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POLITICAL AND RITUAL USAGES OF PORTRAITS OF

JAPANESE EMPERORS IN EIGHTEENTH AND NINETEENTH CENTURIES

Yuki Morishima, PhD

University of Pittsburgh, 2013

This dissertation examines portraits of Japanese emperors from the pre-modern Edo
period (1603-1868) through the modern Meiji period (1868-1912) by questioning how the socio-
political context influenced the production of imperial portraits. Prior to Western influence, pre-
modern Japanese society viewed imperial portraits as religious objects for private,
commemorative use; only imperial family members and close supporters viewed these portraits.
The Confucian notion of filial piety and the Buddhist tradition of tsuizen influenced the
production of these commemorative or mortuary portraits. By the Meiji period, however,
Western portrait practice had affected how Japan perceived its imperial portraiture. Because the
Meiji government socially and politically constructed the ideal role of Emperor Meiji and used
the portrait as a means of propaganda to elevate the emperor to the status of a divinity, it
instituted controlled public viewing of the images of Japanese emperors. Such differences
between the private and public functions of imperial portraits suggest that imperial portraits from
the pre-modern and post-Meiji periods developed for different purposes, moving from a
religious, commemorative purpose to a more secular, political one. By examining the

psychological responses to the representations of Japanese emperors through primary documents,
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including official documents, diaries, and letters, I show that images exerted an emotive force on
viewers. | also address the following questions: 1) What makes the portrait more than an image?
2) What gives that image meaning? 3) And how can a portrait become the focus of devotion?
Imperial portraits, whether used for religious or political reasons, maintain a spiritual connection
to reality and illustrate the power of representation. I conclude that this research on portraits of
Japanese emperors will help scholars understand how the power of representations did affect

changes in behavioral patterns from the Edo to the Meiji periods.
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1.0 INTRODUCTION

One of the recognized functions of any official state portrait is to document the social and
political status of the sitter. However, until the Meiji period (1868-1912), official imperial
portraits in Japan were not meant for public display. Due to a ritualized spiritual component,
these portraits were viewed privately by imperial family members and close supporters. While
this specific populations commissioned portraits of pre-Meiji emperors for commemorative
purposes, the Meiji government ordered imperial portraits of Emperor Meiji for a new political
purpose. I argue that the imperial portraits from the pre-modern and Meiji periods do not share
the same roots, but were separately developed for different purposes. By analyzing the religious
and political usages of the imperial portraits, this dissertation claims that there is a break in
imperial portrait practice in Japan, and that although portraiture in both the pre-modern and post-
Meiji periods has many similarities, it does not share the same origins. While the earlier concept
of portraiture developed from the traditional Chinese portrait practice, the later concept of
portraiture emerged from Western discourse.

In both pre-modern and Meiji periods, imperial portraits were not simple visual records
of emperors; instead, they were the end products of numerous representational choices. By
analyzing the purpose and function of imperial portraits, I will use this research to show that
images exerted an emotive force on viewers.' I explore the human psychological responses to

Japanese imperial portraiture by examining the primary documents, including official

" The notion of power of images in this dissertation is based on David Freedberg’s theory on this matter. See the
section on Power of Image in this chapter for further discussion. David Freedberg, The Power of Images: Studies in
the History and Theory of Response, (Chicago: University of Chicago Press, 1989 and 1991).

Page 1 of 282



documents, diaries, and letters, to understand the interactions between portraits and viewers in a
ritual setting (i.e. mortuary and political contexts). The study of Japanese imperial portraiture and
the power of images raises the following pertinent questions: 1) What makes the portrait more
than an image? 2) What gives that image meaning? 3) And finally, how can a portrait become
the focus of devotion? The following chapters will examine how socio-political power
influenced the artistic production of imperial portraits and the specific ways in which these
various usages emerged. This research on portraits of Japanese emperors will help scholars
understand how the power of representations can affect changes in behavioral patterns from the

Edo to the Meiji periods.

? This dissertation primarily investigates portraits of emperors. It does not extensively cover the portraits of Empress
Consorts and people from other classes, such as warriors, merchants, and artists, despite the relative importance of
these other portraits. While this dissertation presents Japanese emperors as superior sovereigns, my intention is not
to oversimplify the role of emperors because emperors were not always the absolute rulers in Japan. Not all Japanese
emperors were as well respected as one might believe today. Some emperors were murdered or exiled, while others
became an angry spirit and/or cursed the court. For example, in 592, Soga no Umako ##F:5 7~ (c. 551-626),
advisor to Emperor Sushun 52I£ (?-592, r. 587-592), murdered the emperor. Another example focuses on Emperor
Kazan {E111 (968-1008, r. 984-986, 65™). After Emperor Kazan retired, a jealous man attempted to murder the
emperor when he mistakenly thought the emperor had a relationship with his lover in 996. This incident is known as
Kazan hoo shigeki jiken A6 (1175 2 BB =1 According to the Hyakurenshé T $#% (a compilation of diaries
written by 13" century court officials) and Eiga Monogatari < ##)7E (the historical story of the Fujiwara clan
written by anonymous writer(s) in the 11" century), two Fujiwara brothers, Korechika f# /i {J*/& (974-1010) and
Takaie [%£ZZ (979-1044), shot arrows at the emperor in 996. Two imperial attendants died from this incident but,
although some arrows pierced the sleeves of the Emperor Kazan, he was unharmed. Hyakurenshé & 842, in
Kokushi taikei [ 52 &% 11, compiled by Kurokawa Katsumi 45555 (Tokyo: Yoshikawa Kobunkan 5154 3C
fifi, 1965), 9. and Eiga monogatari #At¥)5E, Nihon koten bungaku zenshii H A & HiSCF 24 vol. 33
(“Mihatenuyume” chapter), edited by Yamanaka Yutaka [LI F1#3, (Tokyo: Shogakkan /N#fE, 1998), 229-230. The
third illustration centers on Emperor Sutoku 227 (1119-1164, r. 1123-1141, 75™). According to the Hogen
Monogatari P 5t4)55, after Emperor Sutoku died in exile, his angry spirit allegedly returned and cursed the court.
Hégen Monogatari £ 5t4)5E, compiled by Shida Itaru 5 AXJ&, in Nihon koten bungaku zenshii H A {5 B30 4246
41 (Tokyo: Shogakkan /[NFfiE, 2002), 205-405. As these examples suggest, the status of Japanese emperors was not
as concrete as one might expect. Therefore, at the end of the Edo period, the government felt the need to reestablish
the significance of the emperors that resulted in a change in imperial portrait practice in the later Meiji period. As
such, an analysis of the evolving significance of imperial portraits requires a careful historical, political, and
religious contextualization.
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1.1  DEFINITIONS OF PROBLEMATIC ENGLISH TERMS
At first glance, the terms “imperial,” “emperor,” and “portrait,” would seem to be
straightforward. However, a closer examination of the terms reveals how complicated and

problematic these words are. Scholars often use the term “imperial” to describe koshitsu =8,
the Japanese sovereignty. Similarly, they almost always translate tenné K as “emperor” in

both scholarly and non-scholarly publications. However, recent scholarship has reexamined these
terms. For example, by analyzing the emergence of Japanese kingship and the process that
shaped the early state formation, Joan Piggott, a historian, points out that Japan was never an
empire; therefore, she does not use terms such as empire, emperor, and imperial.’ Even though
Japanese leaders adopted the Chinese-style monarchy as their model, the Japanese state remained
segmented rather than vertically subjugated. Piggott describes this structure as centered rather
than centralized.* She argues that kinship was the primary bonding mechanism as the early state
matured in the eighth century. According to Piggott, Japanese king-makers chose the title fenno

(“Heavenly Sovereign™) rather than the Chinese title tenshi K- (“Son of Heaven”).” As such,

those titles symbolically reflected the difference between Japanese and Chinese rulership. Based
on Piggott’s observations, words such as “imperial” and “emperor” are technically incorrect
when applied to Japan.

Because of this, the following question occurs: what English word can best describe
koshitsu and tenno? Other terms, such as royalty, monarch, ruler, and sovereign, still do not

adequately convey the Japanese meaning of the words. Due to the lack of a better word, and even

? Joan Piggott argues that the term empire is “strongly associated with a martial political formation founded on
conquest” but Japanese emperors did not conquer their realm. Joan R. Piggott, The Emergence of Japanese Kingship,
(Stanford, Calif.: Stanford University Press, 1997), 8-9.

*Ibid., 9 and 234.

