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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)
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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 spectators (see cat. 75).

At the other end of the social spectrum the peasant elite, on their own initiative, did their
best to supplement rudimentary shogunal or daimyo legislation in their villages concerning matters
sumptuary (“peasants should only wear cotton”). They regulated intravillage status consumption to
set themselves apart, creating certain exclusive material privileges by specifying, for example, that
only titled peasants could use umbrellas, have new-styled houses, gates at their compounds, covered
ceilings in their homes, or pillars of a certain height.!®

Correct relationships among the various offices, ranks, and status holders had to be expressed
through proper etiquette and social decorum by following codes that modulated matters of dress and
address. A rank-sensitive honorific language to be used on official occasions, established in earlier
centuries, was further refined.

Particularly noteworthy is the role that a regular and regulated exchange of appropriate gifts

played in reinforcing social and political interdependencies. Gift giving was an important maintenance

mechanism for social ties, virtually always hierarchical and unequal, that was found at every level of
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cat. 75

Helmet with symbolic tower,

eighteenth century,
iron, wood, and lacquer,
height of helmet bowl 16.9 (65/8),
Kyoto National Museum
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society. One small district intendant who shared the supervision of a mere twenty-five villages with
two colleagues (some intendants were in charge of more than a hundred villages) kept a detailed
record of the flow of presents in his office. In a single year, 1851, he gave 188 gifts and received an aston-
ishing 596, a few of them from village headmen.' A good part of the economy was literally a gift econ-
omy, and not only in the sense that an elaborate, priceless exchange of goods took place. Functional
articles like writing boxes (cats. 6, 7, 27, 28, 36, 37) were also produced artfully and priced expensively
so that they could serve as tokens of a disinterested self, loyal and respectful — tokens that a discrimi-
nating eye could undoubtedly gauge for the purity of their symbolic alloy.

The ritual prescriptions attached to status that aimed at a politically correct distribution of
material goods were premised on two assumptions in the eyes of the rulers. Wealth, it was thought,
could be accumulated only through coercive means: military force (prevalent in the sixteenth century) or
taxation, that is, levying tribute (the Tokugawa method). Second, the economy was assumed to be a
zero-sum game. Wealth was the result of “robbing the people,” as Ando Shoéeki (1703 -1762) put it bluntly
in the eighteenth century.?® Goods that someone had in excess must have been taken from others who

had been forced to give them up: wealth could only be redistributed, not created.

As it turned out, wealth was created through a new mechanism, namely the market. Although peri-
odic markets where people went to buy daily necessities had always existed, the development of a
national market affecting just about everyone was something new, a distinctive Tokugawa phenome-
non. Throughout the eighteenth century and well into the nineteenth, the economy kept expanding
at a slow but steady pace, while population growth came to a virtual standstill.?! The result was a
surplus that did not flow where the rulers had expected all surplus to flow.

The samurai class, locked into the cities and towns by official decree, had to deal with the costs
of city life and creeping inflation.?? Meanwhile, a significant number of merchants grew richer as they
gradually reaped the benefits of market expansion. Thus new wealth was generated that, by the turn of
the eighteenth century, had started to celebrate itself in novel cultural forms.

The upper fractions of the warrior class were still very much patterning themselves on the
courtly traditions, and China remained a source of cultural attraction for them. The townsmen, how-
ever — blocked from possible political or administrative careers by the samurai — while not averse to
emulating the nobility or things Chinese, nevertheless created a vibrant new culture, the likes of
which were not to be found anywhere else in East Asia. In China, for instance, rich merchants sought
cultivation as Confucian gentlemen and did not produce a culture distinctively fashioned by their
class tastes, preferences, and values.

Although the authorities certainly were far from encouraging this development, the Tokugawa
social and institutional setup must have been such that it did not, or could not, prevent this histori-
cal change from occurring. It is noteworthy that the Tokugawa rulers consecrated the establishment
of pleasure quarters in big cities;?* noteworthy because such public endorsement of sexual indulgence
would be utterly unthinkable in a society that took Confucian teachings seriously. In Japan, however,

a variegated, proliferating culture of play sprang up on the periphery of these pleasure sites.

Tokugawa society was an urbanized society to a large extent. Urban customs and fads spread

throughout the land, traveling with daimyo and samurai as they returned from their attendance duties
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in Edo. In addition, rural men and women sought temporary employment in towns and cities during

the slack agricultural season or after falling on hard times. This led to an environment where status
distinctions were not observed as the authorities had wished, even though social honor and prestige
had become widely esteemed, especially in Edo, with its warrior population of over a half million.
Much of this samurai status culture found its way to commoners, in part through commer-
cially available etiquette booklets. More directly, Edo commoners, by interacting with and observing
the samurai at close quarters, soon adopted honorific formal speech, a cultural transmission in which
commoner daughters employed in samurai households played a significant role.?* In a spirit of
simultaneously emulating and contesting, there also developed a novel ethos of commoner pride and
brashness (“there are two things one need not be afraid of: lice and samurai”). This Edokko type of
quick-tempered commoner, self-consciously different from Kyotoites or Osaka merchants, was proto-
typically embodied by the superhero Gongoro, who, every year in the eleventh month, thundered
“Shibaraku!” on the kabuki stage. Shibaraku (the name of the play) means “Just a minute, you,” and
by shouting it, Gongor6 in the nick of time stopped the villain’s execution of several “righteous”

people.?> As Kaiho Seiry6 (1755 - 1817) observed in 1813:

The people of Edo...are stout, supercilious, and contrary. This militant aura goes back to the time when Tokugawa

Ieyasu settled here [and built Edo]....Because the warrior temper has defined Edo, this warrior spirit has shifted over

to the people who all have become stout-hearted...[and] to other regions, so that now the people of all the castle
towns have adopted this Edo street-knight mentality....In fighting higher authority, they are always determined to

hold out until they win.?

This emergence of a distinct urban culture, with its own deferential language, proud pos-
turing, and innumerable pastimes,?” was made possible by the fortunes of merchants and money
exchangers. In the early eighteenth century it was clear to a social observer like Sorai that the

cash nexus and contractual relationships had started to damage seriously the feudal relations of

cat. 6
Writing box with imperial
cart design,
seventeenth century,
lacquer on wood with makie,
3.9 X 22.4 X 20.9
(1'/2x 87/8 x 8'4),

Tokyo National Museum,

Important Cultural Property



fig. 3
Some of the

“150 Decorative Patterns for
Combs and Pipe Stems”
by Katsushika Hokusai (1823).
Illustration from
Jack Hillier,The Art of Hokusai
in Book Illustration
(London, 1980)

personal dependency and loyalty that ought to have cemented the ties between superiors and
inferiors.?® Sorai lamented the appearance of what we would call today (early) modern social traits,
although he could not understand — as no one did at the time — that the transformation he had
witnessed during his lifetime, which he called a crisis, was irreversible.?’ Merchants had become
indispensable to the survival of society, and the new urban mentality would not disappear but
continue to flourish.

Three generations later, in the early nineteenth century, Kaiho Seiryd understood better the
dynamics of Tokugawa society, where, in his opinion, everything had a price, everything had become a
commodity, and commodities were everywhere.* This, he concluded, was an expanding economy in

which consumption drove production:

The soil, by its very nature, produces things of the soil. There is no principle that would say that these products
will decrease when you take them. [On the contrary], the more one takes, the more comes forth. It is like hairs falling
out when one does up one’s hair. Left undone, no hairs will fall out, but they will wither and grow thin. [On the
other hand] if combed frequently, lots of hairs will fall out, but the hair will grow luxuriant. It is in the nature of the
head to have hair sprout on it. This is not different from the soil producing things.... They abound in volume where

the taking is greatest.3!

The basic principle at work in society, Seiryd concluded, was an expanding commodity circulation,
which he accorded the status of a “natural” principle: “That commodities (shiromono) bring forth more
commodities is the principle.”3?

The variety of artifacts, the sophistication of design, and the extraordinary quality of skill and
production constitute the most outstanding features of this commodity circulation in the realm of art.
For instance, two hundred works by the famous painter Ogata Korin (1658 —1716) were reproduced in
woodblock format in two volumes, published a century after his death. These books and others, such as
a volume of 150 designs for combs and metal pipe stems by Katsushika Hokusai (1760 -1849) (fig. 3),
served, as the scholar Nishiyama Matsunosuke points out, as “catalogs that showed the public what was
available....From these volumes, the public selected designs to be executed by highly skilled artisans,
most of whom are not known to us by name today.” People could “order such illustrations transferred
onto combs and pipes, fans, screens, and sliding doors.” 33

Such finely decorated artifacts were meant to be seen, and they were displayed increasingly
as status symbols, in the modern sense rather than in the Tokugawa legal sense. They were meant to
elicit admiration, and some of them do indeed look like conversation pieces (cats. 15, 88, 139). In pre-
Tokugawa times, only the nobility, the religious and military elites, and a limited number of merchants
had mansions with reception rooms, tokonoma alcoves, and staggered shelves where artifacts could
be placed in full view. In the seventeenth century, however, interior space for this kind of display
became increasingly available in commoner houses, made possible on a wider scale by considerable
improvements in housing styles among commoners and samurai.

Commoner houses were made sturdier with supporting posts on foundation stones rather than
on the ground (where they would easily rot). They had plastered walls and were more symmetrical and
larger than earlier dwellings.34 Increasingly, they had wooden rather than dirt floors, and tatami mats
became more usual, at least in the main rooms. Interior storage cupboards (oshiire) to store bedding and

quilts came gradually into general use only during the Tokugawa period and became a standard fixture
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cat. 139
Festival Scenes showing a
procession winding through
daimyo residences in Edo,
detail from a pair of six-panel
screens; color and gold on paper,
each 160 x 350 (63 X 137 3/4),
Private Collection, Kyoto

FORM REFINED

of house plans.?> Though the traditional Japanese home as we imagine it today — devoid of heavy, large
furniture, with its stored futon, paper-covered sliding panels, and tokonoma alcove — became typical,
in the minimal sense of the word, only later in the period, commoner houses then held far more articles
than in the past. Koizumi Kazuko writes that “the custom of making bridal furnishings even passed
down to ordinary commoners.... Typical items included chests, trunks, hampers, mirrors and mirror
stands, clothes racks, cosmetic cases, and sewing boxes.” 3

In order to store these multiplying articles, chests (tansu) in all varieties and shapes became
popular in the eighteenth century: clothes chests, tea chests, apothecary chests, writing boxes, and so
on.?’ The wealthier commoners, however, needed more than an assortment of chests and ornamental
shelves. Improved fireproof storehouses started to be built in greater numbers to hold goods that were
brought out only on certain occasions (allowing Edo plasterers in about 1730 to command fees three

times higher than the high fees of carpenters).*®

The combination of a markedly stratified society and an extreme division of labor (which had already
reached a high degree in the late middle ages) made for an ever greater specialization of skills. Some
skills were kept as secret house traditions; others were described in great detail in popular books. This
formalization of practices took place even in fields where we might least expect it, like that of cuisine.

In a delightful discussion of Edo-period cuisine, Nishiyama Matsunosuke describes how tech-
niques for cutting and preparing food, like so many other practices, were eventually ennobled by being
called an art or “Way” (michi, -dé), which changed over time into “secret traditions.”® The concept comes
close to our expanded use of the term “art,” as in the “art of French cooking.” Thus a few formal cui-
sine traditions developed from rules and techniques used during the fifteenth century in ceremonies
and banquets, some of them at the shogunal court. Of these, the Shijo school of cuisine became the
most famous during the Tokugawa period. Its “secrets,” often starting with legendary tales of noble or
mythical origins, were more about preparation and presentation, the cutting and displaying of food —
again, a matter of vision and division, like the status system — than about recipes in the modern sense.
Form was of paramount importance. These techniques were written down and beautifully illustrated
with colored drawings in three volumes (1642, 1649, and 1774), to be used by members of the school.
One finds there, for instance, fifty-five ways to cut and display carp and ten each for sea bass, trout,
wild goose, crane, and pheasant. Nishiyama writes that the third volume “was a response to the
plebeian counteroffensive in cookbook publishing.”4°

The formulas, however, were not kept secret after all. Shortly after 1642 a Digest of Secret [Shijo]
Transmissions on Correct Food Preparation and Cutting appeared in print, revealing among other things,
thirty-six styles of preparing and serving carp.*! From the second or third decade of the eighteenth cen-
tury cookbooks with marketing-sensitive titles (from Secret Chest of a Myriad Cooking Treasures to Digest
of Chinese-Style Meager Fare) and regular recipes (for soups) started to sell well. The genre went back as
far as the mid-seventeenth century (Tales of Cooking, 1643; and a six-volume Collection of Edo Cuisine,
1674), which was also about the time the first restaurants opened in Edo.*? Cuisine, in restaurants and
bookshops, had become a commodity.

What happened in the field of cuisine repeated itself in many Tokugawa-period traditions of

practical knowledge. Similar excesses in refinement developed, such as differentiations related to time,
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circumstance, status, and class. Often only partly successful attempts were made to keep the traditions
secret by controlling their transmission in various ways.** This development was sufficiently wide-
spread to qualify it as a cultural pattern. Equally interesting is the way form and content are related in
these cultural practices.

Manner often overwhelmed matter; content lost substance and disappeared, as it were,
leaving room only for form. Form had to be a perfect embodiment of norm — indeed, a host of norms
pertaining to detailed prescriptions and expectations regarding proper time, specific place, appropriate
status, and, underneath it all, wealth— and increasingly so for higher social and status groups. Thus,

for the elite consumers of Shijo cuisine, the generic “carp” ceased to exist, as they were presented only

” « ” «

with poetically transformed “flower-viewing carp,” “congratulatory carp,” “dragon gate carp,” “snowy
morning carp,” and “carp in a boat,” each appropriate for one particular occasion (fig. 4).4* Ideally, one
never just ate plain carp. One above all degustated culture, and ingested the status politics —in a
sense, the whole system — which one thereby became. Just as social space was infinitely differentiated
according to status, social time became segmented in incommensurable moments. This was achieved
through an extraordinary emphasis on form. Proper form was all that counted.

