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FOREWORD

“Edo” is not a name that prompts instant recognition in the West, yet it deserves to be better known.

It refers both to the city of Edo—now called Tokyo—and to a time period, from 1615 through 1868, dur-
ing which fifteen generations of Tokugawa shogun, or feudal overlords, ruled Japan from this urban
capital. The political stability of the period enabled a vibrant popular culture to develop. New styles of
artistic expression appeared throughout Japan, in elaborate screen paintings and scrolls, dramatic
sculpture and armor, elegant ceramics and lacquers, lively textiles and color woodblock prints. Subject
matter once reserved for the aristocracy or samurai was appropriated by the newly affluent merchant
class, despite the rigid hierarchical organization of society. Neo-Confucian moralists as well as bitingly
satiric humorists contributed to the artistic ferment and cultural discourse.

The challenge of assembling a comprehensive Edo exhibition is in doing justice to the richness
and abundance of the period. The number of objects required, and the concomitant range of format
and medium, is immense. Perhaps for this reason no large-scale exhibition covering the entire period
has ever been attempted in this country, the only precedent elsewhere being a 1981 show at the Royal
Academy, London. From the beginning the National Gallery of Art has had the strong support of the
Agency for Cultural Affairs (Bunkacho), Tokyo, through which all registered art objects such as National
Treasures and Important Cultural Properties must be lent. Nearly fifty such objects from seventy-five
Japanese collections will be included in our exhibition. Among these are many that have never before
left Japan, including the legendary Hikone Screen. The Japan Foundation was also an early and active
collaborator in the project, and it is generously supporting the transportion costs for the exhibition.
Since 1994 the Gallery has been fortunate to have had the enthusiastic participation of Robert T. Singer
as guest curator. We are indebted to the trustees and administration of the Los Angeles County
Museum of Art, who agreed to share his expertise with us.

I would like to single out several of our Japanese colleagues for special recognition, beginning
at the Bunkacho with Hideki Hayashida, commissioner, along with Shinji Kondo, Akitoshi Inoue,
and Akira Machida. Akiyoshi Watanabe and Karoku Miwa started us on this journey, while Norio Suzuki,
director of the fine arts division, lent his support and guidance on countless occasions, assisted by
Toshifumi Hagiwara. To curatorial staff Koichi Fujimoto, Shiro Ito, Toshie Kihara, Shin’ichi Miyajima,
Kensuke Nedachi, and Takamasa Saito as well as Teruhisa Funato, Tatsuo Kishi, and Hidenori Sugawara,
we are grateful. At the Japan Foundation I thank Hiroaki Fujii, president, Kyoko Nakayama, and Sohei
Yoshino, and in particular Takakuni Inoue and later Hayato Ogo, with Atsuko Sato and Shuji Takatori.
Numerous individuals at both of these essential and venerable Tokyo institutions have labored long
and hard on behalf of this exhibition.

The National Gallery of Art is especially grateful to NTT and its president, Jun-ichiro Miyazu,
for their extraordinary generosity, without which the Edo exhibition would not be possible.

Finally, a great debt is owed to all of the lenders, both public and private, who have so gener-

ously agreed to share these rare and seldom-seen treasures with our museum visitors.

Earl A. Powell III
Director, National Gallery of Art

Opposite: detail of Dancers (cat. 232)
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STATEMENT

FROM THE

AGENCY FOR

CULTURAL

AFFAIRS

The Agency for Cultural Affairs (Bunkacho) of the Government of Japan has presented overseas an
exhibition of Japanese masterworks of art every year since 1951 to promote international cultural ex-
changes. This extensive program of exhibitions has been undertaken to introduce Japanese culture
to the people of other countries and thus further understanding of Japanese history and culture.

Many of these exhibitions have been held in the United States. Among them, the large-scale
Japan: The Shaping of Daimyo Culture 1185-1868 attracted a great number of visitors when it was held
at the National Gallery of Art in 1988-1989. A decade later we are honored and delighted to present
Edo: Art in Japan 1615-1868 at the National Gallery of Art in the nation’s capital.