3 1bid., 9. Tenshi sekkan miei (R¥-fEEAMEE Portraits of Emperors and Regents), a 14™ century painting scroll, has
the word “tenshi” in its title. However, the title of this scroll might have been given later.
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though these words are not technically correct, I will employ these terms (i.e. “imperial portraits”
and “portraits of emperors”) throughout this dissertation. In this dissertation, Japanese “imperial
portraits” will only refer to portraits of tenno.

The English term “portrait” also appears straightforward at first: a visually expressed
likeness which represents the physiognomy (face and body) of a specific individual. However,
the purpose of imperial portraits complicates this definition. For example, The Dictionary of Art
even titles its first section under portraiture as “problems of definition” because equating portrait
with physiognomical likeness leads to problems.® When analyzing portraits, one cannot always
expect a equivalence between the appearance of the sitter and his or her image. There are many
reasons for this. First, artists often create an idealistic appearance of their sitters. This is
especially true when they depict those from the upper-class. Second, different artists can depict
the same sitter very differently. For example, scholars have noted that two 14"-century portraits

of retired Emperor Hanazono #F[# (1297-1348, r. 1308-1318, 95™) from Chofukuji and

Myoshinji look quite different. Third, if more than one portrait is painted of the same subject and
they are similar, then scholars must also consider the possibility of artist(s) copying from a pre-
existing portrait. Finally, since it is impossible to have seen a sitter who lived before the modern
period, one cannot positively state that the portrait resembles its sitter. Because of the above
reasons, to base the definition of portraits solely on likeness of an individual is problematic. The
term “portrait” in this dissertation will broadly refer to a personalized representation of
individuals of known identity. This general definition includes invented portraits of individuals
who lived in an earlier time and portraits of legendary and mythical characters, such as Emperor

Jinmu (ff, the first emperor of Japan). The definition also includes images with idealized

8 Jane Turner, The Dictionary of Art, vol. 25 (New York: Grove’s Dictionaries, Inc., 1996), 274.
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and/or general facial features, if the images come with documented identifications, such as
inscribed names and ranks.

Since portraits visually express and convey ideas, they are generally categorized as art.
However, in Japan, portraits were historically not considered as art due to ritualistic ways of
viewing these images. Therefore, when analyzing a portrait from Japan, it is also important to
place the portrait in the historical context from which it came rather than exclusively focusing on
its artistic value. Since the pre-modern Japanese artists, sitters, commissioners, and viewers all
associated portraits with death rites, they were indifferent to the concept of art and artistic value.
Because family members and relatives customarily commissioned portraits of their loved ones
for commemorative (or longevity) purposes, they would not have used portraits to embellish a
room. Instead, mortuary portraits were perceived as vessels in which the spirit of the deceased
temporarily resided. Hans Belting, a scholar of Medieval and Renaissance Art, states that the
decorative concept of art belongs to the study of post-Renaissance theory; thus, this artistic
concept should not be applied to objects from the Classical period. Belting’s statement also
applies to Japanese imperial portraiture because the Japanese do not consider portraits as art
objects. Thus, viewers of these portraits today should not only evaluate the portraits on aesthetic
grounds but should also appreciate their purpose and the historical background.

Because the earlier concept of portraiture in Japan developed from the traditional
Chinese practice of portraiture, an understanding of the Chinese words for “portraits” yields a
clearer comprehension of how these words influenced the Japanese terms for portraits. Both
Chinese and the pre-modern Japanese used various terms to refer to portraits. Two common

words, xiang % and zhen &, describe “portraits” in Chinese. The Chinese widely use the

" Hans Belting, Likeness and Presence: A History of the Image Before the Era of Art (Bild und Kult), translated by
Edmund Jephcott (Chicago and London: University of Chicago Press, 1994), xxi.
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umbrella term xiang, which literally translates as the verb “to resemble” and as the noun
“representation,” for portraits. Zhen, another commonly used term, means “real” and “genuine;”
it was used as early as the Six Dynasties period (220-589) to designate memorial portraits of
emperors and high officials.®

In addition to these main terms, Ebine Toshio ¥#FEZRIEER, a scholar of portraits of

Chinese Chin Monks, lists 32 other terms describing portraits.” Influenced by Chinese concepts
and terms, pre-modern Japanese also used various terms to refer to imperial portraits. For

example, while the “Murasakino” chapter of the Eiga monogatari KHEEY)FE, compiled in the
11" century, contains the term miei #152,'° Gotobain goryé takuki #% BPIFEEELAT, a 130
century imperial record, refers to two portraits of Emperor Gotoba 1% 5] (1180-1239, r. 1183-
1198, 82™) as ei 52."" Furthermore, in the fourth month of 1499, Sanjonishi Sanetaka — 4574 %
F% (1455-1537) wrote several times in his diary, Sanetakakoki FZ[E/ATFL, about a portrait of
Emperor Goen’yl # [Elf# (1359-1393, r. 1371-1382, 5™ emperor of the Northern Dynasty).
Sanetaka referred to the portrait as miei, shin’ei &5, gyoe i 2., and son’ei i5%.'* Within the

same month, Sanetaka uses different words to refer to the same portrait of Emperor Goen’yi. In

his diary, written in the mid-17" century, Dharma-prince Gydjo %40 (1640-1695) of the

8 T. Griffith Foulk and Robert H. Sharf, “On the Ritual Use of Ch’an Portraiture in Medieval China,” Cahiers
d’Extréme-Asie 7 (1993): 160.

? These terms are: xiezhen G-, xieshen 541, zhuanzhen 152, xiezhao 5-F&, xiemao 531, zhuanxie {55,
zhuanshen {64, zhuanmao 1531, yurong 1175, shengrong BB4%, zhenrong B7%, shenyu {848, shenzhuan f1z,
zhenxiang BAR, xiaoxiang /IM&, zhuanying {55, yingmao %33, xiyan =18, jivan iCIA, jivan FCER, xirong B4%,
yingtang ¥%¢, huaxiang W18, xiangren BN\, zhuanzhao 1558, shourong F#4%, shouxiang 718, shouying 7557,
yixiang 1814, zhuixie 185, shenjyi #1g, jirong F0%¥. Ebine Toshio i ARIEAR, “Chinso sadan THFHE 7
Zokeishutai o megutte 1&E/Z £ % D <> C,” Yamatobunka RKF13LHE, vol. 115 (August, 2006): 1. “Yirong 4"
should be added to Ebine’s list above.

1 Eiga monogatari, 524.

" Gotobain goryé takuki 14 5 BEI T FERT, Zoku gunsho ruiji FiREEHEHE, vol. 33a (Tokyo: Zoku Gunsho Ruiji
Kanseikai it HEHIETERE, 1976), 213.

12 Sanjonishi Sanetaka _{%EEI@ Sanetakakoki B /N2, vol. 3b (Tokyo: Zoku Gunsho Ruijii Kanseikai ftff &
FENETERES, 2000), 640, 641, 644, and 645. See the entries on 1499 (Meid 8) 4.20, 21, and 27.
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Myohd-in %4 temple uses the term gojuei 18 755" to describe a portrait of Emperor

Gomizunoo % 7K J& (1596-1680, r. 1611-1629, 108™)."

Karen Gerhart, a Japanese art historian, differentiates the terms used to signify portraits
to emphasize how different words have different connotations. She describes shozé 1% as
meaning an “image [that] resembles” and eizo 1% as meaning an “image [that] reflects.”
Gerhart then states that the secular upper class favored the term shoz6 and eizo, while Buddhist
monks more often used the aforementioned term skin in medieval Japan.'” Even from the same
time period, different terms for portrait were used, depending on one’s social status.

Contemporary use of the terms is sh6zo for portraits in general and shozoga ¥ 14 ] for
portrait paintings. Even though shozo and shozoga have almost identical meanings, the two
words have subtle differences that are often difficult to differentiate. Shozo, which means
“portraits,” serves as the umbrella term that includes shozoga, whose final syllable emphasizes
the medium of painting. According to Nihon kokugo daijiten, shozo'® first appeared in

Sanetakakaki in 1529." Specifically, on 1529 (Kydroku %4 2) 3.20," Sanetaka mentioned a

" There are two types of portraits. The first, longevity portraits (juzé ##1%), are created while the sitter is still alive,
and the second, a more common form, are posthumous portraits (iz6 iH1%). Both Karen Gerhart and Quitman
Eugene Phillips have explained these terms and gave an in-depth historical background. For example, Gerhart points
out the main difference between longevity and posthumous portraits as follows: While artists generally made
longevity portraits from life (usually a number of years prior to the subject’s death), they often made posthumous
portraits after the subject’s death. Gerhart suggests that posthumous portrait is the earlier practice than the longevity
portrait. Longevity portraits became common in response to the increasing mobility of eminent monks. For more
information, see Karen M. Gerhart, The Material Culture of Death in Medieval Japan, (Honolulu, HI: University of
Hawai’i Press, 2009), 153-158. Quitman Eugene Phillips, The Practices of Painting in Japan, 1475-1500 (Stanford:
Stanford University Press, 2000), 150-151.