Norm, form, and formality are close neighbors, and together they may sometimes seem to take
up too much cultural space. One can argue that this was the case in Tokugawa Japan. Tokugawa moral-
ists understood the intimate connection between form and norm. For them, form was destiny. “Heaven
and nature have their form...that is to say, all things have their own destiny,” Yamaga Sokd wrote. Ogyu
Sorai denied any regulatory power to inborn moral dictates or cosmic, natural principles: “The mind-
heart has no form. Therefore it cannot be regulated....Principle has no form. Therefore it cannot pro-
vide a standard [to follow].”* For him, socially correct forms were all important for an orderly society.
Yet he also criticized the excessive adherence to form.

The performance of alternate attendance in Edo became an empty shell, but a costly one since it
drained large amounts from the daimyo’s revenue. Retinues were reduced; servants and hired hands
came to constitute the bulk of the processions. In 1827, out of a total of 1,969 people in Maeda’s scaled-
down procession, only 185, or nine percent, were actual retainers; the rest were servants employed
by the retainers or by the domain, or were porters from the way stations.*® The historian Watanabe
Hiroshi, reflecting on the relatively quick manner in which the Tokugawa system gave way, suggests
that the end must have come as a sudden awakening from a dream, as if the royal coach at the stroke
of midnight collapsed into a pumpkin. He writes that during the Meiji period (1868 - 1912), a former
shogunal elite retainer described the “face-to-face audiences” with the shogun, a hallmark of the
superior status of the bannerman retainers to which he belonged. After being rushed into an audience
room, he recalled, one bowed with one’s forehead on the tatami as a voice said “hushhh” until a
second “hushhh” signaled that the audience was over, without the retainers ever knowing whether
the shogun had indeed passed through the room or not.*’

This was a description of the late Tokugawa preoccupation with form, but even in the early
eighteenth century Sorai had already complained about a similar formalist state of affairs. Samurai
“had the most comfortable upbringing imaginable,” he wrote, and they had “come, gradually, to have
the most delicate dispositions: they worry about trivialities and excessively upbraid their subordinates
for their mistakes. Those who force their subordinates to be perfect are described today as good

officials. This is why they worry about making mistakes....People do not become very involved with
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fig. 4
“Congratulatory carp” and

“snowy morning carp,” in
Digest of Secret Transmissions on
Correct Food Preparation and
Cutting (1642 - 1659).
Illustration from Yoshii Motoko,
ed., Edo jidai ryori-hon shiisei
(Kyoto, 1978)
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their work and worry chiefly about hiding things from their superiors.”*® “The way of the world nowa-
days,” he further observed, “is to go about doing things, making haste....[Everyone] temporizes, which
means that, in order to avoid incurring the displeasure of their self-indulgent superiors, it is thought
that the right thing to do for underlings is to run about, scurrying around with a stern mien, which is

why everything and everyone hustles about in such a hurry.”+

The emphasis on form that so often produced the empty formalism decried by Sorai may to some
degree be related to the outmoded military model according to which Tokugawa society was structured.
Correct form is preeminently a theatrical quality of precise mimesis, and one encounters it in the
theater, the army, or bureaucracy. The Muromachi-period founder of no theater, Zeami (1363 - 1443),
theorized, however, that perfect outward form does not constitute the flower of artistic performance
unless it is animated by a special quality that the actor has to bring out from within.*° It was the ab-
sence of such an inner state of being that Sorai regretted. Since ritual and rites are one form of theater,
Confucian etiquette also emphasizes that observance of form ought to be preceded and accompanied
by the properly cultivated mind. Thus, by extension, the mind also expresses itself through the pre-
scribed forms of cultural practices such as calligraphy, the tea ceremony, or flower arrangement, which
were all in vogue among commoners in late Tokugawa Japan.

A number of thinkers in eighteenth-century Japan minimized the inner component, ultimately
to the point of disappearance. In Sorai’s opinion, the inner quality that should accompany ritual behav-
ior (in the widest possible sense as standardized forms of social interaction) could not be developed
independently from ritual form itself. The right pattern of social interaction, which was fixed by ritual,
produced the right kind of mind-set. The best learning, he argued, was the kind that dispensed with
words and occurred through the whole body, from things and situations, thus producing the proper
habits and dispositions.>! Put more generally, matter properly patterned would produce a properly
patterned mind, and consequently a properly mannered human being.

The spiritual concerns of Sorai’s student Dazai Shundai (1680 -1747) were even further limited,
for they stopped at the behavioral level. All one had to do was to act in the prescribed way, no matter
what one’s inner state of mind;> external conformity was the only thing that counted for him. External
forms, which choreographed social interaction, were the most important if not the only thing human
beings had in common. These forms were expected to channel human emotions and sentiments into
cultured patterns that constituted the basis for human communication. To be uncivilized (or not human)
was to lack such forms. Many influential Tokugawa thinkers argued that humans had not much in
common otherwise. Contrary to what Song Confucians emphasized endlessly in their discourse on
human nature, these thinkers denied the existence of a common nature that all humans would share.

For example, Confucians who relied on Mencius argued that the mind of all humans is alike:
“All palates enjoy the same tastes, all ears the same sounds, all eyes the same beauty. Should only
minds not share the same things?”>3 Mencius argued for sameness based on an everyday, “obvious”
consensus regarding sensory experiences. Sorai opposed this in order to privilege difference. “People
differ in their natures; their minds are [as different] as their faces.”>* Why assume that unseen reality

differs from what strikes the senses?
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Motoori Norinaga (1730 - 1801) retheorized Shinto in the same vein. His view of the kami, or gods,
was that they really existed, a statement that very few strict Confucians or even Sorai would be able
to support. Even all of history, the good with the bad, he believed, should be seen as the activity of the
gods. Intrigued by what these kami ultimately were, Norinaga devoted three decades to the study of
Japan’s myths and Ancient Way, coming up with a rather inclusive list of awe-inspiring things. Kami
included mountains, the sea, human beings, and such, and Norinaga remarked at the end of that list:
“Again, the sea or mountains are also often called kami. This does not refer to the spirit of the mountain
or the sea; it points directly to the sea or the mountain in question.”>®

Thus, in the realm of religion as explained by Norinaga, religious objects were not signifiers
pointing to a referent, a spirit beyond.>® There was no other dimension; what was material was also

the spiritual. Reality, material and spiritual undifferentiated, did not extend beyond what the eye saw.

An extensive interest in form is further evident in the development of a whole popular culture that
elicited loud laughter as a response to the innumerable ways in which form was confounded through
play, visual and word play, punning, and even burlesque. The authorities made fitful attempts to sup-
press this laughter but were generally unsuccessful.

One should distinguish between various degrees of playful deconstructions of form and serious-
ness and should start from a generic fascination with form, a sort of taxonomy craze. Hiraga Gennai
(1729 -1779), for instance, held exhibits of minerals and rocks assembled from all over the country

(fig. 5). Others collected shells. Another example is the detailed, realistic paintings of varieties of insects,
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fig. 5
Exposition of Oddities
by Kitao Shigemasa is a spoof on
the craze for collecting
specimens, which here include
a two-headed snake,
mermaids, a spendthrift son
whose father has imprisoned
him in a bottle as an object
lesson, and little people.
Ilustration from Santo Kydden,
Ko wa mezurashii
misemono-gatari (1801),
Tokyo Metropolitan Central
Library, Maeda Collection



cat. 118
Attributed to Katsushika
Hokusai, Buddhist Priest Warding
off a Demon, c. 1845,
hanging scroll; ink and color
on paper,
150 X 240 (59 X 94'/2),

flowers, and plants. As Timon Screech has amply documented, this increased fascination with forms

may have had something to do with the expansion of the eye through a variety of optical instruments,
telescopes, microscopes, and loupes.®’

This protoscientific interest coexisted very comfortably with a titillating curiosity for weird
forms displayed in the popular shows that came and went with bewildering variety and speed in
Edo.”® The numerous street performers of many unusual skills fed this same appetite for the sensa-
tional.>® In the realm of religion the present catalogue includes some striking representations of what
must have seemed odd. A depiction generally described as of Kobo Daishi (Shingon’s founder) taming
a demon (cat. 118), for example, seems slanted toward the fantastic if not exotic. In another painting a
demon and dgji constitute a strange, rather incongruous pair (cat. 117). Furthermore, a teasing, perhaps
even sacrilegious, visual pun in two pictures plays on the traditional depiction of the Buddha on his
deathbed surrounded by his disciples. In one painting Ariwara no Narihira, the famous poet from antiq-
uity, is bidding farewell to all his lovers; in another the Buddha has been replaced by a big radish rest-
ing in the middle of a circle of vegetables (cats. 120, 121).

In the folk art of street performances imitation, usually comic mimicry, was a major mode. In
Edo the gémune, an incorporated group of street corner mimes that allegedly harked back to masterless
samurai origins in the seventeenth century, specialized in twelve different styles. They mimicked
puppet balladeers, readers of warrior tales, pairs of comic mimes (manzai) usually seen only at the New
Year, religious solicitors, and sermonizers (tataki) (cat. 88).°° Nishiyama has catalogued the various
types of popular performing arts that flourished in the last half-century of the Tokugawa period: tricks
and acrobatics (twelve kinds), special abilities (seven kinds, including genres in which a performer

takes on eight, fifteen, eighteen, or more roles), five kinds of mimicry (impersonations, birdcalls,
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fig. 8
Five beggars studying

Confucian texts by Santd Kyoden,
(1789). Illustration from Kibyéshi,

sharebon-shit (Tokyo, 1958)

cat. 88
Occupations and Activities
of Each Month,
mid-eighteenth century,
detail from a pair of
six-panel screens;
ink, color, and gold on paper,
each 79.4 x 235.8 (31Y/4 X 927/s),
The Sakai Museum, Osaka
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grimacing in the manner of famous people, gesturing, mime plays), six kinds of dance, twelve narrative
arts, and ten kinds of theatricals and balladeers.®!

Puns, spoofs, and satire were important components of the humorous performances that took
place, first on the street corners, then in small variety halls (yose) or within flimsy, shaded enclosures
erected for the occasion in the last decades of the eighteenth century. The popularity of the yose grew
fast. According to one study, the number of such halls in the city of Edo jumped from seventy-five
in 1815 to more than seven hundred by 1845, even though the Tenpo Reforms of 1842 had reduced the
number of licenses for such spots to a mere fifteen.®?

Burlesque, the derisive imitation and grotesque confounding of form, was the ultimate satirical
genre that could make fun of any social convention. Burlesque also had a specular effect, but the total
opposite from the daimyo marches. Through absurd exaggeration, juxtaposition, or contrast, burlesque
mirrored social practices in a distorting way.

Nothing seemed sacred. Political satire was given free reign in the “yellow covers” genre of
small booklets (kibyoshi), and the authorities responded by punishing only some of the satirists here
and there, almost pro forma. One of those who was manacled and thrown into jail for a short while
was Santd Kyoden (1761 -1816), a professional satirist whose targets included preachy Confucianism
and any illusions that Confucians might have had about relevance of their teachings for society. One
short work by Kyoden (both text and illustrations) presents a mock discussion of Confucian passages,
again and again misunderstood by five beggars. Their tense, probing faces betraying deep thought,
they try to make sense of hallowed passages, but from their down-to-earth perspective (fig. 8).

Matter or the physical here leaves no room for the moral; the serious and the lofty are pulverized

by the vulgar and scatological.?® In Kydden'’s spoof the famous, cryptic last line of the Chinese classic
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cat. 34
Melon-shaped dish with
melon design, 1691/1749,
Utsutsugawa stoneware,
14.9 (57/8) long,
The Kyushu Ceramic
Museum, Saga

Spring and Autumn Annals, about the appearance of a unicorn signaling the coming of a sage (a puzzle
for generations and generations of commentators), renders its meaning through a play of words: one
beggar wonders, in mock surprise, whether this mysterious unicorn (kirin) means that Confucius had
the clap (rinbyd). At a recent conference where Kyoden'’s piece was discussed, scholars of Confucianism
from China, Korea, and Vietnam insisted that they had never come across such a burlesque assault on
the Master in their own literary traditions, where such satire would have been, if not unthinkable, cer-
tainly unprintable.®* To the list of developments in “early modern” Japan that seem to have parallels
in the West, one should perhaps add burlesque as a literary genre, which also peaked in Europe about
the turn of the nineteenth century.

It would be a mistake to associate the burlesque genre with a lack of culture, because it is not
the absence of cultural seriousness but merely its clever negation through exaggeration and distortion
of form. There were poetic circles in Edo where people from all walks of life mingled as long as they

were “well-versed,” literary clubs that were themselves symbolic negations of the everyday world. At



POPULAR AND

FINE ART

these parties identity and status markers, including personal names, were left behind, and members
donned geimei, literally “performance/skill/ art names,” as they took on a different persona. One person
could thus “play” a number of personas, adopting a different name in each cultural practice as if
changing a kimono. One encounters this phenomenon across many art forms of commoners, in the
circles specializing in the tea ceremony, flower arrangement, no dance, and so on. It is hard to think of
an art form that once was the preserve of the nobility and the upper warrior strata that was not dif-
fused and taken over by commoners. The phenomenon includes court music,®® for Sorai played the sho,
an instrument used in a gagaku court music ensemble, but he unceremoniously confided to a friend
that “the sound of his playing the shé terrified his cat.”®®

The play with form takes place in other art traditions as well. One easily detects a certain
lightheartedness about function and frame. Kimono (kosode) can function as room decorations when,
hung on clothes racks, they display their panoramic designs, which in themselves seem to disregard
frame. Many kimono scenes strike across the surface, as it were, seemingly with total disregard of
the vestment’s sleeve, shoulder, back, or front. The design wraps around and flows over the material
contours, very much like a tattoo plays with the body form. Both present themselves as playful forms
of disrespect for frame. Likewise in the satirical booklets illustration and text are not separated by
clear boundaries; textual stalactites drip into the scenes that mount up into the writing.

Dishes are intended to function as containers, to hold things, and when aesthetically deco-
rated, they become art objects to be admired. Some Japanese artisans succeeded in eliciting not only
admiration but also a smile by cleverly confounding the container with what is contained. The content
is already in the container in a Nabeshima ware example on which a white radish is elegantly drawn
(cat. 18), its form seeking to merge with the form of the dish. And the container becomes the content
in the Utsutsugawa ware plate that nearly disappears into a melon shape (cat. 34). Here, as in Nori-

naga’s theory of the kami, the object absorbs the referent.