The Edo exhibition comprises paintings, prints, sculpture, and decorative arts, organized within
the framework of six themes. The first gallery of the exhibition introduces masterworks from all fields,
while the sections of the catalogue —focusing on Ornament; Samurai; Work; Religion and Festivals;
Travel, Landscape, and Nature; and Entertainment—comprehensively explore the energy and cultural
refinement of the people of the Edo period.

Superb paintings from the Rinpa, Nanga, and Shasei schools, as well as ukiyoe paintings and
prints, are displayed throughout the exhibition. The sculpture includes n6 and kyogen masks, portrait
sculpture, and works made by Enkt and Mokujiki for use in popular Buddhism. Decorative arts include
objects made for daimyo households and for no, kabuki, and kyogen theater, displaying the finest of
Edo textile and lacquer techniques and designs, and brilliantly colored porcelains that reflect the taste
of artistic patrons of the time.

This exhibition is unprecedented in its approach and structure: It introduces the essence of
Edo culture, and its creativity at all levels of society, through a highly variegated range of art works. It
will be extremely gratifying to us if this exhibition leads to a deeper appreciation of Japanese culture.

In closing, I would like to express my deepest gratitude to all those whose efforts made this

exhibition possible.

Hideki Hayashida
Commissioner, Agency for Cultural Affairs

Government of Japan



STATEMENT
FROM THE JAPAN

FOUNDATION

It is a source of great joy to be a coorganizer of Edo: Art in Japan 1615 - 1868, a comprehensive introduc-
tion to the art of the Edo period.

This is not the first collaboration between the Japan Foundation, the Agency for Cultural
Affairs, and the National Gallery of Art. From October 1988 to January 1989 we presented Japan: The
Shaping of Daimyo Culture 1185 - 1868 in Washington. Almost exactly one decade later we are pleased to
join our colleagues again in presenting the Edo exhibition, with many great works of art, including
numerous National Treasures and Important Cultural Properties. As a survey of the riches of Edo-
period art, this exhibition is structured around six themes: Edo Style (“Ornament” in the catalogue);
Samurai; Work; Religion and Festivals; Travel, Landscape, and Nature; and Entertainment.

Since its establishment in 1972 the Japan Foundation has organized a wide variety of exhi-
bitions in the United States, ranging from ancient to contemporary art. On the occasion of this exhi-
bition, we hope that the magnificent objects on display will provide an opportunity for the people
of the United States to become more familiar with Japanese culture and thereby deepen the friend-
ship between our countries.

I would like to thank sincerely the museums and collectors who have so generously lent
their treasures to this exhibition. In addition, I would like to express my appreciation to our
coorganizers, the National Gallery of Art and the Agency for Cultural Affairs, and to all others in

both countries who have contributed to the success of the exhibition.

Hiroaki Fujii

President, The Japan Foundation
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PREFACE

Shogun of the Tokugawa clan ruled Japan from the city of Edo for fifteen successive generations, from
the early seventeenth into the second half of the nineteenth century. While the ancient imperial capital
of Kyoto continued to function as the fulcrum of traditional culture, by the early eighteenth century
the balance of real political and economic power in Japan had shifted eastward to Edo, seat of the mili-
tary government. The “Eastern Capital” vied with Kyoto as the locus of cultural production and served
as trendsetter for the entire country. In this regard the concept of “Edo” transcends geography and
chronology to connote a distinctive aesthetic sensibility —one characterized by bold, sometimes brash
expression, experimentation with the new or exotic, and a playful outlook on life in general.

The Edo period is one of the richest in the history of Japanese art, but only in recent decades
has it become a focus of art historical study in Japan. Previously, Edo art was considered too close to
the present and less worthy of study than the “higher” art of earlier periods. Today, however, a majority
of Japanese art history graduate students in both Japan and the West concentrate in Edo or post-Edo
studies. This is partly because we are further away from the period and can view it more objectively; it
is also because so much fascinating material has not been adequately studied.