" Gydjo 2241, Gyajo Hossin 'no nikki ZEFRIEHTF H 7T, in Myohoin shiryo #0155z 5B}, vol. 1 (Tokyo: Yoshikawa
Kobunkan 71154 3CAE, 1976), 193. See the entry on 1667.2.20.

15 Gerhart, The Material Culture of Death, 157.

'® Quitman Eugene Phillips explains that “sh5z6 seems to have comprised all paintings of specific people, whether
painted first hand or not.” Phillips, The Practices of Painting in Japan, 152.

' Nihon kokugo daijiten B A[E|FEKEEHL, vol. 7 (Tokyo: Shogakkan /N2E£H, 2001), 184.

' This diary entry was written on the twentieth day of the third month of 1529. Japan used the lunar calendar until
the third day of the twelfth month in 1872 (Meiji 5). Therefore, this dissertation abbreviates dates by year, month,
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portrait located in a Buddhist Hall where he offered incense (%2 14 {4 A FFA AL BET). " This

ritual context suggests that Sanetaka offered incense for the repose of the departed soul of the
person in the portrait. It is not clear that shozo, as described by Sanetaka, was a painting or
sculpture; however, it is clear that it was made for a private mortuary function based on the
traditional Chinese portrait practice.

Unlike the term shdza, which existed before the 16™ century, the word shozoga was
introduced relatively late in the 19" century. Nihon kokugo daijiten, which offers a separate entry

for shozoga, states that the word shozoga first appeared in Fiizokugaho JEWA T in 1891, more

than three centuries after Sanetaka’s mention of Shozo. Fiizokugaho claims that it is necessary
[for the Japanese artists] to create portraits [of politically and socially important persons] because
people in developed countries (which imply Westerners) create images of brave heroes.
Therefore, the dates of publication and the context suggest that the term shozoga referred to the
politically motivated imperial portraits from the Meiji period that emerged out of a Western
discourse.”' The existence of various terms describing “portrait” in Japanese culture clearly
shows that no straightforward definition exists. The lack of specific terminologies, as explained

above, complicates the understanding of imperial portraiture in Japan.

1.2 POWER OF IMAGES
The following section includes a wide range of examples that explore the power of images in

traditional Japanese cultures. These textual examples represent folklore-like beliefs rather than

and day, until 1872.12.3. The standard solar calendar will be used for the events occurred after January 1, 1873
(Meiji 6).

19 Sanjonishi Sanetaka, Sanetakakoki, vol. 7, 399.

2 Nihon kokugo daijiten, vol. 7, 184.

2! Because extant written records mainly focus on the ruling class, it is difficult to learn about popularization of
portraiture among the commoners in the pre-modern Japan.
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accurate historical facts as the writers of these records constantly and consistently claim that
images have supernatural power. Such a compilation of case studies helps to assess how the
viewers’ psychological and behavioral responses to images are a reflection of the common belief
in the power of images in pre-modern Japan.

Mention of various psychological and behavioral responses to images occurred
throughout history and across cultures. David Freedberg, an art historian who specializes in 16"-
and 17th-century European painting, provides insight into the power of images. Although
Freedberg does not focus on the power of images in East Asian cultures, his work can help us
better understand the relationship between the images and viewers. According to Freedberg, the
term “response” refers to the symptoms of the relationship between image and beholder. He
explains:

I will consider the active, outwardly markable responses of beholders, as well as

the beliefs (insofar as they are capable of being recorded) that motivate them to

specific actions and behavior. But such a view of response is predicated on the

efficacy and the effectiveness (imputed or otherwise) of images. We must
consider not only [the] beholders’ symptoms and behavior, but also the
effectiveness, efficacy, and vitality of images themselves; not only what beholders

do, but also what images appear to do; not only what people do as a result of their

relationship with imaged form, but also what they expect imaged form to achieve,

and why they have such expectations at all.**

Freedberg suggests that a link exists between the images and viewers. The power of images,
therefore, depends upon the vitality of the images as well as the perceptions of the viewers.

Those viewers who approach the images with certain expectations will have a stronger response

22 Freedberg, xxii (Introduction).
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to the images than those individuals without expectations. The anecdotes that appear in this
section will illustrate how belief in the power of images arouses emotions and evokes
psychological and behavioral responses from beholders. These anecdotes also provide a
foundation for future chapters where an understanding of the power of images will clarify why

imperial portraiture exerts such a significant effect on viewers.

1.2.1 Spiritual Power in Japanese Portraits

A study of the chronological development of the spiritual power associated with secular portraits
in pre-modern Japan is hampered by a lack of examples. Even though artists from the early
periods undoubtedly painted faces of secular individuals, not many of them exist today.” While
relatively many Buddhist paintings and sculptures from the Heian period remain to date, portraits
of secular individuals, regardless of social status, are uncommon. It is easy to imagine that lower-
class Japanese did not have the financial means to commission portraits. The lack of early
portraits may be also due to the fact that portraits usually lose their significance soon after the
death of the sitter. However, these two explanations do not apply to imperial portraits. Since the
Japanese imperial family never lost its official status as supreme rulers, it never lost its

significance. The art historian Akamatsu Toshihide ZR¥Af2£F5 offers an alternative explanation
for the paucity of portraits from early periods. In his essay “Kamakura bunka #f & 3C{b,”

Akamatsu suggests that emperors and upper-class court nobles from the Heian period and earlier

 For example, carpenters, who built Horytiji %4 <F in Nara in the early 7" century, left line drawings of male
faces in the structure of Konjikido Hall 4x %% and the pagoda. From the late 8" century to the early 9" century,
artists painted two male faces at the back panel of the Taima mandara zushi *4 )}t = %< % /Ef 1, a wooden shrine for
Taima mandara at Taima temple 24 #£=F in Nara. The use of the back panel suggests the hidden nature of the
drawings. Today, it is impossible to determine whether or not these faces are portraits of actual persons or
representations of graffiti. See Showa shizaicho WAFVE AME: Horyiji no shiho 1EVESF DR : Kaiga #31H] 6
(Tokyo: Shogakkan /[N, 1986), 172-173. Katsuragi City History Museum &3 17 /B 52 {84 #F exhibited the
wooden panel from August 13 to 16, 2010. See Nara shinbun on August 13, 2010.
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often resisted having their portraits painted because of their fear that political enemies might use
their images to abuse and curse (juso ".3H) them.**

Scholars often refer to the following entries from Gyokuyé EIE to reinforce Akamatsu’s
theory on the paucity of portraits in the pre-Kamakura periods. On 1173 (Joan 7% 3) 9.9 and
12.7, Kujd Kanezane JLSc#£3Z (1149-1207) wrote in his diary, Gyokuyé, of a mural project at
Saishokdin #x Bt [e.> He writes that retired Emperor Goshirakawa #% 4] (r. 1155-1158)
commissioned Fujiwara Takanobu i [%{5 (1142 —1205) to paint scenes from three imperial

processions. Kanezane, who did not want to be included in the mural, exclaimed that he was
fortunate to miss these processions.*® Although Kanezane represents only one individual, his
negative reaction toward the mural project may indicate that other courtiers in the 12" century
also disliked being portrayed by artists.

On the other hand, other scholars, such as Ikeda Shinobu and Fujiwara Shigeo, have

offered a more political interpretation of this event.”” They explain that Kanezane was pleased to

#* Akamatsu Toshihide 7742 275, “Kamakura bunka $68 SC{b.,” Iwanami koza Nihon rekishi &% 3 B AR 5
Chiisei F11i 1, vol. 5 (Tokyo: Iwanami Shoten &% £/, 1967), 323-324. Although Akamatsu’s theory still holds
some prominence in the field, some Japanese scholars such as Yonekura Michio > 2 i ) and Fujiwara Shigeo %
JRHEHE argue that the theory is out of favor among some Japanese researchers. (Personal interviews conducted in
August, 2009).