Many of the activities discussed above fall within the category of folk art or performative arts. Gei or
geind is the Japanese term that expresses this best, for it emphasizes “skills.” In the early Tokugawa
period performers, or geisha, were predominantly nonstatus people (hinin), many of whom combined
their “art” with some form of mendicancy®” and various degrees of piety or trickery (cat. 237). As
alluded to earlier, such practices were often referred to as a “Way,” a term meant to give them a spiri-
tual seriousness, generational depth, and social dignity and thus separate them from purely mundane
pursuits such as plain begging.

The various Ways and their aura may create the impression that the art field in Tokugawa Japan
was extraordinarily vast. Yet it was perhaps not as encompassing then as we might think today. For
example — to limit the discussion to pictorial traditions — ukiyoe, or pictures from the “floating world”
of entertainment and leisure, might appear to be the most representative art of the time, but this was
not the case. These single-sheet woodblock prints were sold cheaply, like posters, and were thought of
not as art but as eye-popping advertisements for actors, courtesans, and other popular themes. At
the same time, Nanga — literally “southern pictures,” after a Chinese style of the Song period — would
likewise not have been considered as genuine art by painters of the Kano school associated with the

shogunate, but the genre was also called Bunjinga, “literati painting,” an indication of cultural ambition,
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which would position it at a distance from the ukiyoe. Indeed a painter like Shiba Kokan (1747 - 1818)
decided he had to abandon ukiyoe altogether in order to be taken seriously as an artist.%® Simplifying
somewhat, one might say that ukiyoe were located closer to Hokusai’s books of random sketches
(manga) and thus, in the eyes of the bunjin or literati, at the opposite end of the pictographic tradition.
The art field’s topography looked different depending on one’s position in it. It was not clear where
its borders lay.

The ideal of the pure Nanga artist is one who paints for himself or herself (in late Tokugawa,
there were some women Nanga painters).®® Nanga should express an inner state of quietude, removed
from the hustle and bustle of everyday (city) life. The proper subject matter, which was shared by
professional painters, was dictated by that social distance which is the necessary condition to achieve
an internal mental unfetteredness.

The distinction between manga (or ukiyoe) and Nanga was not that one was produced for the
market and thus tainted by commercialism, whereas the other was art proper, the disinterested work
of amateurs. By the end of the eighteenth century manga cartoonists and Nanga painters were both
professionals in the sense that their wares were for sale or commissioned. The ideal of the amateur
Nanga painter seeking to give expression in a contemplative manner to a finely cultivated self was
not what mattered for most Tokugawa-era painters whose subsistence depended on their sales. What
separated the one from the other was, perhaps more than anything else, the subject matter and pos-
sibly the buyers.

Nature usually fills the whole space of a literati painting (see cat. 156), and representations of
nature, large and small (but mainly large), poured out vistas of mountain scenery, forests, mountain
rivers, and distant waterfalls, or sometimes close-ups of twigs and bushes with birds and flowers. Lofty,
distant views from above and from afar predominate, eliciting a detached uninvolvement, inviting one
to sit back, rest the eye, and contemplate.

Humans are barely there, if at all. One usually discovers them later as one peruses the land-
scape, not on first sight, and they are invariably men, elderly men, never women or children. Specifically,
they are gentlemen, men at leisure, sometimes reading, but often in the act of contemplation or on
their way to the mountains to contemplate, to attend to their minds, by and for themselves. They are
solitary men, never in crowds — only trees and foliage appear in great multitudes; at most one can find
small groups of close friends relaxing in the shade by a riverbank. The larger society does not exist in
these paintings, and neither does the activity that occupies most other people in society: work or labor.
In contrast, Hokusai’s sketches and prints cataloguing every kind of labor for itself (cats. 106, 107)
belong to a different cultural, social, and thereby artistic and imaginary universe.

Nanga paintings, for the most part, do not tell stories either. History as event is not to be found.
Everyday life as event is absent too. Nature is uneventful, timeless: no thunderstorms, no dramatic
sunsets; at most a distant, cloudy mist. Mist that hangs. It does not move, it just is. Nature is not active,
and it is without striking colors; its only drama, if that is the right word, is the imposing but still majesty
of mountains and their forests — nature not worked over by human activity, not for productivity nor
for cultural enjoyment: neither paddy fields nor Japanese gardens.

Typically devoid of narrative content — whether it be historical, quotidian, or natural — these
paintings are thus devoid of references to human practice. Rather than re-present, make present again,

or bring objects nearer for close observation, the landscape paintings (arguably Nanga’s most treated



cat. 156

Uragami Gyokudo

Frozen Clouds, Sifted Snow,

c. 1811 - 1812, hanging scroll;
ink on paper,
133.5 X 56.2 (52'/2 X 22/8),
Kawabata Foundation, Kanagawa,

National Treasure
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cat. 262
Toshusai Sharaku,

The Actors Nakajima Wadaemon
as Bodara Chézaemon and
Nakamura Konozoé as
Gon of the Kanagawaya, 1794,
color woodblock print,
37.5 X 25.1 (147/8 X 97/8),
Tokyo National Museum,
Important Cultural Property



subject) distance the viewer from the object in order to create the contemplative space, so that one
could say that here pictorialization creates for the viewer a distancing rather than a familiarizing effect.

Art, like many other discourses (philosophical, legal, or ethical), introduces a quasi-ontological
divide into reality by what it judges relevant for treatment, which it thereby “ennobles” and elevates
above the rest of common experience, while, conversely, through nontreatment, other wonderful items
are kept ordinary, commonplace, and outside the frame. It would be incorrect to view ukiyoe as a kind
of conscious protest against Nanga by an avant-garde seeking access to the field of art. Yet the fact
remains that it affirmed and celebrated precisely what Nanga denied treatment.

In subject matter, style, execution, and effect, ukiyoe aesthetics stands at the antipode from
the high aesthetics of Nanga. It is about what Nanga is not: city life and street people, commoners in
their place in the division of labor, well-known living figures of the cultural demimonde — sumo wrestlers,
courtesans, kabuki actors (see cats. 261, 262). These woodblock prints are not about being in a state
of quietude, which is exaggerated in Nanga pictures through idealization, but about doing and activity,
which the ukiyoe artists emphasize by overdrawing their dynamic sexual and theatrical qualities.

Ukiyoe do not avoid feelings. They often portray passion; they are about sensual pleasure and
the body, not at all about spiritual refinement or the mind. Their colors, ideally absent or subdued in
Nanga, consecrate the realm of the senses, ranging from the pleasing to the sensual and the carnal;
they stand for plain pleasure rather than rarefied enjoyment. Ukiyoe are about actual events — histori-
cal (vendettas), episodical (festivals, celebrations, traveling on the Tokaid6 road), or natural (rain or
snow scenes). They are about human, social practice. Because they have narrative as their essential
ingredient, they do not induce the viewer into contemplation. Instead, they arouse the emotions, elicit-
ing identification with the subjects represented, bringing the viewer closer to the social and emotional
plurality of the real world. These colorful handbills give this world new valence in and for itself by
objectifying it in representation, and by providing it with its own exaggerated nobility separate from
the spiritual world that Nanga art stood for.

Ukiyoe “non-art” was only given membership into the field of art accidentally, and only after
the demise of the Tokugawa period, when ukiyoe prints were discovered by artists in Europe who were
struggling to transform their own art field in the late nineteenth century. Once certified as art by Euro-
peans, the ambiguity that in the past had surrounded the artistic status of Japanese woodblock prints
was removed: these works have come to represent Tokugawa art par excellence — and deservedly
so, for this was the period when commoners put their mark on the world of culture for the first time

in Japanese history.

»
wn

ALIIODO0OS ANV SLYV OdI NI SWION ANV SWYOL



46

1I

For the social, economic, and
demographic history of Edo,
see Takeo Yazaki, Social Change
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Ornamental
Culture: Style
and Meaning

in Edo Japan

NICOLE COOLIDGE

ROUSMANIERE

Traditi()nal Japanese patterns had

a clear resonance with the type of design sought in later nineteenth-
century Europe and America. Bypassing narrative and pictorial reality,

a European movement led by Owen Jones in the 1870s attempted to
establish a direct connection between ornament and understanding.’
The aim was to bring about harmony through decoration, particularly
through patterns that forged a relationship between motif and ground.
“The space was to be shallow and the relationships between figure

and ground were to be defined by colors as much as shape, thus creating
patterns in which figure and ground were almost indistinguishable.”
According to Christopher Dresser, the famous English designer, who

had extensive experilence in Japan:

Those works which are most fully of mental origin...are those which are the most noble....
Pictorial art can, in its highest development, only symbolize imagination or emotion by the
representation of idealized reality, [but] true ornamentation is of purely mental origin

and consists of symbolized imagination or emotion only. I therefore argue that ornamenta-
tion is not only a fine art....It is indeed a higher art than that practiced by the pictorial

artist, as it is wholly of mental origin.’

Heated discourses on decoration in America and Europe at this
time were certainly informed by the Japanese conception of ornament.
Japan had emerged on the world stage in 1854 when Commodore Perry

and the American navy landed in Yokohama and demanded that Japan

Opposite: detail of Dish with falling snowflakes design (cat. 19)
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open trade relations with America. The island nation seemed to hold great potential in the imagina-
tions of Americans and Europeans. It enjoyed an advanced intellectual and arts culture that had blos-
somed during the two and a half centuries of the Edo period, although western countries were familiar
with only a small selection of its porcelain and lacquer goods.

Forced to accept a series of unequal trade agreements, the Tokugawa government failed, and a
new regime, one of “enlightened rule” (Meiji), was installed. The Meiji era was characterized by an open-
door policy toward American and European culture, and a new ideology and even vocabulary were intro-
duced that still exist today. An official announcement in 1873 coined the term bijutsu (noble skill) —
derived from the German schéne kunst — which would be used to encompass what was known in the
West as music, painting, sculpture, and the literary arts.* For the applied arts, the term kogei (mechanical
skill) was used. These words were especially created for Japan to participate in the Vienna International
Exposition of 1873 to help raise much-needed foreign cash reserves by stimulating “arts” trade. Japan
participated in numerous international expositions, sending technically advanced, often detailed, and
intricate objects that were geared toward what was perceived to be European taste.> The Japanese entries
were highly successful, and along with other exports they helped feed a boom in japonisme, confirming
Japanese arts in American and European eyes as being decorative (applied) as opposed to fine (high) art.

It is thus ironic that during the same period a new word for decoration (soéshoku) was introduced,
based on European precedents, and is still in use today. Previously no Japanese word existed to separate
decorative from artistic production or to indicate a hierarchical ordering of craft media as such. Skill
was more important than medium. The term kazari, best translated as “ornament” rather than “decora-
tion,” had been in use in Japan since at least the eighth century and is based on a different concept
than its English counterpart. Fundamentally, kazari refers not only to the object but also to the use of
the object, to the act of viewing, using, or adorning the object. Kazari takes its form in process, and the
viewer is an active participant — through prior knowledge, parody, elegant re-creations, play, performance.

To understand the role of ornament and the meaning of Edo style, it is necessary to appreciate
that the Japanese arts are not meant to be merely visual but to appeal to all of the senses. In Ogata Korin
and Ogata Kenzan’s square dish (cat. 25) the viewer is meant to touch and eat from the dish, read the
poem, see the crane, and hear the crane’s cry. Similarly, we might hear the insects rubbing their wings in
the Ogawa Haritsu boxes or the music from the blind man’s shamisen in the Hikone Screen (cats. 37, 233).

Another aspect of Japanese aesthetics that informs both ornament and style is the quality of
incompleteness. Japanese poetry and arts were stimulated by the transience of natural beauty, as noted

by Yoshida Kenko, a Shinto priest, in his famous Essays in Idleness (1330 -1333):

Are we to look at cherry blossoms only in full bloom, the moon only when it is cloudless? To long for the moon while
looking at the rain, to lower the blinds and be unaware of the passing of the spring — these are even more deeply
moving. Branches about to blossom or gardens strewn with faded flowers are worthier of our admiration.... People
commonly regret that the cherry blossoms scatter or that the moon sinks in the sky, and this is natural; but only an
exceptionally insensitive man would say, “This branch and that branch have lost their blossoms. There is nothing
worth seeing now.”...The moon that appears close to dawn after we have long waited for it moves us more profoundly

than the full moon shining cloudless over a thousand leagues....

Are we to look at the moon and the cherry blossoms with our eyes alone? How much more evocative and pleasing it

is to think about the spring without stirring from the house, to dream of the moonlight though we remain in our room!®



cat. 37
Ogawa Haritsu,
Writing-paper box and writing
box with dragonfly design,
second quarter of
eighteenth century, lacquer
on wood with makie,
writing-paper box: 12.7 X 40 X 30.8
(5 x153/4 x 12'/8);
writing box: 4.4 X 25.5 x 16.7
(13/4x 10 X 65/8),
Agency for Cultural Affairs,
Tokyo

THE ORIGINS

OF KAZARI

The beauty of cherry blossoms and the moon is enhanced by their fundamentally mutable nature.

Moreover, the power of cherry blossoms and the moon can be experienced not only through actual con-
tact, but perhaps even more strongly through the imagination or memory. According to Kenko’s aes-
thetics, a poem about cherry blossoms can be more deeply satisfying than seeing the blossoms directly.
Katsushika Oi’s Cherry Blossoms at Night (cat. 281) depicts a woman writing a poem. Her robe (furisode)

is decorated with a pattern of scattered cherry blossoms, and several branches of a cherry tree are illu-
minated in the middle distance against a starry night sky. But the picture is completed only in one’s
imagination and thus gains its strength through the viewer’s active engagement.

Finally, the transcendence of formal boundaries between media is apparent in most Japanese
art forms. For screen paintings a designer or painter and possibly a workshop execute the paintings,
while a papermaker, woodworker, lacquerers, and metalworkers fabricate the frame. Woodblock printing
involves a designer, calligrapher, block carver, colorist, printer, and so on. Multitudes of artisans are
needed to create a porcelain dish, from kiln construction to applying colored enamels. In addition,
many artists worked in more than one medium, as Ogata Korin did in ceramics, lacquers, textiles, and

paintings (cats. 26, 28, 29, 140).