The sheer length of the Edo period —two and a half centuries—makes an exhibition of this
typé a daunting challenge. It has not been attempted in Japan, where it is considered too vast a subject.
But it is a worthwhile project for the West, where the image of Japan consists primarily of Edo art—
woodblock prints and paintings of sumo wrestlers, kabuki actors, women of the pleasure quarters, and
famous sites in the landscape; porcelain, both blue and white and brilliantly colored; and gold lacquer
of extraordinary craftsmanship.

The goal is to present this complex array of material in a way that is coherent as well as
thought-provoking. Traditionally, large exhibitions from Japan have been organized by medium, accord-
ing to a hierarchy adopted from the West in the late nineteenth century: a room of paintings followed
by a room of sculpture, then further rooms devoted to the various “crafts” of lacquer, ceramics, and
textiles. But in pre-modern Japan many artists worked in several media; Ogata Korin was as likely to
paint on a ceramic bowl or design a lacquer box as to paint on paper or silk. Little distinction was made
between “pure art” and “functional art”: all art was functional in one sense or another. I worked for
many months with the Agency for Cultural Affairs (Bunkacho) to formulate a new structure in which
the works of art would be grouped thematically, not by medium. Each work was selected for its inher-
ent aesthetic quality and for its ability to elucidate one or more themes. Art forms and schools that
developed or matured during the Edo period (such as porcelain and woodblock prints) were favored
over those that did not; middle and later Edo art was chosen over that created early in this period,
when the influence of Momoyama art was still pervasive. Registered art objects were requested only
when the individual piece fit this approach and was of the highest aesthetic quality.

I cannot express adequately my gratitude to the dedicated staff of the Bunkacho who agreed
to sanction this departure from past practice. Both the exhibition and the catalogue reflect the willing-
ness of the Bunkacho to join with us in this illuminating experiment.

In the catalogue Herman Ooms sets the stage for the exhibition, reformulating many of the
conventional ideas about the social history of the period. The increasing economic clout of the merchant
class led to the transformation of cultural forms that were once the preserve of court and warrior

elites, and the arts became accessible to members of all social classes. The thematic contexts in which

Opposite: detail of Scenes of a Festival in Edo (cat. 139)
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works are presented —Ornament (Edo Style in the exhibition); Samurai; Work; Religion and Festivals;
Travel, Landscape, and Nature; and Entertainment—are intended to illustrate the society that
produced them.

In the first essay Nicole Coolidge Rousmaniere considers the role that ornament played in
giving ceramics and lacquerware an aesthetic prestige in the Japanese tradition that would have been
unthinkable in the West. Design motifs not only decorated objects but imbued them with political,
literary, or symbolic meaning. Sharon S. Takeda, in this section and others, explicates the iconography
and technical virtuosity of Edo-period textiles. Although this was a time of relative peace, the need for
military accoutrements for ceremonial processions and display was as great as ever. As Victor Harris
points out, armor, helmets, and swords continued to be effective signs of authority. Hollis Goodall
shows the varied ways in which peasants and urban workers were portrayed in art of the Edo period,
including minutely detailed, sometimes encyclopedic screen paintings of work that reflected the
clearer definition of the place of the worker in society. My own essay discusses how various manifes-
tations of spiritual life and celebrations inspired a wide range of art—powerful or sometimes playful
ink paintings by Zen monk-painters, forceful yet innocent sculpture by itinerant priests, meticulously
detailed screen paintings that document the annual festivals at important shrines. Japanese art is
also frequently associated with images of nature—landscapes, flower-and-bird subjects, screens of
autumn grasses—which gained an added dimension in the Edo period, as Melinda Takeuchi explains,
owing to the unprecedented popularity of travel through the countryside to view famous scenic spots.
Finally, John T. Carpenter presents an array of entertainment subjects, including masks and robes
associated with no, kyogen, and kabuki theater, detailed scenes of the licensed pleasure districts, the
Hikone Screen and other figural genre paintings, and the familiar ukiyoe prints of actors, sumo wrestlers,
and courtesans.