¥ Kujo Kanezane L35, Gyokuyo LI, vol. 1 (Tokyo: Meicho Kankokai 4 & 1742, 1993), 318-319 and 332.
In his diary, Kikki 5 7t, Fujiwara (Yoshida) Tsunefusa f#/J5(7% H)#% /5 also mentions this mural project. Fujiwara
(Yoshida) Tsunefusa fJ5(F5 H)#& 5, Kikki 550 1, in Zoho shiryotaisei FEAf 5B B 29 (Kyoto: Rinsen Shoten
i) 15, 1965), 19.

%6 Kanezane does not say anything about if he thought the portrait would be used against him. Furthermore,
Akamatsu should not treat a group scene the same as a portrait of one person.

*7 Ikeda Shinobu #1 F1 2., “Inseiki niokeru gydjie seisaku o megutte BB 31T HITHARHIEEZ 0 <> T
Saishokoin gosho shdjie no saikentd & Vs YR FIT B 42 D FAREY,” Gakushiiin daigaku bungakugu kenkyi
nenpo i K SCFERIFIEAE R, 34 (1987): 1-17. Fujiwara Shigeo [/ H i, “Saishokoin gosho shojie nohto
s YR TR 7-#% 7 — b : Gyokuy® kiji no kaishaku o megutte EHEFLF DOfEIR % 8 < > C,” in Harukanaru
Chiisei 1% 7272 % Wi 13 (March, 1996): 28-41. Also see Itd Daisuke {F /i Kiifi, “Shozohydgen niokeru kotoba to
mono H B FILUZIIT 5 SEE & ¥: Nise-e no ichizuke o megutte LR DAL E 31} % & > T (Chil kinsei niokeru
shogyd to gijutsu, jujutsu shinkd H « ITHIZ 31T D423 & HilT - WANEAN),” Kokuritsu rekishi minzoku
hakubutsukan kenkyithokokusho [EITJE 2 BAR TR REATFEE# S, vol. 157 (March, 2010): 175-194.
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miss the procession because he did not want to be seen as a close supporter of retired Emperor
Goshirakawa, the focus of the procession. I agree that it is more likely that Kanezane was not
afraid of curses, but rather, disliked being associated with those who participated in the imperial
procession illustrated in the mural.

However, in spite of my agreement with the political interpretation by Ikeda and Fujiwara,
my research reveals that some 12"™-century individuals saw a link between imperial portraits and

curses. In the fifth book of Gukansho BE Y, Jien 4[] (1155-1225) wrote about the tension
between the retired Emperor Goshirakawa 1% FH{ (1127-1192, r. 1155-1158, 77"™) and Emperor
Nijo 3% (1143-1165, r. 1158-1165, 78th). Jien explains that although their relationship thrived
during the period from 1159 (Heiji *F-i5 1) to 1162 (Oho Ji~Px 2), it changed after the following
incident:
But then it was heard that the Emperor [Nijo] had been subjected to a curse. Lord
Sanenaga reported that because an effigy of the Emperor had been drawn at the
Upper Kamo Shrine, the effects of a curse were being manifested. By tying up
and questioning one of the male mediums at the Shrine, it was disclosed that the
curse had been inflicted upon the Emperor by such Go-Shirakawa aides as
[Minamoto] Sukekata. So on the 2™ day of the 6" month of 1162, Sukekata was
relieved of his position as Director of the Palace Repairs Office.”®
This episode suggests that a portrait of Emperor Nijo was used to inflict a curse. Even though
Jien does not elaborate on the manifestation of the curse, this incident does prove that there was a

superstition that associated cursive powers with portraits in the late Heian and the early

% Jien 26, Gukansho B0, in Kokushi taikei 55 K% 14 (Tokyo: Shiieisha 75554, 1901), 509. Also see
Gukansho, JHTI, book five, 238. Translated by Delmer M. Brown and Ichiro Ishida. Delmer M. Brown and Ichiro
Ishida, The Future and the Past: A Translation and Study of the Gukansho, an Interpretive History of Japan Written
in 1219 (Berkeley: University of California Press, 1979), 117.
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Kamakura periods, which, as Akamatsu suggested, might have caused a paucity of portraits.
Therefore, I think scholars should not simply dismiss the Akamatsu theory on paucity of early
portraits, but clearly further research is still necessary on this issue.

The paucity of portraits changed in the thirteenth and fourteenth centuries when a type of
portrait called nise-e LI (lit: likeness picture)® became popular among the courtiers. Nise-e
realistically captures the essence of the individual sitters. Similar to today’s caricature artists,
nise-e artists, including Fujiwara Goshin BEJR52{5 (d.u.), emphasized the most unique facial
features of their sitters. Despite the alleged paucity of portraits from the early periods, especially
of imperial portraits, and the reluctance of the upper-class to being portrayed, volume eleven of

Kokonchomonju w4 2 H14E states that retired Emperor Gohorikawa 1&g (r. 1221-1234)
liked nise-e and hired Fujiwara Nobuzane BEJF[E5Z (11772- c. 1266) to depict lower class

courtiers and soldiers.*® Furthermore, during the 14™ century, the court commissioned a
handscroll of portraits of 21 emperors in nise-e style. This imperial portrait scroll, known as

Tenshi sekkan miei K-{-$EBAMHIF, covers the reigns from Emperor Toba &3 (1103-1156, r.

% Furukawa Miyuki 7)114517 defines a portrait done with respect as “portrait” and a caricature created for pleasure
as “nise-e.” Furukawa Miyuki 5 /[§317. “Nise-e L&, in Kurokawa Mayori zenshii 2 2) || EF824E: Teisei zoho
RTIENE4H: Koko gafu 5 & HFE (Tokyo: Kokusho Kankokai [EZF4743, 1911) chapter nine. Although it has not
been sufficiently discussed, most scholars, including Akamatsu Toshihide and Miya Tsugio, believe that the taboo
gradually dissipated in the early Kamakura period when a new type of portraiture became popular that could capture
the photorealistic, physical likeness of the sitter. Nise-e, which reflects warriors’ taste for realism, may have
emerged from the warrior culture. Like the warriors, courtiers during the Kamakura period became more realistic
and fact-oriented and no longer feared superstitions. Akamatsu, “Kamakura bunka,” 324. And Miya Tsugio, Nihon
bijutsu kenkyii 10 H AR ET24E: Kamakura no kaiga $§f8 DF1E: Emaki to shozoga #5343 & H 4 (Tokyo:
Gakushii Kenkyifisha 528 1284k, 1979), 177. On the other hand, 1td Daisuke, another art historian, differently
categorizes nise-e and portraits. Itd states that nise-e emerged along with gyaji-e 1T 3#&, pictures of current events,
in the late Heian period. Ito Daisuke, “Shozohydgen,” 175-194. and 1td Daisuke {7/ K, “Nise-e no egakaretaba
Ll D H 417255 Twayuru jusoron o shiyani V40w 2 WiEHFR % HLEBF 12, Kokka [51%E, vol. 1274 (December,
2001): 9-18. More research is necessary to investigate how portraiture eventually evolved into a more acceptable
practice in Japan.

3% Tachibana Narisue #4 /%%, “Gohorikawa-in no goji sakydgon no daifu Nobuzane oshite hokumen nado no kage o
kakashimetamdokoto 1% Y] [t DI A2 FAMER RIE R %2 L CTALiE 72 E DO &2 Hih LD #5553, story #404,
Kokonchomonju 154 % 14, vol. 11, in Shimada Isao & [ B # and Nagazumi Yasuaki 7K F5Z2H ed., Nihon
koten bungaku taikei H K1 3L 5 KR 84 (Tokyo: Iwanami shoten A% )5, 1966), 321.
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1107-1123, 74th) to Emperor Godaigo 7% izl (1288-1339, r. 1318-1339, 96™).%! More research

is necessary to investigate how traditional and nise-e portraiture eventually evolved into a more
acceptable practice in Japan. If, as Akamatsu previously suggested, the courtiers first objected to
the commissioning of their portraits due to their fears of curses, then why did the court
commission a handscroll painting of nise-e portraits of emperors that captured their likeness?
Further research on the development of nise-e may help us better understand how imperial
portraiture eventually evolved into a more acceptable practice in Japan.