Tsuji Nobuo has spent the last decade disseminating his revolutionary ideas on Japanese aesthetics

based on the central concept of kazari — what he defines as “a will to decorate.”” Tsuji has brought to the
fore the importance of action and temporality in kazari, definitively separating it from its English equiv-
alents of decoration or ornament, both of which have come to be seen as secondary and static additions

to a work of art. The problems inherent in trying to translate such concepts as decoration into different
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cat. 29

Ogata Korin,
Kosode with autumn flowers

and grasses,
early eighteenth century,

hand-painted ink and
color on silk twill,
147.2 X 130.2 (58 X 51'/4),
Tokyo National Museum,
Important Cultural Property

languages and categories were glossed in a lecture given in 1914 by Taki Seiichi at Tokyo Imperial
University. Responding to Ernest Fenollosa, a Harvard-trained scholar who taught aesthetics in Japan
during the Meiji period, Taki related:

When I met Fenollosa in Tokyo near the end of his life, he told me that Japanese art was abstract and decorative,
and should be most highly appreciated as applied arts. However we Japanese think that this view is not correct.
The special character of Japanese art is spirituality; therefore it is abstract. Even the famous Korin folding

screen painting of Irises is indeed an object of abstract beauty and must be recognized as possessing a surprising

strength that is more than mere decoration.®

Fenollosa and his student Okakura Kakuzo played an important role in reshaping Japanese art history
(and both became curators at the Museum of Fine Arts, Boston). Certainly Fenollosa came to Japan
with later nineteenth-century ideas about beauty and realism representing truth and therefore being
morally superior. Taki countered this claim by asserting the spirituality underlying Japanese art as the
source of its abstraction.

The fundamental problem lies in the term “decorative” and in the culturally perceived func-
tion of art. To Fenollosa the abstract nature of Japanese art perhaps signified a deficiency, whereas
Taki, invoking Korin's irises (see fig. 4 in Melinda Takeuchi’s essay), discerned it as spiritual. Korin'’s
work is indeed instructive. The irises and the plank bridge depicted on the screens refer to a chapter
in the tenth-century Tales of Ise in which the hero of the narrative, Ariwara no Narihira, writes a
poem about emotions inspired by a visit to a beautiful place. In this sense the painting falls under
the category of depictions of famous places (meishoe). Korin paints only irises and planks, however.
The viewer would have to be familiar with the Tales of Ise to understand the scene and appreciate its
meaning, spiritual or otherwise. Thus certain traditional Japanese art forms are part of a common-
ality of shared knowledge. The images can be viewed as symbolic, but not decorative in the classic
English sense.

The term kazari first appeared in the Man’yoshi, a late eighth-century poetry compilation.
Several poems, or more correctly songs (uta), refer to the act of ornamentation (here the active form
kazashi), particularly to ornamenting the hair with flowers. One poem describes a man and a woman
placing plum and wisteria blossoms in each other’s hair. Another (number 1429) tells of cherry
blossoms tied in the hair of girls and boys. Yet another (820) mentions plum blossoms that look as if
they are blooming on someone’s head. In Poems on the Flowers and Birds of the Twelve Months, composed
by the aristocratic poet Fujiwara no Teika in 1214, kazari still has the same meaning: “Even the sleeves
of travelers who broke off cherry blossoms to decorate their hair have caught the scent that fills this
spring sky.”? Kazari is thus an act that interweaves man and nature in a “temporary re-creation”
(tsukurimono). It transforms an ordinary object into something extraordinary. And it is the process of
transformation, according to Tsuji, that is a spiritual operation, releasing one from the pressures of
ordinary existence.

Kazari has been manifested in many ways throughout Japanese history, using fanciful and
temporary re-creations such as the seasonal festivals that punctuate the Japanese calendar even today
(see cat. 135). Kazari can also be experienced in an “extravagant act” (firyii), recorded since the eighth
century and evident during the Edo period in spontaneous circle dances, parades, and processions as

well as in kabuki theater. And it can be expressed through “illusory re-creations” or parody (mitate) and
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THE BEGINNINGS

OF EDO STYLE

play (asobi). The use of parody grew more pronounced in the Edo period and may be seen in such
works as the helmet in the shape of a upside-down red lacquer bowl (cat. 55) or Itd Jakuchi’s
Vegetable parinirvana, or “Death of the Buddha” (cat. 121), in which the artist substituted a radish for
the Buddha and various vegetables of the grieving mourners to achieve the desired effect.

In sum, kazari, depending on the time and the context, has many connotations, ranging
from Buddhist paradise imagery to individual political machinations. Several basic precepts do apply,
however: kazari is completed through the viewer’s (or user’s) active participation or knowledge; it
evokes meaning beyond what is depicted; it involves play, parody, or spirituality; and it appeals to

more than just the sense of sight.

A new design style emerged in Japan to accommodate the taste of a samurai elite that began to domi-
nate the political arena in the late sixteenth century and gained influence under the Tokugawa regime
in the early seventeenth century. The style involved an interplay between ground and motif. Preferred
motifs, which were generally isolated from a narrative context, had either auspicious or culturally
assigned meanings. For example, an empty ox-drawn carriage on the cover of a lacquer box (cat. 6)
refers to the imperial court and the late tenth- or early eleventh-century literary classic Tale of Genji,
while a geometric ground and lotus leaf painted on a Kokutani-style dish (cat. 9) promote both

good fortune and a sense of exoticism, generated by the Chinese derivation of the patterns and the
Buddhist connotations of the lotus leaf. These two objects date to roughly the same period and may
be understood on various levels, though prior knowledge is necessary to perceive the full meaning.
This type of decoration combined designs based on Chinese taste in the medieval period (karamono-
suki) with motifs reflecting a “love of the exotic” (ikoku-shumi) to create a style that could be com-
prehended by a broad section of the population.

During the Edo period demand increased in most craft industries, prompted in part by the
large-scale building projects begun by Oda Nobunaga (1534 —1582) with the construction of Azuchi
Castle on the shore of Lake Biwa near Kyoto. Nobunaga commissioned the Kano master Eitoku to
decorate the entire interior of Azuchi in 1576, which took the painter and his workshop over three years
to complete.'® Nobunaga and his elaborate castle both survived only a few years after construction,
but a fifty-year period of castle building was launched, stimulating an ever-growing need for paintings,
carvings, and objects to fill the grand spaces. As a result techniques were simplified and streamlined
to facilitate larger output. The urbanization that accompanied and literally surrounded these castles
required plentiful resources, both human and material. Many castle towns, such as Edo and Osaka,
became important urban centers in the later 1700s, with permanent markets and systematized
economies that employed monetary systems instead of barter.

The newly empowered merchant classes, including samurai and daimyo, all vied to establish
themselves within three arenas: their local castle town, their domain, and the country as a whole.

For the Tokugawa enterprise to succeed, it was essential to invent a mutually understandable visual
vocabulary to display status and identity within this restructured society. This code could be manipu-
lated to support a certain ideology, such as the use of Chinese symbolism to enforce Neo-Confucian
policy, or it could be used to include and exclude others from the group. The symbols would have to

be based on previously acknowledged ones, reconfigured to define a new power elite.



cat.9
Dish with lotus leaf and
geometric pattern,
late 1640s,
Hizen ware porcelain,
Kokutani style,
33 (13) in diameter,

Idemitsu Museum of Arts,

Tokyo

The emerging Tokugawa government appears to have used such a system to great effect.
Controlling symbolism (even kazari) to its advantage, the Tokugawa government prescribed that con-
sumption of luxury goods be correlated with status (as defined by the government), issuing sumptuary
regulations (ken’yakurei) periodically from the beginning of their rule.!! The alternate attendance system
enacted at the same time required all daimyo to maintain residences both in their domains and in Edo,
which served as a geographical reminder that the power of the realm lay with the Tokugawa in Edo.

In addition, a visual system was consciously employed to demonstrate this power in two-dimensional
designs and architectural spaces, particularly in government-commissioned monuments such as the
mortuary shrines of the Tokugawa in Nikko, discussed below. The new system of aesthetics was also
employed by others within the culture. While the Tokugawa defined the new symbolism, specific luxury
goods, as recognized signifiers of wealth and status, were possessed by a wider circle than ever before.

Starting with the Battle of Sekigahara in 1600, which placed Tokugawa Ieyasu (1542 - 1616) at the
helm of state, the first half of the seventeenth century was a pivotal time for the Tokugawa regime.

The Kan’ei era (1624 - 1644) saw the first full flowering of peace in the Japanese archipelago as well as the
first steps toward the creation of a unified entity out of the 260-odd semiautonomous nation-states. By
midcentury the Tokugawa hegemony was ensured for the next two hundred years. Initially, the vitalized
spirit of the Momoyama period (1573 —1615) persisted in kazari, but as new realities became central in

the Tokugawa period, other styles of ornamentation became popular.
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Part of the strategy of the Tokugawa shogunate, from Ieyasu onward, was the incorporation of Neo-
Confucian ideology. This policy was both symbolically and physically realized by leyasu’s grandson,
Iemitsu, the third shogun, in the 1630s. Hayashi Razan, the famed Neo-Confucian scholar who served
the Tokugawa government under Iemitsu, recorded his thoughts concerning the mortuary shrine

that Iemitsu had redesigned for his grandfather:

Everywhere in the new mausoleum are hundreds of examples of craftsmanship executed to perfection. There are
pictures drawn from heaven and earth, in colors arrayed with myriad sorts of birds and beasts, grasses and trees,
and a variety of awesome and strange creatures. It is splendid and dazzling....If it were not grand and magnificent,
it would not suffice in demonstrating his majesty and spiritual force to the common people. If its adornment were

not beautiful, it would not suffice in proclaiming his achievements a hundred generations hence.?

This shrine, the Toshogu in Nikko, represented one of the supreme examples of ornament during the
early seventeenth century. It was designed to reflect Tokugawa leyasu’s apotheosis as the Tosho Dai-
gongen (Great Incarnation Illuminating the East) after his death in 1616. This title placed him in the
Shinto pantheon, helping to establish his lineage’s right to rule in times of peace, with the endorse-
ment of the imperial line, which continued in a primarily ceremonial role in Kyoto. Monuments were
felt necessary to display openly this new divine status and proclaim the legitimacy of Tokugawa rule,
as Razan stated, for “a hundred generations hence.” Ornament covering the Tokugawa mortuary was
to bear the meaning of the monument itself.

An earlier mortuary for Ieyasu had been built between Kyoto and Edo — in Kunozan near Sunpu,
his home territory — but after only one year the shogun’s remains were moved to Nikko and placed
where his son, Hidetada, had built a small shrine. This relocation was strategic, for Nikko lies 120 kilo-
meters directly to the north of Edo, the new administrative center of Japan, and it had been the site of
Shinto shrines for centuries and had been considered sacred since the medieval period. The Téshogu
was built over the main shrine in Nikko, ensuring it pride of place.

Starting with the tumuli of the fourth to sixth centuries, large mortuaries have had a long
history in Japan as potent reminders of a leader’s right to rule. The direct prototype for the Nikko
Toshogi was the Hokoku Shrine in Kyoto, built for the deification of Hideyoshi, Ieyasu’s immediate
forerunner. Indeed Ieyasu died only a year after Hideyoshi’s son and heir perished. Ieyasu’s life and
deification left an indelible imprint on the early Edo popular consciousness, and Iemitsu’s decision to
enhance Hidetada’s original shrine in Nikkoé created a greater display of wealth and strength, replete
with visual symbols (kazari) that proclaimed not only Ieyasu’s personal power but, perhaps more
important, the preeminence of his legacy.

The rebuilt Nikko Toshogu, in keeping with the ornamental style of the period, was meant to be
understood by the people as a manifestation of the glory of the realm. Renovations were made from
1634 to 1636 under the joint leadership of Kéra Munehiro, head of the shogun’s construction section and
master carver (horishi), and Kano Tan’yu, head of the Kajibashi atelier of the Kano school of painting.
These two master artists, the highest ranked professionally at the time, oversaw the construction and
decoration of multiple buildings and gates with soo major paintings and 5,173 carvings. The paintings
reflect to various degrees the designs executed in the elaborate carvings.’3 Materials included wood,
lacquer, paint, metal, gold leaf, and cloisonné. The project mobilized all of the premier artisans in pro-

ducing the ultimate statement of politically inspired ornament. Auxiliary shrines were later built in



fig. 1

Carved ornament on a column
in the Nikko Toshogu,
showing the nyoi-head pattern
in the background
and a roundel enclosing a
stylized crane

cat. 8
Large sake ewer with Chinese
lions and peony design,
. 1640s, Hizen ware porcelain,
Kokutani style,

19.4 (75/8) high,
Agency for Cultural Affairs,
Tokyo,

Important Cultural Property

Nagoya, Mito, Wakayama, and Hie. Even today the Nikko Toshogi’s continuing national importance is
demonstrated by the Japanese government’s designation of nine of its structures as National Treasures
and forty-six as Important Cultural Properties.

The ornamentation was arranged to maximize its visual impact. Almost all of the decoration —
paintings and especially carvings — was placed toward the front of the structures, where it would be most
visible. There was also an emphasis on placing auspicious designs at entrances and windows. Three
large gates leading into the inner sanctum of the shrine became increasingly ornate in closer proximity
to the sacred space,!* a visual reinforcement of the spiritually symbolic function of the sanctuary.

The type of ornament employed at the Nikko Toshogt can be divided into four categories: the
human figure, animals, plants, and geometric designs. The human figural motifs, which are all Chinese,
include mythical and historical beings. The majority of animals depicted are mythical, with the Chinese
lion (karajishi) represented most often, and birds and dragons a close second. leyasu was born in the
year of the tiger, and Iemitsu in the year of the dragon, both of which were important symbols of rule in
China. Thus tigers and dragons appear often in the monument as personal symbols for the shogun. The
plentiful bird depictions feature the mythical phoenix and the crane and hawk, which were symbols of
the samurai. Images of plants, mostly of Chinese derivation, include various forms of especially peonies
and camellias. The largest category of ornament used in the Téshogi, however, consists of geometric
patterning, which covers most of the pillars and subsidiary spaces and forms the ground for most other
motifs (fig. 1). A wide array of geometric designs is employed, but most are banded and include stylized
floral repeats, Chinese grass scrolls (karakusa), nyoi heads (a Buddhist instruction wand), or latticework.