The art of the Edo period speaks to viewers in the West in a direct and powerful way, not only
for its inherent qualities but because so much of its aesthetic concurs with what we consider modern.
Late nineteenth- and early twentieth-century Japanese art, especially color woodblock prints, had a
strong influence on artists such as Van Gogh and Toulouse Lautrec. More important, however, these
works stand on their own as magnificent artifacts of a culture that treats the humble with dignity and
in which even the most mundane object of a functional nature—a stationery box, a game board, or a
serving dish—is transformed into an exquisite art object through its form or the application of orna-

ment to its surface.

Robert T. Singer
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NOTES TO

THE READER

Dimensions are given in centimeters,
followed by equivalent inches in
parentheses. Height precedes width;
width precedes depth. For screens
and hanging scrolls, image size is
given whenever possible, not the
overall size of the object.

For pairs of screens illustrated on the
same page, the right screen appears
above the left.

With the exception of the frontmatter,

Japanese personal names appear
in traditional order: surname first,
followed by given name.

Ilustrations of exhibited works of
art are interspersed throughout the
text, generally shared between the
object entries and the essay that
immediately precedes them; a selec-
tion is also included in the historical
essay that begins on page 22. All
works are identified in captions by
catalogue number.

Texts of essays and entries are inte-
grated, with individual objects dis-
cussed specifically in the entries and
in broader contexts in the essays.
For instance, a portrait of the priest-
calligrapher Jiun Onké and two of
his works are discussed in the entries
(cats. 127 - 129), while an extensive
biographical account can be found
in the accompanying essay (pages
214 - 217).

Most Japanese terms are italicized
and defined the first time they
appear in each section and are set
in roman type thereafter. Words that
have entered the English language
(shogun, daimyo) are not italicized.

Some terms that appear frequently
include:

chonin (townspeople): artisans and
merchants of the city

inrd, netsuke, and ojime: small con-
tainer (inrd) once used to carry
seals and seal paste, and later medi-
cines, worn suspended by a cord
and toggle (netsuke) from the sash
used to secure a kimono; the ends
of the cord pass through a bead
(ojime) (see cats. 38 -47)

kami: spirits or deities in the Shinto
religion believed to be present in all
aspects of nature

kosode (“small sleeves,” meaning
narrow wrist opening): predecessor
of the modern kimono; includes
furisode (“swinging sleeves”), with
long hanging sleeves and small wrist
openings, and katabira, unlined
summer kosode

makie: technique of decorating
lacquerware by sprinkling metallic
powder, usually gold, onto damp
lacquer to create luxurious effects,
including smooth (hiramakie) and
high-relief (takamakie) surfaces

meishoe: paintings and prints of
famous sites in Japan, including
places of natural beauty, important
cities, and architectural landmarks

Tokaido: ancient highway from Edo
to Kyoto along the Pacific coast, with
post towns offering goods and ser-
vices for the convenience of travelers

ukiyoe (“pictures of the floating
world"): paintings and prints of the
entertainment districts, including
portraits of kabuki actors and
courtesans and views of the pleasure
quarters; best known in the West
through woodblock prints

Opposite: detail of Occupations and Activities of Each Month (cat. 88)

Japanese historical periods and
eras mentioned in this catalogue
include:

Nara period 710-794
Enryaku era 782-806
Heian period 794 -1185
Kamakura period 1185-1333
Nanbokucho period 1336 -1392
Muromachi period 1392 -1573
Momoyama period 1573 -1615
Keicho era 1596 —1614
Edo period 1615 -1868
Kan’ei era 1624-1644
Kanbun era 1661-1673
Enpo era 1673 -1681
Genroku era 1688 -1704
Hoei era 1704 -1711
Tenpo era 1830-1843
Meiji period 1868 —1912

The initials of contributing authors
are given at the end of individual
catalogue entries:

JTC JohnT. Carpenter

HG  Hollis Goodall

VH  Victor Harris

MM Matthew McKelway

NCR Nicole Coolidge Rousmaniere
RTS RobertT. Singer

HDS Henry D. Smith II

SST Sharon S. Takeda

MT  Melinda Takeuchi
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Forms and