In addition to the malicious uses (cursive powers) of portraits, portraits of the deceased
and living were also associated with positive spiritual power in pre-modern Japan. On 937 (Johei

A7) 8.6, Shomonki TF[H 70 states that when Taira no Yoshikane ¥ E 3£ (d.u.) fought
against his nephew, Masakado [ (? - 940), he brought death portraits of Takamochi &%
(d.u.), his late father, and Yoshimochi /% (d.u.), his late brother (Masakado’s father), to the

battlefield. By doing so, he must have thought that the spirits of his late father and brother would
protect him during the conflict.*® In this way, Yoshikane also claimed his legitimacy to rule the
Taira clan.

Portraits garner power not only by substituting for the deceased sitter, but portraits of the
living also exerted mystical power. In the aforementioned 1254 compilation Kokonchomonju,

Tachibana Narisue #% /%25 introduces an episode describing the spiritual power of a living

monk’s portrait. Tachibana states that in the third month of 1002 (Choho & & 4), retired

3! Aligned together in order of succession (expect for Gokdgon), it perhaps is intended to suggest the continuity of
the imperial line.

32 The writer of Shmonki is anomymous.

3 Shomonki FFPFE, in Shinpen Nihon koten bungaku zenshii 41 i B A E #5022 424 | edited by Yanase
Kiyoshi #lH =X et al. (Tokyo: Shogakkan /N7, 2002), 33-34. Takamochi 155 is written as 5 %2 and
Yoshimochi /% are written as 2 %2, B £F, in the other editions of Shomonki. Moreover, some editions states that
Yoshimasa E % is Masakado’s father.
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Emperor Hanayama fE1LI (968-1008) visited an important Tendai Buddhist monk he admired
named Shoka P£2% (910-1007)** at Engyoji [Bl%(=F on Mount Shosha 3£ %5.. The emperor
secretly brought along the painter, Kose no Hirotaka F.%4/A & (d.u.) whom he commissioned to

paint a portrait of Shoka without the monk’s permission. A sudden earthquake that caused the
“mountains roaring and the earth shaking” occurred before the artist had painted a small
birthmark/mole on the face of Shokii. When the earthquake hit, the surprised artist dropped his
paintbrush on the portrait and, oddly, the ink smear was at the exact location of the monk’s
birthmark. After the earthquake ended, Shoki told Emperor Hanayama that it was caused by the
emperor’s order for the portrait.*> The monk’s statement may suggest that either nature reacted in
a negative way to the creation of this portrait or nature aided the artist by helping him create an
“exact” copy. This incident made the emperor admire the monk even more than he had before. In
the 13" century, when Narisue included this story in his compilation, this portrait of Shokii was
still kept at the Engydji Temple at Mount Shosha.

Taiki & %, a diary written by Fujiwara Yorinaga /& J5i#8 K (1120-1156), also
incorporates an example of the spiritual power of portraits. In an entry written on 1145 (Kytan

INZZ2 1) 12.24, Yorinaga records a story his father, Tadazane /F/125Z, had told him about the
spirit of Yorinaga’s great grandfather, Toshiie 4%. This diagram illustrates the relationships of

the individuals in the story:

** Shokii is also known as Shosha Shonin 5 F A
3 Tachibana Narisue /%%, “Hanayama-in Shosha Shonin Shokii no zo o utsusashitamokoto £ 111 &5 b A
22D & X L D 535, story #386, Kokonchomonju, 310-311.
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Fujiwara Toshiie
(Spirit)
|

Consort —— Moromichi - Daughter Husband

(unfaithful husband)
Tadazane Wife

Yorinaga
(diary author)

According to the story, the spirit of Toshiie granted the wish of his daughter, who later gave birth

to Tadazane, by punishing Moromichi [ifiifi, her unfaithful first husband. After a bitter divorce,

Tadazane’s mother commissioned a portrait of her deceased father Toshiie (Tadazane’s
grandfather). She worshipped in front of the portrait and pleaded to Toshiie for revenge. Toshiie
soon appeared to her in a dream telling her not to worry because he would act on her behalf.
Soon after, Moromichi passed away, probably because of Toshiie’s act of revenge.’® This story
exemplifies the belief in the connection between a portrait and the sitter’s spirit and that a
portrait was thought to function as a connection between the living and the dead. In this case, the
portrait (or the spirit of the painted deceased) protected the daughter.

It was also believed that the spirit of the deceased resided in his or her portrait. According
to Fujisawa Shojokoji kiroku FEIUEEIEFRLER, after the death of Emperor Godaigo 14 Fighif
(1288-1339, r. 1318-1339, 96™), a paranormal event happened. Emperor Godaigo, or perhaps the
spirit of the emperor, temporarily appeared at the moment when the artist completed a portrait of
the emperor by painting the pupils of the eyes.’” This fourteenth-century episode suggests that

the act of dotting the eyes transmitted the spirit of the emperor and allowed it to reside within the

%% Fujiwara Yorinaga 4, Taiki 570 1, edited by Zoho Shirydtaisei Kankokai S 4 S0 A FIFT2S, in Zoho
Shiryotaisei FEAH FEFHA K 23 (Kyoto: Rinsen Shoten [if) 1135, 1989), 167.

37 Fujisawa Shojokaji kiroku BEIRIEHEIF708%. See the section under “Godaigo tennd mikage no koto % B il <
AR [N SCEAR Kokuritsu kobunshokan (National Archive of Japan), call number: 192-0553.
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mortuary portrait, thereby infusing the image with life (spirit).*® The power of portraits lies in
their ability to make the spirit of the deceased come alive.

According to Chinso reigen ki TEFASEBREC, written on 1331 (Genkd JTHA 1) 9.3. a
disciple of Hoto Kokushi 7£Z [Elfifi brought a scroll portrait of his late master to Mydgoku B,

a monk from Kenchdji, and requested him to write inscriptions and sign the painting in
preparation for Hoto Kokushi’s 33" death anniversary. Unfortunately, Mydgoku was sick that
day, so he left the rolled-up portrait on a nearby folding screen without working on it. Three days
later, Mydgoku’s room shook, and the portrait jumped up and hit the screen four times. Myogoku
then understood that the spirit of Hotdo Kokushi residing in the portrait was urging him to
complete the task.”” Fourteenth-century Japanese not only considered the portraits as containers

for the deceased spirit of the sitter, but they also associated portraits with supernatural powers.

1.2.2 Spiritual Power in Japanese Portrait Sculptures
Portrait statues exerted power in similar ways to portrait paintings. In his diary, Taiki, Fujiwara

Yorinaga wrote on 1155 (Kytiju /AF5 2) 8.27 that his enemies had accused him of vandalizing an

image of tenkd K2N,* located on Mt. Atago.*' When allegedly visiting this world, the spirit of

3 This story derived from the Chinese theory by Gu Kaizhi 1 (c. 345-406), a painter from the Sixth dynasty,
and the famous Tang dynasty story of painted dragons flying out of the wall as soon as the artist painted the pupils
of the dragons’ eyes. For Gu, the act of dotting the eyes transmits the spirit and allows it to reside within the image,
infusing the image with life. Susan Bush and Shih Hsio-yen, Early Chinese Texts on Painting (Cambridge, MA; and
London, England: Harvard University Press, 1985), 14. and Audrey Spiro, “New Light on Gu Kaizhi: Windows of
the Soul,” Journal of Chinese Religions, no. 16 (Fall 1988): 12-13. For the story of painted dragons (hualong
dianjing = GEEENF),” see Zhang Yanyuan, Lidai minghua ji FEAR4 HIFE, vols. 10, in Huashi congshu = N E 1,
compiled by Yu Anlan F%i, 1962 (Taipei; Wen-shih-che, 1972), 90.

% Chinsé reigen ki TEAIZEBRFL, in Zoku gunsho ruiji #ERE R, vol. 13b (Tokyo: Heibonsha V- FLtE, 1926),
1069.

4 According to Kokugo daijiten, tenké refers to tentei R7f and/or jotei £ (“Lord of Heaven”). In this incident,
tenko refers to Emperor Konoe.