The pervasive use of geometric designs reveals the time and expense lavished on its placement

and suggests its talismanic importance. Banded patterns on the entrance gates seem to assume a similar

symbolic value. Twelve pillars support the middle gate (yomeimon) en route to the inner sanctum, each
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one completely covered with a carved ground of stylized nyoi heads overlaid with asymmetrically placed
and occasionally overlapping roundels. The nyoi-head motif is turned upside down on one pillar, as if
an exception to the rule would provide a kind of magical protection for the overall structure.!> Other-
wise this pillar is identical to the other eleven. (A similar reversal of design motifs on one pillar within
a group occurs on all of the gate structures in the Toshogii, demonstrating the importance of orienta-
tion and the inherent power assigned to kazari during this period.'®) The roundel encloses a stylized
crane spreading its wings against a geometric pattern in the background. A symbol of longevity, the
crane is supposed to live for a thousand years.

In imagery related to that seen in the Nikko Toshogi, two Chinese lions are depicted in the
foreground of a seated portrait of Tokugawa Ieyasu (cat. 51), while brightly colored Chinese tigers and a
Chinese-style peony scroll cover a Kokutani-style porcelain sake ewer (cat. 8). The richly colored red,
green, and blue enamels and exotic motifs of the latter are reminiscent of the fantastic Chinese vocab-

ulary used so effectively by the Tokugawa.

Another development during the Kan’ei era was the integration of foreign and bold Momoyama

period designs into a domesticated context. This process is most visible in pleasure depiction screens
(yurakuzu), which were popular with the daimyo, samurai, and merchants.'” The format inevitably
includes Japanese men and women at leisure, playing with exotic objects, dressed in dramatic textiles,
enjoying the latest fads such as playing the shamisen or smoking. In other words, the screens represent
a familiarization of the exotic.

A spectacular example of the genre is known as the Hikone Screen (cat. 233). Clearly based on
a parody of the traditional Chinese concept of the Four Accomplishments of writing, painting, music,
and board games, the scene depicts fashionable youths relaxing, playing a form of backgammon
(sugoroku), writing love letters, walking a small dog. The first young girl in the composition (which is
read from right to left) carries a blossoming cherry branch, perhaps to decorate an elaborate hairstyle
in the traditional reading of kazari. The male youth leans on his long sword, an action far removed
from the military spirit that dominated depictions of men a few decades earlier. The screen represents
not just a parody of traditional Chinese accomplishments but a commentary on the past and present.
The youths are all clothed in the latest fashions but set against a gold ground with no indication
of setting. The only background as such is a medieval Kano-style Chinese landscape screen, which is
folded in such a way as to enclose a blind musician.'® The past is encapsulated, even commodified.
The present concerns revolve around fashion and ornament. A new age of leisure has arrived.

To summarize the shift in kazari from the taste of the ruling samurai in the first half of the
seventeenth century to the more popular expression of pleasure and play in the later half of the century,
Kokutani-style porcelains provide the perfect foil to the Nikké Toshogu. Porcelain was first produced
in Japan only in the second decade of the century, and the overglaze polychrome enamel technique
was mastered by the 1640s. Thus the Kokutani style, produced from the 1640s to the 1660s, was an early
manifestation of the art form. The porcelains were made and fired at the climbing kilns of the outer
section of Arita in northwestern Kyushu.

Two distinct categories of Kokutani-style porcelain were produced in separate stages. The first

dates to the 1640s - 1650s and was based on Chinese patterns. Brightly colored overglaze enamels —



cat. 10
Large shallow bowl
with chrysanthemum design,
C. 1650s - 1660s,
Hizen ware porcelain,
aode Kokutani style,
47.5 (183/4) in diameter,
Idemitsu Museum of Arts,
Tokyo

cat. 12
Large dish with birds,
tree, and waves design, c. 1650s,
Hizen ware porcelain,
aode Kokutani style,
34.9 (13%4) in diameter,
The Kyushu Ceramic Museum,
Saga
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MATURE

EDO STYLE

usually red, blue, and green — were painted over the white porcelain ground, in designs of birds and
flowers or Chinese figures within a geometric frame. The second stage, particularly the aode (blue green)
Kokutani-style dishes dating to the 1650s - 1660s, appears to have been derived directly from painting
sources. Many of the designs were influenced by the Kano school. The enamel colors were darker and
resembled mineral pigments used on screen painting.?°

Two examples of the first type of Kokutani-style production are a sake ewer and a classic
1650s dish, both mentioned above (cats. 8, 9). Decorating the exterior of the latter is a stylized peony
floral scroll similar to that seen on the sake ewer. The interior of the dish plays with spatial tensions
by juxtaposing the underside of a naturalistically depicted lotus leaf against a ground of twelve dif-
ferent geometric designs contained within concentric and interlocking diamond shapes.

Three examples of aode Kokutani-style dishes are completely covered with saturated poly-
chrome overglaze enamels. The most brilliantly colored piece (cat. 10) has a design on the interior
that superimposes chrysanthemums on a yellow geometricized floral ground, encircled by a deep green
stylized water pattern. There is tension between the naturalistically depicted motif and its geometric
ground, and the saturated colors add to the overall feeling of richness. The palette of yellow and green
appear to refer to the gold background and malachite pigment that are commonly seen in seventeenth-
century Kano screen paintings. The two other examples (cats. 11, 12) use a similar style of kazari to
achieve their impact.

The change in the approach to ornament in early and later Kokutani-style porcelain reflects
changes also occurring in textile patterns and other craft media. Nagasaki Iwao writes: “In earlier styles
color was generally subordinate to pattern; with the Kanbun style [1661 - 1673] the decorative function
of color came to play an important role as background, supporting the pattern and bringing it into
relief.”?! These changes demonstrate not only the fluidity of design motifs but also the encompassing

nature of kazari in Japanese artistic culture.

Mature Edo style made its first appearance during the Enp6 era (1673 -1681) and is perhaps best typified
by designs that combine double meanings with spatial illusion. The importance of kazari as a visual
code became more pronounced as the Edo population became more discriminating. The publication of
prints, of textile design books (hinagatabon) (see fig. 2}, and of illustrated fiction, humor, and parody
(kibyoshi and gesaku) helped popularize specific styles of kazari.

Perhaps one of the most striking early examples of mature Edo style is a Hizen porcelain
dish with a bold spider’s web design (cat. 15). The Chinese word for “spider’s web” was a homonym for
“joy descending from heaven,” yet the effect here is of shattered glass or ice, with sixteen fractures
radiating from the center. The pattern is reflected in the octagonal shape of the dish, but the main
strength of the design is in the play between negative (white) and positive (blue) space. The asymmetry
of the design is emphasized by two rim sections that are left unglazed, which creates another dynamic
between the porcelain ground and the glazing pattern. For the first time, four Japanese characters on
the base of this dish indicate that the dish was made in Japan during the Enpo era. The designation of a
Japanese reign date — when previous Japanese-made porcelains bore spurious Chinese reign dates —

reveals a new national consciousness.

fig. 2

Robe design published in an
early textile pattern book



cat. 15
Dish with spider’s web design,
c.1673 - 1681,
Hizen ware porcelain,
Koimari style,
21.1 (8'/4) in diameter,
The Kyushu Ceramic Museum,
Saga

The visual interplay of surface and motif continued throughout the Edo period with increasing

sophistication. Eiraku Hozen’s water jar with a design of two carp jumping among the waves (cat. 50)
reveals an element of parody. The water jar, true to mature Edo style, has several levels of meaning: its
use in the tea ceremony is typically Japanese, with an intentional visual pun on the water contained
within the vessel and that represented on the outside. While the deep green glaze evokes water, it is
also a direct reference to a style of southern Chinese ceramics produced in the late sixteenth century,
called Kochi ware in Japan. The exotic allusion to China is amplified in the motif, which was common
on Kochi ware. Another play of kazari involves the medium. The vessel is stoneware, but the fish are

executed in a Japanese makie lacquer technique, which would echo the lacquer lid that covered the
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mouth of the jar. In sum, the form, function, and medium of this piece all combine with the style of

ornament to create a strong example of Edo design. In addition, the realistic depiction of the two fish
reflects new developments in Edo aesthetics at the time.

Edo style is fully developed by the Genroku era (1688 - 1704), and ceramic wares like Utsutsu-
gawa exhibit the hallmark integration of shape and pattern. One Utsutsugawa dish (cat. 34) has the
shape and color of a melon, with a smaller melon and a melon vine depicted on the inside surface.
The shape of the dish is somewhat abstract, whereas the painted decoration is more naturalistic. It is
in the tension between these two renderings, one contained within the other, one sculptural and the
other pictorial, that the piece becomes a successful expression of mature Edo kazari.

Arguably the most refined manifestation of Edo ornament is seen in Nabeshima porcelain,
produced after the 1670s at the official Okawachi kiln. This porcelain was the exclusive purvey of the
Nabeshima daimyo, their friends, and retainers, although it was also produced for presentation gifts to
the Tokugawa. It was not sold on the open market in the Edo period but was made in limited number,
with specific patterns, and in standardized shapes.

Six patterns are represented in this book, all demonstrating classical Nabeshima taste. Two
general tendencies can be discerned. One is to take naturalistic motifs and flatten them into two-
dimensional patterns that often belie the inherent qualities of the original subject. The other is to
animate everyday objects with a life force of their own. Both approaches make use of culturally loaded
symbolism and play with ground and motif patterning.

In one dish with a pine tree design and in five dishes with a cherry tree design (cats. 22, 23)
the natural motifs have been transformed. Both subjects have potent symbolic meaning. The pine
represented the samurai, the old Confucian scholar, winter, and strength. The cherry blossom was a
symbol of spring, renewal, and death, as well as a perennial symbol of Japan itself. But with these two

examples, both the pine and the cherry have forfeited their treelike qualities of strength and verticality.

cat. 50
Eiraku Hozen,

Water jar with carp and waves
design (two views),
early eighteenth century,
stoneware with colored glaze,
lacquer, and gold foil,
15.7 (6'/8) high,
Agency for Cultural Affairs,
Tokyo

cat. 18
Dish with radish and waves design,
C. 1680 - 1690s,
Nabeshima ware porcelain,
20.4 (8'/8) in diameter,
Imaemon Museum of Ceramic
Antiques, Saga

cat. 19
Dish with falling snowflakes design,
c. 1690s, Nabeshima ware
porcelain, 20.2 (8) in diameter,
Imaemon Museum of
Ceramic Antiques, Saga

cat. 20
Dish with tassel design,

c. 1680s,
Nabeshima ware porcelain,
20.2 (8) in diameter,
Suntory Museum of Art, Tokyo

cat. 22
Footed bow! with pine tree design,
C. 1690 - 1720s,
Nabeshima ware porcelain,
29.6 (115/8) in diameter,
Suntory Museum of Art, Tokyo
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They are wrapped around the dishes in a successful play of negative and positive space, leaving an
empty center. The innate strength of the symbolism has been subsumed within the design.

On three other Nabeshima dishes a radish, snowflakes, and tassels take on a life their own.
A single radish swirls around the molded rim of one dish to make a sweeping circle (cat. 18). In fact,
the radish may be seen to suggest the human form, with two roots for legs and leaves for hair. The
background is an abstracted wave pattern, which appears to project in front of the radish, depicted in
negative, with a clean white porcelain body. Snowflakes fall over another Nabeshima dish (cat. 19),
without reference to gravity or the uniqueness of natural forms. The snowflakes appear as identically
shaped flowers, lighter in weight than the green celadon ground that surrounds them, freezing
them in place. Perhaps the most powerfully ornamented Nabeshima dish has a design of four tassels
(cat. 20). A tassel, made of silk thread attached to a cord, would have been a common sight in a daimyo
household. Silken cords were used to tie up documents, bind together objects, close lacquer boxes,
and so on. The tassel, however, was always subsidiary to the object onto which it was attached. On this
dish tassels are freed from such restraint, even from being tied. Their animation brings two of them,
one orange and one blue, toward the center of the dish, breaking the expanse of white and adding to
the feeling of the cords’ independence of spirit. The Nabeshima example of tassels in a circular motif

shows Edo style at its most exuberant.

Animating ordinary objects was a practice in Japanese design as far back as the first century before
Christ, with agricultural implements depicted individually on bronze bells. These representations are
thought to have been prayers to the spirits for a plentiful harvest. The practice continued throughout
Japanese history and became pronounced in the early Edo period. A samurai saddle, for instance,
decorated with floating women’s cosmetic brushes (cat. 54), contrasts hard (saddle) and soft (brushes),
military arts and applied beauty, to give the object and the decoration new meaning.

One object depicted in all media during the Edo period, including Nabeshima porcelains, was
the illustrated book. Printing and literacy transformed the Edo world, and designers must have taken
particular delight in animating books and handscrolls and placing them on porcelains, robes (kosode)
(fig. 3), and screens. The books become more than just static objects. Kazari as a life force animates
the objects and at the same time reduces them to a pattern of space and textures against a flat gold
ground. Such is the strength of Japanese design.

Okakura Kakuzo recorded in his book Ideals of the East, written in 1904 to introduce America and
Europe to concepts of Asian art, particularly Japanese: “Any history of Japanese art ideals is, then, almost
an impossibility, as long as the Western world remains so unaware of the varied environment and
interrelated social phenomena into which that art is set, as if it were a jewel. Definition is limitation.”??
It is hoped that this discussion of kazari has revealed that there is more to Japanese ornament than,
quite literally, meets the eye. Through an understanding of the way that these objects would have been
perceived, and the feelings they might have evoked, one can begin to appreciate the richness of the

material culture of the Edo period and the complexities of Edo style.

fig. 3
Robe design published in an

early textile pattern book
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I

Nonomura Ninsei (d. 1695)
Tea bowl with crescent moon and
waves design

C. 1656

Stoneware with polychrome
overglaze enamels
Diameter 12.5 (4 7/3)

Tokyo National Museum

e Nonomura Ninsei was one of the
most important potters of the Edo
period and is credited with helping
form the distinctive overglaze enamel
stoneware made in Kyoto. He was

the first potter in Japan to “sign” his
wares, introducing the concept of the
artist-potter into Japanese ceramics.
By stamping his works with his name,
consistently at the left middle part

of the base where a painting would
have been marked, he was making a
conscious statement about his artistic
identity and declaring ceramics to be
the equal of painting. The hallmark
of Ninsei’s design was its reliance on
traditional Japanese motifs (Yamatoe).
The waves breaking against the cres-
cent moon depicted on this tea bowl
are a superlative illustration of this
style of painting.