Norms in
Edo Arts

and Society

HERMAN OOMS

E dO 1s the name of the city that

evolved within the span of one century, from its castle town beginnings
In the late 1500s, into the world’s largest urban center, with a population
well over one million! “Edo” has also come to refer to a whole period,
from the early 1600s until 1868 (when Edo became Tokyo). These two and
a half centuries are often known by the family name of Tokugawa Ieyasu
(1542 —1616), the founder of Japan'’s last line of shogun, or feudal over-
lords. Together with some 260 daimyo, or regional military lords, the
shogun ruled the country from Edo. Historians have also come to talk
about Tokugawa Japan as “early modern” Japan. They suggest thereby
that, since many social and cultural features of this remarkable period
strike us today as somehow modern and oddly familiar rather than
feudal, Japan’s modernity was in part homegrown, not simply a trans-

plant from the West.

mistorical arT crasses [N Tokugawa Japan, like anywhere else, art and
soclety are related much as wealth and society are. Cultural products
are found where there is wealth, for their existence depends as much on
buyers as on artistic inspiration. Traditional societies typically did not
have open art markets. Rather, the art field’s very existence was condi-
tioned and restricted by the demands, interests, and tastes of wealthy
patrons. Since wealth in such societies is accumulated by those in power,
arts and crafts (the two being hardly distinguishable) are to be found at

the concentration points of political and religious power.

Opposite: detail from Gods of Wind and Thunder (cat. 140)

N
w

AL3IIDO0OS ANV S1¥V Od3I NI SWYON ANV SWIO4



24

In Edo Japan wealth shifted away from castles and temples in unforeseeable ways, and so did
artistic expression. This transformation is such that, over the course of the Tokugawa period, one
is increasingly justified for the first time in Japanese history in speaking not of art and its patrons but
of the people and their art. This “early modern” development can best be understood by keeping in
mind the pre-Tokugawa relationship between art and wealth.

Before the seventeenth century power, and hence wealth and art sponsorship, came to be
shared by four social groups, which emerged successively. First, there was the nobility centered on the
emperor, in the capital of Nara in the 700s, then in Kyoto. The “state,” which was none other than
the hundred-odd lineages of the nobility, was intimately related to the Buddhismthat took final shape
in the early 8oos — esoteric in teachings and practice, monastic in form — with the official licensing of
the Tendai and Shingon sects. Over time the upper ranks of this religious establishment were staffed
with scions from the noble houses.

Thus large Buddhist temple-shrine complexes constituted a second locus for the accumulation
of wealth. These centers, it should be noted, absorbed, incorporated, and in the process helped shape
Shinto traditions.? Art in the so-called ancient period (before the twelfth century) was predominantly
religious art expressed in a Buddhist idiom. The arts were further enriched in the medieval period
(from the thirteenth century on) by the diffusion of Zen Buddhism and its construction of temple net-
works in Kamakura (the shogun'’s city) and Kyoto (the emperor’s capital).

The third social group that emerged was military in nature — and, like the court nobility and
the Buddhist power bloc, was supported by vast, tax-free estates.? This was the samurai class, orga-
nized under a hereditary shogun, who from the end of the twelfth century was headquartered in the
remote town of Kamakura in the east, then from the early fourteenth century to the late sixteenth
century was in the Muromachi section of the capital. The Muromachi shogun’s proximity to the court
accelerated the emulation of courtly traditions by the shogunal entourage, and this helped transform
the samurai from “butchers,”* as they were first called, into a third elite that, like the court and the
clergy, invested in culture. This new ruling bloc established links with the new Zen Buddhism that was
then being introduced from the continent. A flourishing official China trade, controlled by the shogun
and managed by Zen monks, further expanded and enriched artistic production.

When private traders in the sixteenth century established commercial ties with Southeast
Asia, a fourth kind of wealth was created by these merchants in cities like Kyoto and Sakai. Merchant
riches also contributed to cultural developments, decisively influencing the aesthetics of the tea
ceremony.’

