facing forward) is shared
between Chodai-no-ma and the Fourth Room.

This is evidence of how the original Second Room, spanning four bays east to west, was divided with one and a half
bays for Chodai-no-ma and two and a half bays for the Fourth Room. This fobusuma sliding door, repainted during the
renovation, shows the pampas grass and Japanese valerian of the Chodai-no-ma on the left side, and the snow-covered plum
branches and bamboo of the Fourth Room on the right. A single tobusuma sliding door is used across two rooms separated
by a pillar, which is why two different paintings appear on it. The discolored strip about 20 centimeters wide between the
autumn grasses and ink painting marks where it was hidden behind the pillar.

Flowers and birds quietly dwell in the Fourth Room and Chodai-no-ma. Only the palace lord and his close attendants
knew of their quiet life. This space where time flows peacefully lives on in the deepest reaches of Ninomaru-goten Palace.

(Junko Furiya)
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