The tea bowl was made on the potter’s
wheel and finished by hand. Some-
what unusually for Ninsei, the rim,
which is quite thin, has a purposeful
dent directly over the moon, possibly
to make it easier to drink from the
bowl. The moon was painted in
underglaze iron oxide, the waves in
overglaze blue and green enamel. The
piece was then partly covered in a
thin clear glaze, leaving the footring
bare. Three fingers and a thumb
mark, presumably from Ninsei’s hand,
are still clearly visible in the glaze.

Most of Ninsei’s production centered
on vessels for the tea ceremony,
including tea caddies, tea bowls, and
water jars. Because of the refinement
of his pieces, exemplifying the pre-
vailing mood of restrained elegance
(kirei sabi), they were popular among
the tea elite of the period. NCR

2
Nonomura Ninsei (d. 1695)

Tea leaf jar with young pines, camellia,
and mountain design

C. 1658

Stoneware with polychrome
overglaze enamels

Height 26.3 (10 3/8)

Agency for Cultural Affairs, Tokyo
Important Cultural Property

e The form of this thin-walled jar

for storing tea leaves (chatsubo) is an
enlarged version of a lacquer tea
caddy (chaire). It is one of the smaller
examples that Ninsei produced and
perhaps his most refined. The shoul-
ders are square with four ears placed
on top for use in securing the lid.

This vessel demonstrates Ninsei’s
strength not only with form but with
overglaze enamel design. He devel-
oped a special type of “Ninsei black”
enamel, over and around which he
applied other brightly colored enam-
els in a painterly fashion. In this night
scene the hills and ground have been
sprinkled with gold leaf, another
technique pioneered by Ninsei, though
it was similar to that used both on the
popular golden screens and on makie
lacquer objects. Young pines with
silver pinecones and clusters of camel-
lias spring from among the hills and
the black enamel clouds.

The form and its decoration can be
seen as a play on the vessel’s function.
Such jars were used to store the whole
tea leaf until it was ready to be freshly
ground into powder for use in the tea
ceremony. Ground tea would then be
transferred to a small, preferably black,
lacquer tea caddy. The imitation of
the tea caddy form in a tea leaf jar
would have been instantly recognized
by tea enthusiasts. The early spring
decoration on this jar may indicate
that its contents were the first tea
leaves of the new year. NCR
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Nonomura Ninsei (d. 1695)

Water jar with peony design

C. 16808 - 1695

Stoneware with polychrome
overglaze enamels

Height 14 (5/2)

Tokyo National Museum
Important Cultural Property

¢ This water jar (mizusashi) is an
excellent example of the finely potted
stoneware body and painterly
approach to decoration that Ninsei
achieved in his most masterful works.
The painted overglaze enamel design
covers almost the entire exterior of
the piece and is divided into four pan-
els, each with three peonies executed
in gold, red, and silver against a white
slip ground. The gold flowers are out-
lined in red enamel, the red flowers in
gold, and the silver flowers in red. The
leaves and stems are freely painted

in green enamel, while the clouds and

ground are stippled with gold in a
makie lacquer technique. A lozenge
pattern fills the space around the
panels, each division bearing a styl-
ized gold flower against a red ground
and outlined in green and silver. Nin-
sei consciously played with color val-
ues here and paid meticulous atten-
tion to detail.

A document of 1682, “Yoshofushi” by
Kurokawa Michitsuke, refers to the
participation of Kano Tan'yl and Kano
Yasunobu as well as regional Kyoto
painters in Ninsei’s work, and the dec-

oration around the mouth of the vessel

is another example of Ninsei’s close
ties with painting. Silver waves, which
appear to be moving outward, away
from the rim, are also a play on the
function of the jar as a container of
fresh water during the tea ceremony.

The interior of the jar is covered with
a clear glaze, which reveals the origi-
nal buff color of the clay body. The

base is stamped with a Ninsei seal at

the middle left in his standard manner

and aligned with the painted panels
on the exterior. NCR

4
Kosode with plants, clouds, and geometric
designs on horizontal bands

Seventeenth century
Tie-dyeing, metallic leaf, and
silk embroidery on parti-colored
figured silk satin

139.5 X 125 (547/8 X 49'/4)

Kyoto National Museum
Important Cultural Property

e Kosode, literally “small sleeves,” the
precursor of the modern kimono, was
the principal outer garment of both
men and women of all classes during
the Edo period. This early Edo-period
kosode, composed of figured silk satin
(rinzu), has been divided into horizon-
tal bands of black, red, and white

by a stitch-resist tie-dyeing technique
(nuishime shibori). The bands have
interlocking diamond-shaped profiles
that derive from an abstract repre-
sentation of pine trees called “pine
bark lozenges” (matsukawabishi). Pine
trees themselves are symbols of
longevity. Confined within the bound-
aries of the bands are small-scale
tie-dyed, embroidered, and gold-
leafed patterns. These applied motifs
include clouds, stylized mist, weeping
cherry tree branches, and concentric
lozenges. The dark color palette and
combination of techniques used on
this robe are characteristic of kosode
thought to have been worn by

women of the military elite from the
Keicho (1596 - 1614) through Kan'ei
(1624 -1644) eras. SST
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Kosode fragments with fans, leaves, plants,

and abstract shapes mounted on screen

Second quarter of seventeenth
century

Tie-dyeing, silk and metallic thread
embroidery, metallic leaf, and pigment
on parti-colored figured silk satin

171 X 190 (673/8 X 74.3/4)

National Museum of Japanese History,
Chiba, Nomura Collection

e Monochrome figured silk satin (rinzu)
was introduced to Japan from China
at the end of the sixteenth century. By
1615 this type of satin was woven in
the Nishijin district of Kyoto and used
extensively for kosode production.
This lustrous, textured fabric is con-
sidered to have encouraged the devel-
opment of the Keicho-Kan'ei style.

The ground of the kosode fragments
attached to this screen is divided into
color zones of interlocking abstract
and recognizable shapes defined by
stitch-resist tie-dyeing (nuishime
shibori) in black, red, and white. Small
areas, especially on the fan motifs,
have minute tie-dyeing (kanoko shibori),
while the black sections are covered
with fine overall patterns of gold leaf
(surihaku). On the red background
bamboo and bamboo shoots, man-
darin orange trees, and floral medal-
lions are embroidered in silk and
delicately outlined with gold metallic
thread. Even smaller motifs of a
mallet, treasure bag, sedge hat, pine,
and mandarin orange trees are hand-
painted with pigments on the white
areas. These applied decorative motifs
bear equal weight with the parti-
colored ground, characterizing this as
a design “without ground” (jinashi).

The sweeping curve of forms that ex-
tends from the upper-left sleeve to
lower-right hem anticipates the com-
positional layout of Kanbun-era
kosode (1661 -1673). Beginning then,
kosode were designed with broader
unembellished backgrounds, and pat-
terns of metallic foil were replaced
by more abundant use of couched
metallic thread embroidery. SST

6
Writing box with imperial cart design

Seventeenth century

Lacquer on wood with makie

3.9 X 22.4 X 20.9 (1'/2 x 87/8 x 8'/4)
Tokyo National Museum
Important Cultural Property

Illustrated page 30

o This writing box (suzuribako) has
chamfered edges and corners and is
decorated in takamakie, one of three
main lacquer techniques used in the
Edo period. The process involved
building up selected surfaces through
a mixture of lacquer and charcoal or
clay dust, then sprinkling various
metals, including gold and silver,
from a bamboo tube while the lacquer
was still wet.

The design on the lid of this box
depicts a fine carriage in a landscape
surrounded by flowing waters.
Chrysanthemums in the foreground
and middle distance complement the
stylized chrysanthemum pattern on
the carriage roof. The carriage interior
is decorated with a beautiful land-
scape scene.

Ox-drawn carriages were used by

the nobility during the Heian period
(794 —1185), and the type of convey-
ance revealed one’s status at court.
The carriage depicted here, a symbol
for Prince Genji's world in Tale of Genji,
is called a Genji cart. The chrysan-
themum motif conformed to seven-
teenth-century tastes at the imperial
court in Kyoto. NCR

Writing box with autumn flowers
and grasses

Seventeenth century

Lacquer on wood with makie

4.6 X 24.5 X 22.5 (13/2 X 95/8 X 87/8)
Ishikawa Prefectural Museum of Art

o This writing box is a remarkable
example of the detail that can be
achieved with the high-relief taka-
makie lacquer technique. The top is
decorated with a design of autumn
flowers and grasses, a popular motif
associated with a poem from the
eighth-century compilation Man’yéshii
(8:1537-8): “Flowers blossoming on
autumn fields, when I count them on
my fingers, they number seven. The
flowers of bush clover, pampas grass,
and arrowroot; pink, patrinia, then
mistflower and morning glory”
(translated by Okada 1995, 68). The
interior scene depicts flying cranes,
some with pine sprigs clasped in
their beaks — a motif often associated
with winter.

The Maeda family of the Kaga domain
(currently Ishikawa Prefecture) was
an important daimyo clan, known
particularly for its patronage of the
arts. The third-generation daimyo,
Toshitsune, invited the artist Igarashi
D6ho to create what is now called
Kagamakie-style lacquer. The box seen
here is thought to have been made by
Doho. NCR
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8
Large sake ewer with Chinese lions
and peony design

C. 16408

Hizen ware, Kokutani style

Porcelain with underglaze cobalt blue
and overglaze polychrome enamels
Height 19.4 (75/s)

Agency for Cultural Affairs, Tokyo
Important Cultural Property

INlustrated page 59

e “Hizen ware” is the term used in
this book for porcelains made at

kilns in the Arita area, Hizen province.
The style designation, in this case
“Kokutani” (Old Kutani), refers to the
type of decoration employed on the
porcelain.

This sake ewer (choshi) is a particu-
larly fine example of early Kokutani
style, both in form and in decoration.
Its form is derived from metal proto-
types. Its allover decoration is a
painterly rendition of three Chinese
lions and four blossoming peonies
that displays careful attention to
detail, especially around the spout
and the handle.

The body of the ewer is decorated

in red, green, blue, and yellow over-
glaze enamels, in the dark, rich hues
typical of Kokutani-style production.
The handle, however, is painted only
in underglaze cobalt blue. Perhaps
this was because it was understood
that overglaze enamels wear, and

a hardy underglaze decoration was
most appropriate for the handle,
which would receive the most use.

Kokutani-style porcelains have con-
tinued to attract attention from their
first appearance until the present

day. Sherds of this ware have been ex-
cavated from various daimyo house-
holds in Edo, confirming that it was
owned and used by the military elite
of the time.

It can be assumed that this piece was
produced at the Maruo kiln in Arita,
as sherds with an identical knob lid
have been excavated there. NCR

9
Dish with lotus leaf and

geometric pattern

Late 1640s

Hizen ware, Kokutani style

Porcelain with underglaze cobalt blue
and polychrome overglaze enamels
Diameter 33 (13)

Idemitsu Museum of Arts, Tokyo

lustrated page 57

e This is an excellent example of the
strength of Kokutani-style design.
Though materials were often rough,
firing methods irregular, and the
application of enamels careless, the
designs influenced the production of
later Hizen ware throughout the

Edo period. For example, a Nabeshima
bowl with heron and lotus design
(cat. 21) imitates the way this Koku-
tani-style dish depicts a partial lotus
leaf. There is a noticeable difference
in the quality of execution, however.
The flowing outline of the refined
Nabeshima-ware leaf is drawn and
filled in with great care, whereas the
Kokutani-style leaf is partly flopped
over, its veins more naturalistically
defined. Even with the technical im-
perfections, this dish conveys a sense
of life absent in the later example.

The vitality of this dish derives in
part from the spatial illusion created
by the motif and ground. Most of the
interior is covered with a diamond-
shaped pattern. Six concentric dia-
monds make up each unit, with alter-
nating geometric and blank bands
visible. Twelve different geometric
patterns are employed, in both posi-
tive and negative forms. Covering the
bottom third of the dish, a large three-
dimensional lotus leaf is outlined in
cobalt blue and filled in with green
enamel. The leaf appears to be placed
in front of a flat geometric surface,
creating an intriguing optical illusion.

The exterior of the dish is encircled
with a stylized peony scroll, and an
abstracted square good luck seal
(fuku) lies inside the footring, both
of which are painted in underglaze
cobalt blue. NCR

10
Large shallow bowl with
chrysanthemum design

C. 1650s ~ 1660s

Hizen ware, aode Kokutani style
Porcelain with polychrome
overglaze enamels

Diameter 47.5 (183/4)

Idemitsu Museum of Arts, Tokyo

Nlustrated page 61

e Aode (blue green) ware is one of

the most experimental and visually
compelling of all Japanese porcelain
styles, its saturated colors nearly
obscuring the motifs. This exception-
ally large shallow bowl is completely
covered with enamels of green, yellow,
and purple (derived from manganese),
while the outlines are drawn in brown-
ish black. The bowl is distinguished
from most Kokutani-style ware by the
brightness of the enamels. The bold
composition is made up of Japanese
elements: chrysanthemums, stylized
flowers, and a stylized water pattern.

It has been suggested that the aode
style is an allusion to screen paint-
ing, the yellow enamel referring to
gold leaf, and the green to malachite
pigment. A pattern similar to the
stylized flowers in the background of
this piece is occasionally embossed
(moriage) on the gold cloud bands
that appear on many Kano screens.

The main motif on this bowl, seven
chrysanthemum flowers and three
buds, is echoed in the stylized back-
ground. A band of green flowing water
encircles the interior of the rim. A
similar chrysanthemum design can
be found in the textile pattern books
that became popular as a design
source for all craft media beginning
in the Kanbun era.

In a reflection of the design on the
interior of the bowl, the exterior sports
a chrysanthemum scroll in iron oxide
against a yellow enamel ground.

In the center of the footring, again in
iron oxide, is a stylized good luck
mark (fuku). NCR



I
Dish with ivy design

C. 16508

Hizen ware, aode Kokutani style
Porcelain with polychrome
overglaze enamels

Diameter 25.3 (10)

The Kyushu Ceramic Museum, Saga

o This high-footed aode dish is similar
in decoration to the preceding bowl
(cat. 10). The central motif is a sprig of
ivy with two blue and three green
leaves. The knurled brown stem grace-
fully covers the central area, creating

a pleasing balance between the nega-

tive and positive space. The play with
space continues, as the ivy leaves are
carefully layered against one another.
One green leaf is even partly tucked
behind the stem. The background
consists of a stylized floral pattern in
yellow and iron oxide. On the interior
rim a stylized water pattern is painted
in deep green and articulated with
iron oxide. The rim itself is molded
into the shape of twelve petals (the
standard number for later Ming blue-
and-white dishes).