*! Fujiwara Yorinaga, Taiki 2, 168. The primary text does not specify whether the image (14) of tenkd is a painting
or sculpture.
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Emperor Konoe ¥ (1139-1155, r. 1141-1155, 76™) spoke through a miko (A% female spirit

medium)** that he had died of an eye-related illness because someone had pounded nails into the
eyes of his image.*® Upon investigation, it was determined that the image did have nails inserted
into its eyes exactly as the spirit of the emperor had described. Monks residing on Mt. Atago
reported that the vandalism had occurred five or six years prior to 1155.* Though enemies of
Yorinaga accused him of cursing Emerpor Konoe by vandalizing the image, there were doubts
about his guilt due to the time lapse between the heinous act and the emperor’s death. If the
vandalizing of the image had occurred five or six years prior, as the monks claimed, it is unlikely
that the monks would have left the nails intact for so many years. Despite discrepancies of time,
this episode still suggests that it was common to believe in the spiritual connection between an
image and the sitter; here, the image and the emperor. This incident, along with many of the
following ones, describes the portraits’ direct connection with the spirit of the deceased that then
links the deceased to the living.*

A record titled Goharetsu no oboe N2 5, compiled in 1608 by an anonymous
monk from Tonomine 4 temple, lists numerous “splinter” incidents.* Prior to a natural

disaster (e.g. earthquake) or a political conflict (e.g. betrayal, disloyalty, or wars), wooden

statues of Fujiwara no Kamatari & Jil 8 & (614-669), the founder of Fujiwara clan,

*2 For more information on miko, see Lori Meeks, “The Disappearing Medium: Reassessing the Place of Miko in the
Religious Landscape of Premodern Japan,” History of Religions, vol. 50, no. 3, New Studies in Medieval Japanese
Religions (February, 2011): 208-260.

* The diary did not state to whom the spirit of Emperor Konoe spoke.

“p ujiwara Yorinaga, Taiki 2, 168.

*> As Chapter two will explain, there are two types of portraits. The first one, a longevity portrait (juzo 7#14), is
created while the sitter is still alive, and the second one, a more common form, is a posthumous portrait (izo = 1%).
* Goharetsu no oboe HEZ4:2 5. in Shinto taikei 5 ¥iE K% Jinja hen 5 #t: Yamato no kuni }F0[E,
Compiled by Sakamoto Tard BAS AL et al. (Tokyo Seikydsha # Bi4L, 1987), 304-316.
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spontaneously splintered to predict the impending catastrophe.47 By using a record called
Haretsushii 1 Z4E, compiled by an anonymous author in the early 17" century,*® Kuroda
Satoshi 524, an art historian, found that the record contains entries on 38 incidents from 898-
1614.% Kuroda also counted 14 other incidents documented in historical records, such as Taiki
(12" century), Gyokuyo (12" century), Moromori ki FliSF3C. (14" century), and Sanetakakoki
(15™ century), where statues of Fujiwara no Kamatari (or his spirit residing in the statues) had

forewarning powers.

S6 Chogen kishomon (& BEJFEFE L from the Kamakura period reinforces the idea of
portraits having spiritual power. Chogen EJi (d.u.) told his disciples to house a wooden statue
of him at Amidaji temple.’® To chastise those individuals who went against his will, Chdgen
asked his disciples to leave the statue outside the temple and close the gates. He also told them to
stop practicing rituals, striking gongs, and offering flowers, incense and food. Perhaps Chogen
hoped that the lack of such rituals conducted in front of the portrait would free his spirit from the
portrait. Chdgen then promised that he would release illnesses and an “evil army (magun B ®H
).”°! Again, this episode may suggest that Chogen, by physically separating himself from the
portrait, gave himself the power to attack the enemies of the temple while still allowing the

portrait to serve as a guardian of the temple.

1t is interesting to note that Kamatari’s head and face, the focus of portraits, cracked more often than other parts of
his body.

* According to Kuroda Satoshi, Haretsushii was written at the beginning of the early modern period (kinsei ¥T i, c.
1568-1867).

* Kuroda Satoshi B2 W%, Chiisei shozé no bunkashi 1114 £ D XL (Tokyo: Perikansha ~< ¥ 7> A/%E, 2007),
185-186. For more information on “exploding” statue of Fuijwara Kamatari, see chapter five of Chiisei shoz6 no
bunkashi.

%01t is unclear whether the portrait of Chogen was a death portrait or not.

31 S6 Chogen kishomon (4 EIF AL 5 3L, Sué Amidaji monsho J& B FIYRFESF S, in Kamakura ibun $8 & 3L,
compiled by Takeuchi Rid 7TPNEE =, vol. 1 (Tokyo: Tokyodo HUA L, 1971), 174 (text # 292).
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In a story written in 1478, Nakahara Harutomi 5% & (d.u.) describes a visit from
abbot Seishii 2275 (d.u.) who told him a supernatural tale about two wooden portrait sculptures

at Sennyfiji. During the Onin War, Sennyiiji monks wanted to transport two portrait sculptures of
Emperors Gokdgon and Goen’yi from the temple to a safer place. However, Emperor Goen’yu
appeared in the dream of a caretaker of the sculptures and ordered him not to relocate the
portraits from Sennyiiji. Despite the dangers of the Onin War, the monks stored the portraits at
the temple. When a battle neared, the Sennyiiji monks removed only the heads of the sculptures
and took the heads to a more secure environment.’> Though they had to abandon the temple in
the end, the monks’ concerns for the portraits and the way they rescued them reflect their belief
that the portraits, like the emperors they represent, have the capability of guarding the monks and
their temple against danger.

As the above textual references to portrait sculptures at Sennyiiji exemplify, it was
believed that the spirit of the person represented in the portrait also resided in the portrait. This
became evident when Sennyfiji celebrated the opening of its Reimei Hall in 1669, the site where
imperial portraits and spirit tablets were housed. In accordance with Emperor Gomizunoo’s order,

the monk Tenkeisaido K =E 8 %% (d.u.) presided over the “Eye Opening Ceremony (kaigen kuyo
BARRMLEE)” of a newly constructed wooden portrait sculpture of Emperor Shijo.”> The monks

called to the spirit of the emperor and invited it to reside in the sculpture through this pupil-

painting ceremony, consecrating the portrait of the emperor.

32 Akamatsu Toshihide FR¥AE T, Sennyiji shi SRif < 5: Honbun hen A3 (Kyoto: Hozokan 757 A, 1984),
213.
> 1bid., 378.
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In 1713, the monks relocated this portrait of Emperor Shijo to a recently built temple
behind the Reimei Hall.”* Because the monks viewed the portrait as an embodiment of the
emperor, they could not simply move the sculpture to the Spirit Hall as if it were an ordinary

object. Instead, the Sennyiiji monks organized an elaborate ceremony (gosenza shiki fH3ZH =)

for this relocation. This ritual reflected the philosophy that transporting an imperial portrait from
one hall to the other was similar to a procession of the emperor himself. As these examples
suggest, pre-modern Japanese considered portrait sculptures not only as a formal representation,
but also as a source of spiritual power.

The topic of spiritual power that derives from the portrait’s main function of
commemorating the deceased sitter will be discussed in depth in the following chapter. The
majority of the above examples are stories based on superstitions, not records of historical facts,
and represent the common belief of the spiritual power of figural representations in pre-modern
Japanese society. Although it is true that the Japanese gave special emphasis to imperial portraits
due to the nature of the subject, they traditionally viewed all portraits as more than mere mirror
representations of an individual’s outward appearance. Therefore, these examples of the spiritual
power of portraits provide insight into the purpose and function of the imperial portraits

discussed in Chapters two to four.

1.3  STATE OF THE FIELD OF JAPANESE IMPERIAL PORTRAITURE
Scholars both in and outside of Japan have given little attention to the study of Japanese
portraits. The following reasons may explain the lack of attention given to this subject until

relatively recently. First, the scarcity of extant original examples of early portraiture has been a

3 1bid., 416.
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problem, making it difficult to find examples. The lack of original paintings by the traditional
masters of figure painting has especially discouraged further scholarship in this field. Because of
their interest in aesthetically pleasing “masterpieces,” scholars did not consider the quality of the
extant portraits worthy of their time and effort. Secondly, the Japanese, like the Chinese, view
landscape paintings as a worthy scholarly genre due to their deep, philosophical interpretive
value. As a result, Japanese scholars traditionally look down upon figure paintings. Later
Japanese artists and connoisseurs, therefore, generally place figure and portrait paintings on a
lower artistic level than landscapes. This historical disinterest in portraiture in Japan set the
course of scholarship today. Such disinterest leads to the third reason why Japanese portraits
have been neglected: a deficit of textual documentation, including both primary and secondary
sources, has discouraged many scholars from further exploring this topic. Japanese classical
literature rarely mentions portrait painting. Fourth, in the West, scholars might have given little
attention to Japanese portrait painting because these images lack “realistic” depiction. By
applying such Western art criteria as volume and perspective to judge Japanese figure paintings,
Western art historians might have dismissed Japanese figure paintings as not worthy of study.
Within the genre of Japanese portraiture, the study of the subcategory of imperial
portraits lacks research and publication. First, since imperial family members and close retainers
commissioned portraits to commemorate the late emperors and privately used the portraits during
imperial commemorative ceremonies before the Meiji period, scholars might have not known
about the existence of these portraits until the second half of the 20" century. Second, Japanese
scholars viewed their emperors as divine until the end of World War II and did not consider
imperial portraits an appropriate academic subject until recently. Scholars needed time to adjust

to the concept of emperors as acceptable research subjects. Therefore, most publications on
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imperial portraiture did not appear until the late 20™ century. As a result, not many scholarly
publications on imperial portraits exist. Most publications are primarily biographical studies of
the emperors that gloss over any examination of the portraits in their socio-political context; they
rarely consider the cultural and religious significance of the pictures.