The main social force in that war-torn century, however, was not the merchants but the
warlords. During the last decades of the 1500s the greatest of them, the premier daimyo Oda Nobunaga
(1534 - 1582), Toyotomi Hideyoshi (1536 - 1598), and finally Tokugawa Ieyasu, succeeded in fielding
armies greater than anything Japan, or Europe for that matter, had ever seen.® Nobunaga had grandiose
plans for eventually conquering China, a dream that Hideyoshi foolishly attempted to realize. These three
conquerors grasped for symbolic formulas to give adequate expression to their unprecedented might.’

They were interested in art as a medium of political propaganda that would solicit respect
and awe from everyone, but foremost from other daimyo, always rivals and potential challengers, for
their supreme power and wealth. To produce this monumental public art — predominantly Chinese

and often specifically Confucian in theme — these commanders mobilized scores of architects,
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erect shrines for their cults (the Hokoku-jinja in Kyoto, the Toshogt in Nikko). They had the halls and
rooms of these monuments decorated with symbols of their authority that spoke to the daimyo, the

privileged retainers, and even the emperor, who were received in audience.?

The Tokugawa society that emerged from the warfare of the sixteenth century was designed and
structured in its main institutional components by military commanders who had acquired their orga-
nizational skills on battlefields by leading enormous armies. By securing peace in a stabilized and
disciplined society over which they presided as unchallenged rulers after 1600, they aimed primarily if
not exclusively at consolidating the gains made by force of arms and preserving the benefits of their
conquests. The execution of this tacit purpose, hidden behind the ideological screen of a religious and
moralizing discourse and demonstrative ritual, had a number of far-reaching consequences.

Military leadership, as Edo’s famous thinker Ogyt Sorai (1666 —1724) remarked, consists of
moving great masses of people and coordinating their movements. This, in his opinion, was not unlike
the task faced by a ruler of a country at peace.’ Sorai’s controversial reformulation of Confucianism,
coming close to modeling rulers ultimately after military hegemons, can be properly understood only if
one takes into account that Sorai, like Yamaga Soko (1622 - 1685) earlier, relied heavily on the writings
of military strategists in whose schemes they found inspiration for devising administrative formulas.
Sorai, Soko, and others consciously adapted strategic military prescriptions in their discussions of the
institutional prerequisites of a society at peace.!?

To a military mind a minutely hierarchized structure is essential for society to function properly.
Every subject, like every soldier in an army, should clearly know his place and assigned task in the larger
enterprise of society. Thus everyone (strictly meaning the legal heads of households, not all single indi-
viduals) should have a public task and be in a sense, as Sorai put it, accountable as an “official.”!! Quite
understandably, some historians have proposed the label “garrison state” for Tokugawa Japan.'? Every-
one’s position in society was to be publicly defined with a clearly marked status.

This social order relied heavily on the eye for support. It was a matter not only of division, of
cutting up society into separate status groups, but also of vision, of establishing clear signs that unmis-
takably displayed this order. The proper order should always be unambiguously connoted by unequi-
vocal signs of everyone’s place in it. Every part was meant to evoke the whole, precisely because it was
not just some contingent social unit or occupation but a constituent “part.” A peasant was not simply
someone who earned a living by working in the fields; he occupied a position and a function in a hier-
archical order.

To make this order visible, cultural items became endowed, by decree, with public political
meaning that should override (and ideally eliminate) other signifieds, such as degrees of wealth, prefer-
ences in taste, or idiosyncrasies of their owners. This was obviously a case of ambitious overreach on
the part of the authorities. Nevertheless, the material expression of this order was often spelled out in
annoying detail.!3

Today people are said to seek status, distinction, specific social esteem, through judiciously
chosen signs of personal economic well-being. The situation in Tokugawa Japan was quite different.

Then, everyone had a status that one wore as a social tattoo according to the place one’s house and
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lineage had been assigned by the authorities once and for all. Thus one was a samurai (of a certain
rank), or a peasant (with or without certain privileges), a merchant (organized in an official guild or
not), an artisan, a beggar, an outcast, and so on.