The exterior of this piece is decorated
with a large scrolling vine pattern in
iron oxide and yellow enamel. The
outside of the footring has a stylized
lotus leaf pattern that appears again
later on certain Nabeshima footrings.
The interior of the footring is covered
with green enamel, and a large styl-
ized mark in iron oxide that indicates
“happiness descending from heaven”
(roku) is placed in the center.

High-footed vessels with similar
coloring have been excavated from
the Yanbeta kiln number 4, making
it possible that this dish was fired
there. NCR

~
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12
Large dish with birds, tree, and
waves design

C. 16508

Hizen ware, aode Kokutani style
Porcelain with polychrome overglaze
enamels

Diameter 34.9 (133/4)

The Kyushu Ceramic Museum, Saga

Ilustrated page 61

o This beautiful dish exemplifies the
second stage of Kokutani-style pro-
duction. The tree and birds have a
painterly quality reminiscent of Kano-
school screens. For emphasis, sections
of the branches and the birds’ eyes
have been left white, but everything
else is covered with deeply hued over-
glaze enamels. Yellow, green, and blue
enamels are outlined with iron oxide.

The two birds seem to be perched in a
tree overlooking the water. They are
placed at the center of the dish, facing
each other as if courting. Together
with the green leaves of the tree and
the blue hydrangea flower at the top
of the dish, they counterbalance the
rolling yellow waves that cover the
entire left half of the composition and
slant upward at the left edge in an
additional show of movement. While
the application of enamel is a bit
rough, the iron oxide line drawing of
the tree and the birds is exceptionally
well executed. It is possible that a
professional painter helped to draw
the design or that the pattern was
carefully copied from a printed book.

The exterior of the dish has an
abbreviated scrolling vine design.

The interior of the footring is left
white, covered only with a clear glaze,
except for an unrecognizable symbol
in the middle painted in black and
green enamels. This symbol as well as
the white areas mark this dish as an
early aode piece, probably created in
the first half of the 1650s. NCR

13
Katabira with box, abstract snowflake
roundels, fans, and flowering plants

1661-1673

Tie-dyeing, stenciled imitation
tie-dyeing, and silk and gold metallic
thread embroidery on plain-weave
ramie

I31 X 115.2 (515/8 X 453/8)

Tokyo National Museum

o Katabira are unlined summer kosode.
Originally fabricated of silk in the
Kamakura period (1185 - 1333), katabira
of the latter part of the Muromachi
period (1392 - 1573) were made only
of ramie (choma), a bast fiber of the
nettle family. Ramie cloth absorbs
moisture and dries quickly, making it
an ideal choice for garments worn
during Japan'’s hot, humid summers.

The number of extant dark-back-
ground katabira from the late seven-
teenth and early eighteenth centuries
suggests that they were once very
fashionable. While the dark color of
this katabira of plain-weave ramie
does not immediately suggest sum-
mer wear, the motifs help to create a
cool feeling by association with the
cold weather of autumn (chrysan-
themum and bush clover) and winter
(abstract snowflake roundels). In
addition, two folding fans on the
lower half of the garment hint at

the comfort of a cool breeze.

Unlike motifs on earlier kosode, those
here are enlarged and freed from

the confines of color-defined areas,
floating instead on a vast background.
Located predominately on the right
side and arranged in a dynamic
asymmetrical composition typical of
the Kanbun era, tie-dyed (kanoko
shibori), stenciled imitation tie-dyed
(kata kanoko), and embroidered
(shishit) motifs form a whole design
unit. Derived from both nature and
everyday life, the bold, easy-to-read
objects express the vibrant taste

of the newly prosperous townsman
class (chonin). SST

14
Kosode with scattered flutes

Late seventeenth century

Tie-dyeing and ink on figured

silk satin

139 X 128 (543/4 X 503/8)

National Museum of Japanese History,
Chiba, Nomura Collection

e The flutes depicted on this kosode
appear to be a type of shakuhachi
known as the hitoyogiri, which emerged
during the Muromachi period. Played
by wandering priests, these short, end-
blown bamboo flutes, with four finger
holes on top and one on the under-
side, produced a high, sweet sound.

Delineated by tie-dyed techniques
(kanoko and nuishime shibori) and
ink drawing (kakie) on a ground of
figured silk satin, the flutes appear to
be randomly scattered over the sur-
face. Closer examination, however,
reveals the underlying format charac-
teristic of kosode from the Kanbun
era. Starting with the upper-left
shoulder area, the flutes appear to
tumble down toward the right and
then toward the lower left. Such
scattered yet well-balanced designs
of man-made objects were popular
with the townsman class, particularly
during the middle Edo period. SST
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Dish with spider’s web design

€. 1673 - 1681

Hizen ware, Koimari style

Porcelain with underglaze cobalt blue
Diameter 21.1 (8'/4)

The Kyushu Ceramic Museum, Saga

Ilustrated page 63

e The high point of the Japanese
porcelain industry was clearly the
1670s, when innovative designs like
this one were created for the domes-
tic market (and Kakiemon-style
wares were produced for export). The
spider’s web design on this dish

was popular in textile pattern books
during the Kanbun era and on sword
guards in the later eighteenth cen-
tury. It follows a Chinese prototype,
which assigns auspicious meaning to
the spider’s web (the Chinese term
for “spider’s web” is a homonym for
“joy descending from heaven”).

This dish was formed in a mold, and
the sections of the spider's web have
been painted to align with the octago-
nal shape of the dish. Sixteen sections
are defined by thin dark cobalt blue
lines radiating from the center of the
dish. Irregular segments of each sec-
tion, blocked off with bars of cobalt
blue, are left white toward the center
of the dish and filled in with an even
light cobalt blue wash toward the rim.
Two sections of the rim are left white,
however, to accent the asymmetry

of the design and enhance the play

of negative and positive space.

The spider’s web pattern extends in
some places onto the exterior of the
piece, which is covered entirely with a
light cobalt blue wash. The interior of
the footring has a four-character
mark reading “Enpd nensei” (made in
the Enpo era [1673 -1681]), one of the
earliest examples of written Japanese
reign dates on porcelains. In addition
to the reign date, six spur marks cre-
ated by the firing tools are still visible
inside the footring. NCR

16
Celadon bowl with linked circle,
snowflake, and geometric design

€. 1690 - 1700

Hizen ware, Koimari style
Porcelain with green glaze, under-
glaze cobalt blue, and polychrome
overglaze enamels

Diameter 21.3 (83%/8)

The Kyushu Ceramic Museum,
Saga

® This celadon bowl is classified as
Kinrande (brocade) Koimari in style,
its distinctive design executed in rich
underglaze and overglaze colors. It
was produced during the Genroku era
(1688 - 1704) and expresses the exu-
berance of design that was current at
the time.

The bowl is actually a transitional
piece. The Koimari-style features,
which became dominant beginning in
the 1700s, include the color palette
and the painted design. But the
Kakiemon-style features, popular in
the 1660s - 1690s, include the creamy
white body with minimal use of
underglaze cobalt blue, the applica-
tion of bright overglaze polychrome

enamels in a painterly fashion, and
the shape of the bowl. The reticulated
linked circles around the rim are from
a Kakiemon-style mold, an example
of which is still owned by the Sakaida
Kakiemon family in Arita (see Nabe-
shima 1957, fig. 5).

The red and gold enamel combination
is reminiscent of brocade porcelains
of the Chinese Jiajing era (1522 - 1566),
exported to Japan in large numbers.
The classic Chinese design included
symmetrically placed roundels filled
with geometric patterns, usually on a
red ground. Chinese design elements
in this bowl] have been adapted to a
Japanese aesthetic: the roundels

have become squares that are placed
asymmetrically, and five large
snowflakes have been introduced into
the empty spaces, creating a familiar
tension between motif and ground.
Here the circular painted snowflakes,
some overlapping each other, echo
the linked rings around the rim of
the bowl. NCR

16




17
Celadon dish with butterfly,
peony, and iris design

C. 1690 -17I0

Hizen ware, Koimari style

Porcelain with underglaze cobalt blue
and polychrome overglaze enamels
Diameter 22.1 (85/8)

The Kyushu Ceramic Museum,

Saga, Shibata Collection

e This dish captures the spirit of the
Genroku era in its brightly colored
close-up view of a floral arrangement,
alive with movement and spatial play.
The absence of a border around the
rim, which had been typical in earlier
pieces, serves only to accentuate the
freedom of the design.

A checked surface — possibly a wall,
a table, or a floor — is composed of
alternating stylized flowers and geo-
metric patterns. In the foreground red
and gold peonies and iris grow out

of a Chinese ornamental rock, filling
the center of the dish, while two iris
plants spring up in the background.
One butterfly and five smaller flying
insects add to the liveliness of the
scene. Though many of the motifs are
of Chinese origin, they had been part
of the Japanese design vocabulary
since at least the middle ages. The

peony and butterfly, for example,

appeared in the Shosoin, the reposi-
tory for Emperor Shomu'’s belongings
dating to 756.

The exterior of the dish is banded
with a stylized floral scroll, based on
Chinese prototypes. This decoration
is particularly refined, incorporating
red and green overglaze enamels
along with the standard underglaze
cobalt blue design. Inside the footring
there is a stylized good luck character
(fuku); this method of drawing the
symbol began to be used on Kakiemon-
style ware in the 1670s and became
standard from the 1680s until the
eighteenth century, particularly at the
Nangawara Kamanotsuji kiln, where
this dish may have been made. NCR
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18
Dish with radish and waves design

c. 1680 -1690s

Nabeshima ware

Porcelain with underglaze cobalt blue
and overglaze enamels

Diameter 20.4 (8Y/8)

Imaemon Museum of Ceramic
Antiques, Saga

Hlustrated page 65

¢ A good number of Nabeshima
dishes display vegetable motifs, but
few are as bold in design as this one.
It achieves a perfect balance between
the underglaze and overglaze color-
ants, the molded edges of the radish
leaves, and the refined disappearing
ink technique used to define the
waves in the background.

This type of design was popular in
other media at the time, notably in
textiles. But the motif predates the
Edo period, occurring, for example, on
the thirteenth-century Kamakura
handscroll Portraits of Courtiers (Agency
for Cultural Affairs, Tokyo), where one
courtier’s robe is embellished with a
radish design. The difference is in

the method of depiction. The radish
here wraps flamboyantly around

the rim of the dish to form a circle.

The seven-sun size of this dish, which
would have been used by daimyo dur-
ing ordinary meals for serving food
related to the painted design, was one
of the most popular at the Nabeshima
kilns. The shape here echoes the
curves in the leaves of the radish. The
leaves themselves are blue, green, and
yellow, the last perhaps referring to
an older dying section of a leaf. The
exterior of the dish has a floral scroll,
and a comb pattern in underglaze
cobalt blue encircles the footring. As
with all Nabeshima official ware, there
is no character or written mark inside
the footring. NCR

19
Dish with falling snowflakes design

C. 1690s

Nabeshima ware

Porcelain with celadon glaze and
underglaze cobalt blue

Diameter 20.2 (8)

Imaemon Museum of Ceramic
Antiques, Saga

Nlustrated page 65

o This celadon and underglaze cobalt
blue dish is an example of domestic
Japanese taste. It also represents the
standard colors used in classic Nabe-
shima ware. Five of the twelve snow-
flakes here are partly filled with a

soft cobalt blue circle. The rest are left
white. All have been outlined with
underglaze cobalt blue. With the
celadon glaze in the background, the
design is a study in negative and posi-
tive values — the space where the
snowflakes are not placed is of equal
importance to where they are.

A similarly dated Koimari dish also
makes use of the snowflake pattern
(cat. 16). Indeed the motif, which was
popular in Edo textiles and textile
pattern books, was used at the Hizen
kilns in Arita beginning in the 1650s.
Aline in a poem (number 22) from
the classic Anthology of Ancient and
Modern Poetry {Kokinshil) seems partic-
ularly apt for this dish: “to see snow
as flowers descending from the sky.”

The exteriors of Nabeshima plates,
standardized for the most part after
the Genroku era, were decorated

in underglaze cobalt blue, most of
them with a cash and ribbon design
(linked circles, referring to Chinese
coins tied with a ribbon), and a
comb design circled the outside of
the footring. This piece has the comb
pattern around the footring, but its
floral scroll is of a type that predates
the cash motif. The rim of the dish
has an unusual molded ridge. NCR

20
Dish with tassel design

. 1680s

Nabeshima ware

Porgelain with overglaze
polychrome enamels
Diameter 20.2 (8)

Suntory Museum of Art, Tokyo

Ilustrated page 65

e Four tassels and cords swirling
around theinteriorrim of this dish
compose the original design. The cen-
ter of the dish is left white, except
where two tassels, one blue and one
orange red, encroach on the space. The
strength of Nabeshima design lies in
the ability of artisans to transform
mundane objects into exciting patterns.

This dish was produced at the official
Okawachi domain kilns, where ela-
borate processes were followed to
protect the secret recipe for overglaze
enameling. Underglaze decoration
was applied after the porcelain was
dried but before the main firing in a
climbing kiln at approximately 1,320°
centigrade. Overglaze enamels were
applied after firing, at which point the
piece would be refired in a separate
“muffle” kiln at much lower tempera-
tures depending on the color of the
enamel. According to a document in
the Taku branch of the Nabeshima
family, overglaze enamel had to be
controlled and fired by specialists in
Arita who were licensed and overseen
by the Saga domain. Thus overglaze
enamels were brought from Arita to
Okawachi, where they were applied.
Then the pieces were carefully packed
and transported with a guard unit
back to Arita to be fired, and returned
to Okawachi under guard after firing.

The overall shape of a Nabeshima
dish, with its relatively high footring,
was based on wooden and lacquer
prototypes, which help to account for
the exceptionally refined form that

is not usually seen in Hizen ceramic
repertoire. NCR



21

Footed bow! with heron and lotus design

1690 -1720

Nabeshima ware

Porcelain with underglaze cobalt blue
Diameter 28 (11)

The Kyushu Ceramic Museum, Saga
Important Cultural Property

e This remarkably refined tripod dish
is a testimony to the quality control
of cobalt blue design at the official
Nabeshima kiln. The shapes of the
three herons are executed in a flawless
fluid line, while the cobalt wash that
makes up the background is perfectly
even in tone. The three herons are all
in different poses, one seen from the
front, one from the rear, and one from
the side. The last is standing on one
leg and has its mouth open as if calling
to other birds.