The third reason why the study of pre-modern imperial portraits has been neglected is
because past scholars, both in Japan and the West, who studied the Kamakura through the Edo

periods, have focused on the imperial court loss of power due to the rise of the bakufu %=/, the

warrior governments. For example, when the retired Emperor Gotoba and the active Emperor
Godaigo attempted but failed to overthrow the bakufu in 1221 and 1333, respectively, the bakufu
exiled these emperors. Furthermore, the severe poverty of the imperial court slowly but
inevitably caused the ruination of the imperial palace. Therefore, until recently, many scholars
dismissed or minimized the emperors’ role in shaping medieval and pre-modern Japanese history
and did not study pre-modern imperial portraits.” This attitude may explain, in part, the
emphasis placed on warrior portraits and the lack of interest in the study of imperial portraits

from the Kamakura to the Edo periods.’® Through the careful examination of historical

> Scholars, such as Herman Ooms, exemplify this attitude. Ooms, who focuses on the Tokugawa government’s
quest for a new, sole center of authority, argues that the Tokugawa leadership skillfully used the emperor to
eventually “rob” him of his prestige and authority. Herman Ooms, Tokugawa Ideology: Early Constructs, 1570-
1680 (Ann Arbor, MI: Center for Japanese Studies, University of Michigan, 1998).

%% A case study of a hanging scroll portrait of a warrior in the collection of the Moriya family exemplifies the
emphasis placed by scholars on warrior portraiture. Akamatsu Toshihide (a historian), Fujimoto Masayuki (a
historian), Hagino Minahiko (a historian), Kuroda Hideo (a historian) Kuroita Katsumi (a historian), Shimosaka
Mamoru (a literature and history professor), and Tani Shinichi (art historian) all discussed the true identity of the
warrior. Akamatsu, Toshihide 7RI 75, “Moriyakebon den Ashikaga Takauji zo ni tsuite 5T 5 AR & FI| 24 K4
(ZD\UNT,” Nihon rekishi H AJEH 250 (1969): 66-67; Fujimoto Masayuki A< 1IE4T, “Moriyake-bon busd kiba
mushazd sairon TR F AR IS B R E G 5, Shigaku $15 53-4 (1984): 25-39; Fujimoto Masayuki JEA 1T,
“Moriyake shozd buso kiba mushazd no ichikosatsu 5 & 52l ek ;AL 5 8 O — 5 %2, Kacchii bugu kenkyii H
i BAFZE 32 (1974); Hagino Minahiko #k#f =t 2, “Moriyake-bon den Ashikaga Takaujizo no kenkyi 5FJ=5
AR R FE AR DIFSE,” Kokka FEHE vols. 906 and 907 (Sept. and Oct., 1967): 7-23 and 7-13; Kuroda Hideo £ [
H 55, “Kibamushazd no zoshu 5y 5 514 018 3= shozo to ‘Taiheiki’ H 4 & AYEED, ” in Kuroda Hideo B
H 55, Shozoga o yomu 1418 % #tte (Tokyo: Kadokawa Shoten #4115, 1998) 23-52.
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documents, diaries, and letters, however, recent scholarship5 " reveals that the court, despite its
decreased influence, remained a symbol of political authority. As recent scholarship proves, the
institution established by the court has such deep roots that the warrior governments had no
choice but to seek sanction from the emperor to legitimize their rule.

Finally, limited accessibility to original imperial portraits and related documents has also
discouraged scholars from exploring this field. Most of the primary documents are currently
housed either in the Imperial Household Agency or at temples, both of which are reluctant to
exhibit their holdings to scholars. Because the general public can now apply for permission to
use such archives as the Kunaichd Shoryobu (Imperial Household Agency Library) and because
some temples have established galleries to openly exhibit these portraits to the public, the time is

ripe to research imperial portraiture.

Kuroita Katsumi SE45 55, “Ashikaga Takauji no gazo nitsuite /&5 28 O 2O\ T,” Shigaku zasshi S
MERE (1920): 31-1; Shimosaka Mamoru F#{5F, “Moriyake-bon kibamushazo nitsuite 5T = AE B #E4 D%
FIZOWTC,” Gakusé F# 4 (1982); Tani Shin’ichi 445 —, “Shutsujin ei no kenkyd Hi 5 DAFFE: Jizoin bon
wa Ashikaga Yoshihisa zo naru koto & F|38/Af4 72 % Z &,” (Research on mounted-warrior portraits: That the
Jizoin painting is a portrait of Ashikaga Yoshihisa), Bijutsu kenkyi SE4fi#F4E 67 (July 1937): 269-79; and 68
(August, 1937): 352-61.

>7 For example, Cameron Hurst argues that the warriors from the Kamakura period needed to act on behalf of
someone with the proper pedigree. Elizabeth Berry suggests that Hideyoshi, like Yoritomo and all later shoguns,
strengthened the base of his legitimacy with an imperial endorsement due to his skepticism of his vassals and their
questionable alliances with him. Bob Wakabayashi explains that Japanese society perceives imperial court ranks and
titles as reflections of the hierarchy of intra- and inter-class status recognized throughout Japan. He adds that the
Japanese base their perceptions of honor and self-esteem on their given titles and their royal pedigrees. After
examining the Kuge shohatto, shogunal edicts designed to regulate the behavior of the court, Lee Butler concludes
that the bakufu is not a destroyer of the court tradition but a supporter of it. Cameron G. Hurst, “The Kobu Polity:
Court-Bakufu Relations in Kamakura Japan,” in Jeffrey P. Mass, Court and Bakufu in Japan: Essays in Kamakura
History (Stanford University Press, 1982), 1-28; Mary Elizabeth Berry, Hideyoshi (Cambridge, MA: Harvard
University Press, 1982); Bob Tadashi Wakabayashi, “In Name Only: Imperial Sovereignty in Early Modern Japan,”
Journal of Japanese Studies 17.1 (1991): 25-57; Lee Butler, Emperor and Aristocracy in Japan 1467-1680:
Resilience and Renewal (Cambridge, MA and London: Harvard University Asia Center, 2002); Lee Butler,
“Tokugawa leyasu’s Regulations for the Court: A Reappraisal,” Harvard Journal of Asiatic Studie, 54:2 (December,
1994): 509-551.
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1.3.1 State of the Field of Japanese Imperial Portraiture: Previous Publications on Pre-
modern Imperial Portraits

Although the scholarship is sparse, some scholars have researched pre-modern Japanese imperial
portraiture and published their findings. For example, Akamatsu Toshihide raised the
aforementioned concept of habakari (cursing rituals) to explain the scarcity of imperial portraits
before the 13" century in Japan. Allegedly, courtiers first detested commissioning portraits
because they feared malicious users would exploit and/or vandalize them. Even though
Akamatsu’s idea seems too simplistic, his theory still holds some prominence in the field as a
way to explain the paucity of imperial portraits from the Heian period (794-1185). Other recent
scholars often mention Akamatsu’s theory, but they have not convincingly challenged it, perhaps
due to a lack of evidence. Although no publications give alternative explanations, Japanese

scholars, such as Fujiwara Shigeo #% /)5 T /# and Yonekura Michio Kk £ 3 J¢, consider

Akamatsu’s theory outdated. Some scholars, including Fujiwara and Yonekura, speculate that
more portraits must have been created in the Heian period but the lack of information makes it
difficult to prove such speculations. The lack of research conducted on portraits from the Heian
period is most likely to blame for the influence Akamatsu’s theory has had, and I advocate for a
much needed reexamination of this subject.