The status system, ostensibly devised to perpetuate a lopsided distribution of political power,
functioned as well to regulate a corresponding allocation of material goods. Sumptuary laws prescribed
the ideal status-appropriate consumption of goods. For those lower on the status ladder this often
meant limitations on the kind of things they could acquire or display (“no silk for commoners”) —an
expense ceiling. For each daimyo and for many samurai, however, this often translated into an expense
floor. They were forced into prescribed levels and modes of conspicuous consumption according to
their status, which was correlated directly to income or, more precisely, to the equivalent portion of the
national tribute base, a daimyo-controlled feudal income from which samurai were allotted stipends.!*

Underpinning this system was a conception of a nonexpandable economy of limited resources
and goods whose distribution should be in line with the distribution of political power.'> Consumption,
especially public and visible consumption, should not express personal wealth but should demonstrate
one’s subordinate or superior place in the polity and one’s acceptance of it. Thus the Tokugawa auth-
orities meant to keep material enjoyment adjusted to the maintenance of political power by using
status hierarchies to calibrate the consumption of goods, the accumulation of which they thought they
had securely governed. Fashion was to be regulated by decree, because it had to express degree. Thus
“fashion” in the modern sense of the word was not permitted.

This system called on craftsmen, artisans, and artists to design status creatively, as fashion.
Every one of the 260 or so daimyo maintained in his domain a residence, and very often a castle, and in
Edo three or more mansions for himself and his family and dependents. The largest of these daimyo
was the Maeda house, which controlled Kaga domain with the equivalent of 4 percent of the country’s
wealth (compared to the shogun’s 25 percent, and the emperor’s .03 percent). The size, style, type, and
degree of ornamentation these castles and mansions could display were regulated by shogunal decree.

Edo was Japan in some essential ways. All daimyo were subject to the system of alternate
attendance at the shogunal court: they had to reside in Edo in alternate years, and their main wives
and heirs stayed there permanently as hostages. Thus literally all powerful houses of the realm main-
tained a strong presence in Edo — because the shogun wanted to keep an eye on them, and they as well
wanted to be at the center. The need for social space in the city to be organized in the right symbolic
way was such that daimyo and their retainers were frequently reassigned residences within Edo. The
number of such reassignments peaked around the turn of the eighteenth century; between 1690 and
1730, for each five-year period, it fluctuated between 1,000 and 2,800. These moves were the result of
promotions, demotions, and the creation of new wards, a total of 191 for the same forty-year period.
This, together with the all too numerous fires, assured that carpenters, plasterers, tatami mat makers,

and craftsmen of all kinds were kept continuously busy (fig. 1).16

The processions of daimyo to and from Edo with their hundreds of retainers and followers — at one
time up to four thousand in Maeda’s case — were not only miniature mobilization and marching exer-
cises for all the daimyo’s armies; they also had a specular effect (fig. 2). The colorful marching regi-

ments presented to society gigantic moving and movable tableaux vivants of its ordered self. These
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fig. 1

During Edo’s largest fire in
1657 people pushing huge
wheeled trunks that contained
their belongings clogged the
streets and caused many
casualties; such trunks were
outlawed in 1683. Illustration
by Asai Ryoi (1661) from
Sakamaki Kota and Kuroki
Takashi, eds., “Musashi abumi”
kochil to kenkyt
(Tokyo, 1988)



fig. 2
A procession of Maeda,
daimyo of Kaga,
crossing a mountain pass.
Ilustration from
Chuda Toshio, Sankin kétai
dochiiki: Kaga-han
shiryd o yomu (Tokyo, 1993)

mirrors of an ideal social order were mounted dozens of times each year along Japan’s highways and
byways.?” Over time the paraphernalia marshaled for these occasions, yearly for the daimyo and almost
continuously for anyone living near the highways and in the regions around Edo, came to emphasize
the display element over the military or practical side. For instance, helmets that daimyo might have
worn on such public occasions were often elaborately and ingeniously decorated parade helmets, mili-
tarily useless, save for the psychological effect of commanding awe from the spectato<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>