The design of a heron and lotus has a
specific meaning in Chinese: lu means
“heron,” which is a homonym for

“path”; and lian means “lotus,” which
is a homonym for “upward.” Thus the
combination means “May your path
always be upward.”

The design on the exterior is of three
magnolia sprays. The three glazed
feet are nyoi-shaped (based on a Bud-
dhist instruction wand), and traces of
the small spurs used as firing tools
can still be seen on the unglazed
bull’'s-eye-shaped footring (twenty
marks on the outside of the footring,
and fourteen on the inside). NCR
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Footed bowl with pine tree design

C. 169017208

Nabeshima ware

Porcelain with underglaze cobalt blue
Diameter 29.6 (115/8)

Suntory Museum of Art, Tokyo

lustrated page 65

e This tripod dish is another superb
example of the design abilities of the
Nabeshima artisans. The pine tree
appears to wrap around itself so that
the gnarled base of the trunk practi-
cally touches the topmost branches.
The circular design around an empty
center is one of the main characteris-
tics of mature Nabeshima design.

The pine tree was an apt symbol for
the samurai, as it was considered in
Chinese mythology, along with plum
and bamboo, to be one of the three
“gentlemen friends” of winter, staying
green as it does throughout the cold
months. An old pine is considered
particularly auspicious.

The dish itself is shallow, with thin
walls. It stands on three molded leaf-
shaped legs that are covered in a
cobalt blue glaze. Because of this the
piece had to be fired with a special
stacking tool and required an unglazed
circular area around the base on
which to rest, creating a bull’s-eye
footring. There are spur marks along
the unglazed area. The exterior has a
design of three magnolia sprays. NCR

23
Set of five dishes with blossoming
cherry tree design

I710-1720

Nabeshima ware

Porcelain with underglaze cobalt
blue and polychrome enamels
Diameter 20 (77/8) each

Tokyo National Museum

e These five dishes constitute a set,

a common occurrence in Nabeshima
ware, which was usually made in sets
of five, ten, or twenty. They employ
the standard seven-sun size and the
classic circular composition, with a
blossoming cherry tree wrapped
around each plate and the center free
of decoration.

Blossoming cherry trees have played
an important role in Japanese aesthet-
ics from an early period. Evocative of
spring, the flower petals soon fall to
the ground, a reminder of the fleeting
beauty of the season and even of life.
The composition of a bending cherry
tree is depicted and dated 1718 in the
Nabeshima pattern book (zuancho),
handed down in the Nabeshima family.
Yet designs were often repeated for
decades, and caution should be exer-
cised in assigning a date of manufac-
ture to these dishes. The characteristic
depiction of tree roots, also seen in
Kano-school painting, is clearly
depicted in the pattern book for blos-
soming plum and mandarin orange
trees as well as for cherry trees.

In these dishes the cherry blossoms
have all been faintly outlined in under-
glaze cobalt blue, then painted again

in overglaze enamels. This painstaking
process (Chinese: doucai, or “joined
colors”) was developed in China during
the fifteenth century. Because of the
time and skill necessary, the technique
was employed at the Nabeshima kilns
in Okawachi only for special items.

The exteriors of the dishes display
the classic cash and comb design: three
groupings of six linked circles on the
body and a comb pattern circling the
exterior of the footring. NCR
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Ogata Kenzan (1663 -1743)

Shallow covered bowl with pine trees and
waves design

C. 1704 - 1711

Stoneware with underglaze iron oxide
and cobalt blue with gold enamel
Diameter 23.8 (93/s)

Idemitsu Museum of Arts, Tokyo
Important Cultural Property

® The ceramics of Ogata Kenzan are
thought of as highly as are those of
Nonomura Ninsei, his stylistic mentor
(see cats. 1-3). The third son of a
prosperous merchant, Kenzan, with
his older brother Korin, who became
a famous painter, had a privileged
childhood. Their father’s textile shop
supplied clothes to the Kyoto elite of
the day, including the imperial family.
Their grandfather supported the artis-
tic colony established by Hon’ami
Kodetsu (1558 - 1637) at Takagamine,
where Kenzan spent considerable
time as a child studying ceramics
with Koetsu’s grandson Kého.

Kenzan founded his first pottery stu-
dio, the “Hall of Quiet Learning,” in

1688 in western Kyoto just outside the
temple gates of Ninnaji. He studied
with Ninsei’s son, who, when Kenzan
moved his kiln to Narutaki Izumidani,
a few miles northwest of Omuro,

in 1699, gave him a manual of secret
technical information compiled by
Ninsei. It was in Narutaki that Kenzan'’s
style began to be formed under the
influence of his brother Kérin. Many
of the pieces he fired there were
collaborations between the two, often
signed and sealed by both (see cats.
25, 26). Their joint projects seem to
have ended in 1712 when Kenzan
moved to Nijé Chojiyamachi in central
Kyoto. After Korin's death in 1716
Kenzan moved to Edo, where he pro-
duced pottery until his death in 1743.

Kenzan wrote a book (now in the
Yamato Bunkakan, Nara) that reveals
his debt to Ninsei as well as his own
experimentation with all aspects of
ceramic manufacture. While his
works do not have the technical mas-
tery of Ninsei’s, his finest pieces pos-
sess an admirable freedom of style
and looseness of composition.

In the covered bowl seen here,Kenzan’s
innovative design sense unifies the

qualities of painting and clay. With its
enlarged lid, the piece could not func-
tion as a storage box and was probably

intended as a purely aesthetic object.
The overall shape is derived from
lacquer writing-paper boxes.

The design is Kenzan’s play on the
traditional scenic spot of Hamamatsu,
known for the pines on a stretch

of land surrounded by water. Kenzan
has separated the pines from the
water. On the exterior of the box he
has painted four pines in different
colors — white slip, brown iron oxide,
gold, and silver enamel —both on

the left and on the right sides, con-
necting the lid with the lower section.
The color of the clay creates the
ground against which the pines are
set. By contrast, the interior of the
box — the lid as well as the bowl —

is coated in a white slip, over which
are painted stylized waves in gold
and silver enamel. The waves are
thought to have been painted by Korin,
but without a signature it is impos-
sible to be certain. The isolation of the
waves on the inside and the pines

on the outside creates a fresh inter-
pretation of this classic theme.

Kenzan in characteristic manner has
painted a large square seal in iron
oxide in the middle of the base of the
bowl by which the piece can be dated
to the Hoéei era (1704 - 1711). NCR
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Ogata Korin (1658 - 1716) and
Ogata Kenzan (1663 -1743)
Square dish with crane design

. 1710

Stoneware and underglaze
iron oxide

Width 22.2 (83/4)

Fujita Museum of Art, Osaka
Important Cultural Property

e Kenzan’s ceramic style was clearly
influenced by his erudite and artistic
brother Korin. Nowhere is this clearer
than in the pieces on which they
worked together. This square dish is
an exquisite example of their colla-
borative efforts.

The piece was originally part of a

set of twenty dishes handed down in
the Fujita family (see also cat. 26),
sixteen of which were still in the
family’s hands during the Meiji period
(1868 —1912). Ten of these dishes

are currently in the Fujita Museum
(another two are in the Idemitsu
Museum of Arts, Tokyo), and all of
them are designated Important
Cultural Properties. Kenzan formed
and fired the pieces at the Narutaki
Izumidani kiln. He also painted the
calligraphy and designed the rim
decoration, while Korin executed the
underpainting. Both brothers signed
each piece, Korin beside the paintings,
and Kenzan alongside the poems.

From the style of the paintings,
the dishes can be tentatively dated
about 1710.

The poem on the interior of this dish,
written in Chinese, reads “Looking
upward, it does not aspire to reach
heaven with a single piercing cry, it
wants to startle one into enlighten-
ment” (translated by Hongxing Zhang
and Roderick Whitefield). The poem
is preceded by an unreadable oval
seal and is signed “Kenzan Shinseigd”
(“Shinsei” is an artistic name Kenzan
took at age twenty-five). Underneath
the signature are two stamped red
seals: the upper one is depicted in
negative and reads “Téin,” whereas
the lower one is depicted in positive
and reads “Shoko,” but it is placed
upside down. This upside-down place-
ment is consistent on all of the dishes
in the set and should be viewed as
part of the design that juxtaposes
negative and positive as well as
opposing orientations.

Next to the poem stands a crane. The
crane faces one direction but turns
its head in the other, voicing a silent
cry. The bird’s call echoes the poem.
Framing the crane are three reeds,
behind which Kérin has signed his
name in the lower left corner.

The rims of all pieces in the set have
similar decoration. The interior of the
rim is ornamented with a loose floral
spray on each of the four sides. The
exterior has a roundel filled with a
stylized flower against a checked pat-
tern that is reminiscent of a textile
design. NCR

26

Ogata Korin (1658 - 1716) and
Ogata Kenzan (1663 -1743)
Square dish with plum tree design

. 1710

Stoneware with underglaze iron oxide
Width 22 (85/s)

Fujita Museum of Art, Osaka
Important Cultural Property

o This piece is a companion to cat. 25.
The poem here reads “Its scent breaks
the solitude of the hill, adding to the
coldness of the snow: Standing apart
on the south bank, it makes the

water clearer” (translated by Hongxing
Zhang and Roderick Whitefield). The
poem clearly refers to the old plum
tree depicted to the right, with tender
branches shooting out of an old stump.
The plum was a symbol of winter,
blossoming near the lunar new year.
Korin painted the plum tree and
signed his work to the right “Hokkyo
Korin,” using the honorific painting
title he was awarded. Kenzan signed
“Kenzan Toinsho” next to the poem
and added two stamped red seals
beneath the signature as in cat. 25
and the other dishes in the set.

Other themes represented in the set
include chrysanthemums, willows,
bamboo, Jurdjin (the god of longevity),
and a Chinese figure. NCR
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Writing box with crane design in the
style of Ogata Korin

Eighteenth century

Lacquer

4.8%24.2%21.8 (17/8 X 92 x 8/2)
Tokyo National Museum

e This squarish writing box is thought
to be in the style of the famous second-
generation Rinpa artist Ogata Korin.

It is impossible to link Kérin con-
cretely with the production of this
box, and the design does not appear
in posthumous compendia of his
designs. But it was certainly created
under Korin’s influence at some time
during the eighteenth century. The
graceful yet bold depiction of cranes
flying against a current has much in

common with other known lacquer

designs by Korin, which were in
turn influenced by the Rinpa artist
Hon’ami Koetsu. In particular,
Koetsu pioneered the juxtaposition
of powerful metal forms applied

to gold grounds on lacquer boxes.

Though only five cranes are depicted
in this box, the design refers to the
thousand-crane motif that originated
in China and symbolized long life.
The crane was supposed to live for

a thousand years, and the tortoise,
another symbol of longevity, for ten
thousand. NCR
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Ogata Korin (1658 - 1716)

Writing box with design illustrating poem
of courtier crossing the Sano River

Lacquer with gold, silver,
mother-of-pearl, and lead
22.4 X 20.9 (87/8 x 8'/4)

The Gotoh Museum, Tokyo

o This writing box, probably designed
by Korin toward the end of his life,
takes the classic form, with a flat-
tened top and squared edges. Simi-
larly, the motif for the cover design
comes from classical literature and
is portrayed in the native Japanese

Yamatoe style. The use of materials
and the abstraction of the individual
design elements, however, are com-
pletely fresh and reveal Korin’s strong
sense of two-dimensional patterning.

The image of a man on horseback
shielding himself from the elements
as he starts to cross a river is a direct
reference to a poem by Fujiwara no
Teika (1162 - 1241): “There is no shelter
in which to rest my horse or / brush
the snow from my sleeves / at Sano
crossing on this snowy night.” The
poem alludes to a ford in the Sano
River (in current Tochigi Prefecture)
that was on an established route

for pilgrims traveling to the Kumano
shrine. Teika’s work is based on an
earlier poem in the Man’yéshii (book 3,
number 365). The Sano crossing is

therefore both a real and a poetic
space. Korin captures this feeling
with the abstraction of the water in a
play of marbleized ink (suminagashi)
represented in metals and lacquer.

A scene based on the same poem was
painted by the school of Tawaraya
Sotatsu (Cleveland Museum of Art).
Korin himself painted a similar ver-
sion on a hanging scroll in 1711 or 1712
(Museum of Art, Shizuoka). NCR
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Ogata Korin (1658 - 1716)
Kosode with autumn flowers and grasses

Early eighteenth century
Hand-painted ink and color
on silk twill

147.2 X 130.2 (58 X 51%/4)
Tokyo National Museum
Important Cultural Property

Mlustrated page 54

o Artists known for their paintings on
screens and scrolls sometimes devoted
their talents to decorating kosode. One
of the more celebrated artists to turn
his attention to these garments was
Ogata Korin, who was equally skilled
at calligraphy, painting, and the
applied arts. It is believed that he was
commissioned to paint this kosode

at the height of his career, when he
was staying with the Fuyuki family,
prosperous timber merchants from
the Fukagawa area of Edo. This unique
piece is evidence of the degree of
wealth reached by the merchant class
during the Edo period. Subtle and
refined compared to other examples
of the time, this robe, with its fragile
painted decoration, is the essence

of quiet elegance (iki).

Korin’s delicate brushstrokes portray
lifelike chrysanthemums, bush clover,
Japanese pampas grass, and Chinese
bellflowers. Though the plants are
arranged in a seemingly carefree man-
ner, they are beautifully balanced
with the form of the garment. It seems
that Korin painted the robe after it
was sewn together, unlike typical
dyed and embroidered kosode. It is
difficult to know whether the less
ornate space at the waistline was a
fortuitous outcome of Korin’s creativ-
ity or if he was cognizant that fashion-
able kosode design of the day left

a blank area around the waistline, a
stylistic response to the widening

of the obi, which began in the Genroku
era. SST

30
Kosode with net pattern, chrysanthemums,
and characters

1668/1704

Tie-dyeing, stenciled imitation tie-
dyeing, and silk and metallic thread
embroidery on figured silk satin
158.5 X 139.6 (623/8 X 55)

Tokyo National Museum

e The design of this Genroku-era
kosode maintains vestiges of the
dynamic curved layou<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>