Kuroda Hideo HH H %, a Japanese historian, published several short articles on

imperial portraits.”® He then compiled some of these articles and wrote a book titled O no shintai

%% Kuroda also wrote an article on Emperor Godaigo 14 B&fi#] (1288-1339, r. 1318-1339, 96™). Kuroda discusses on
how the artists used symbolism to represent the emperor as a deity in a 14™ century portrait. This Daitokuji portrait
characterizes the emperor as the Son of Heaven, Shinto deity, and Shotoku Taishi (574-622). To symbolize his
imperial authority, Emperor Godaigo wears an imperial robe and sits beside a sword of Izumo Shrine. The emperor
also appears as a Shinto deity guarded by Komainu, a pair of shrine guardian dogs. Since Shotoku Taishi belief was
popular in the 14" century, Kuroda suggests that the artist depicted Emperor Godaigo as a reincarnation of Shotoku
Taishi. Kuroda Hideo 5[ H {55, “Go-Daigo tennd to Shotoku Taishi £ BREH K & & BAfE K 1-,” Rekishi o
yominaosu Ji& 5 % 5t A E. 9~ 3 (Tokyo: Asahi Shinbunsha & H #r Rl 1994).
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o no shozo EDOEHRTED H4. In the imperial portrait chapter, Kuroda visually analyzes the
portrait of Emperor Godaigo, which Amino Yoshihiko #8%F % introduced™ and introduces a

group of imperial portraits from the Edo period, which is the focus of my second chapter.®® Like
other historians, he discusses the biographies of the emperors. However, unlike other historians,
Kuroda tries to obtain more information from a visual analysis of these portraits.

Because a lack of information makes it difficult to research portraits from the Heian
period (9™ -10™ centuries), Fujiwara Shigeo investigates portrait paintings, which were
retroactively painted several centuries later, of emperors from this time. Although retroactive
depictions of historical emperors are not reliable records of the period, scholars can collect other
information, such as the reason for the retrospective creation of these portraits.®' In addition, by

exploring the provenance of a portrait of Emperor Saga l£If (786-842; r. 809-823, 52“d) created

in the 14™ century, Fujiwara investigates how these imperial portraits were treated in the 20"
century.”® Because Fujiwara’s essay is a short chapter in a book on Japanese portraits, Fujiwara
could not elaborate on his thesis. However, his publication is important because he reminded
other scholars to expand their research beyond the time period in which the sitter was active.

Murashige Yasushi #/E% (1998) and Miyajima Shin’ichi = &5#7— (1994 and 2010)

turn to the textual records to learn more about imperial images. In his overview of imperial

%% Kuroda was inspired and influenced by Amino Yoshihiko’s 1986 book. Amino Yoshihiko 8% = 2, Igyé no
oken &I D T4 (Tokyo: Heibonsha ¥ FLAL, 1986).

8 Kuroda Hideo B2 H H 4 5, O no shintai 6 no shozo T.DH KT D ¥ (Tokyo: Heibonsha - FLit, 1993): 248-
275. Kuroda also investigates a scroll painting titled Tennd sekkan miei K 212 BfH| . However, he mainly
discusses the identification of nine monks in the scroll and the date of creation of the scroll.

8! Fujiwara Shigeo /i B /4, “Heian shoki tenndzo no shozoshi 224K E.44 0 1 1436, in Kuroda Hideo 5
M H 5, Shozoga o yomu V118 % 5t ie (Tokyo: Kadokawa Shoten £4)113E/E, 1998), 141-174.

62 A German person purchased a portrait of Emperor Saga in 1906. The German government gave the portrait back
to Emperor Showa IFF1 (1901-1989, r. 1926-1989, 124th) as a gift in 1935. See Tokyo Asahi shinbun B H $
(morning edition) on 1935 (Showa REFi 10) 8.16. How this person originally purchased the painting is unclear.

Page 26 of 282



portraiture in Nikhon no bijutsu H A<D ZEFiF, Murashige effectively uses extant textual records.®
For example, he introduces Masukagami %%, a 20-volume imperial history written by Nijo
Yoshimoto — 45 B & (1320-1388) and compiled in the mid-14th century. An entry in
Masukagami states that Fujiwara Nobuzane f#J5155E (1177?-c. 1266) portrayed Emperor

Gotoba before the emperor retired and became a monk.* This textual document identifies the
artist and the provenance of the portrait contextualizing Japanese portrait practice. Similar to
Murashige, Miyajima has also compiled primary documents related to Japanese portrait practice.
Specifically, in his first book, Miyajima chooses to focus on portraits of Emperors Goshirakawa

% H{A (r. 1155-1158) and Gotoba because relatively more information on their portraits is

available. In his second book, he also applies visual analysis and includes a section on the
portrait of Emperor Godaigo.”® Miyajima even identifies the building where Emperor Godaigo
sits within the Imperial Palace in Kyoto.®® Miyajima’s two books on Japanese portraiture not
only have sections on imperial portraits but also contain chapters on broader topics such as
portraits of monks, poets, shoguns, warriors, and women. Since extant records on portraits are
limited, Murashige and Miyajima share many of the same resources, such as Masukagami
introduced above. Both Murashige and Miyajima have successfully illustrated that careful
examination of historical records can supplement the lack of original imperial portraits and

enrich this field of study.

6 Murashige Yasushi ¥f 5%, Nihon no bijutsu H AR DELRF 387: Tenné kuge no shozo K 2N D 14, published
by Kokuritsu Hakubutsukan [E 37 B #74E, (Tokyo: Shibundo 2= 3%, 1998).

% This portrait was later given to Gotoba’s mother.

5 Daitokuji K%< in Kyoto owns this 13™-century portrait of Emperor Godaigo. In this portrait, the emperor faces
a courtier, Madenokdji Nobufusa /7 BL/NEE B 5 (1258-1348).

% Miyajima Shinichi & & ¥ —, Shozoga no shisen 14 4 O FLHR: Minamoto Yoritomo zo6 kara Ukiyo-e made J
FERAE 2> 5 4 & C (Tokyo: Yoshikawa Kobunkan i )11543CEE, 1996, 2010), 21-26.
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Komatsu Shigemi, another historian, analyzes the group images of 21 emperors in the

Tenshi sekkan miei K T-1ER#%, a set of three handscrolls created in the late 14™ century.

While two scrolls cover portraits of sekkan 28 regents and daijin K. ministers from the
Heian (794-1885) to the Kamakura (1185-1333) periods, the third scroll covers the reigns from

Emperors Toba &Y (1103-1156, r. 1107-1123, 74th) to Godaigo. Aligned together in order of

succession (expect for Gokdgon), this handscroll cinfirms a continuity of the imperial line. The
Tenshi sekkan miei scroll is depicted in the style of mise-e, which literally means “likeness
picture.” With nise-e portraits, artists from the Kamakura period portrayed their sitters by
capturing the essence and personality of each individual. Due to this style, scholars are uncertain
whether to categorize this handscroll as a collection of imperial portraits. The study of the Tenshi
sekkan miei scroll and the definition of nise-e are still in early stages but, thus far, no one has yet
successfully explained what triggered this change of style or analyzed the influence of this
stylistic change on Japanese imperial portraiture.®’

Andrew Goble emerges as the only scholar with any publications on pre-modern imperial
portraiture in English. Influenced by research done by Kuroda Hideo, Goble expands Kuroda’s
iconographic examination by giving attention to historical background in order to contextualize
the portraits of Emperor Godaigo. Goble then suggests that Ashikaga Takauji, a warrior ruler
who rebelled against the emperor, became interested in pacifying the spirit of the emperor by
commissioning commemorative imperial portraits.®® Even though the iconographic analysis by

Kuroda and contextualization by Goble have contributed to the study of these portraits of

57 Scholars such as Miyajima Shinichi ‘& /&7 — have published overview of Japanese portraits. I have limited my list
here in order to focus on pre-modern imperial portraiture. Miyajima Shinichi & &$87—, Shozoga H & (Tokyo:
Yoshikawa Kobunkan 7 1|54 3CAE, 1994). See the bibliography at the end.

58 Andrew Goble, “Visions of an Emperor,” in Mass, Jeffrey P. The Origins of Japan's Medieval World: Courtiers,
Clerics, Warriors, and Peasants in the Fourteenth Century (Stanford, CA: Stanford University Press, 1997), 113-
137.
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Godaigo, they do not address how and where these portraits were displayed and who had access
to them, information crucial for understanding the usage of imperial portraits.

Although these scholars published documents on non-imperial portraits, publications by
Quitman Eugene Phillips (2000), James Dobbins (2001), Gregory Levine (2001), and Karen
Gerhart (2009) introduce the Japanese portrait practice during the medieval period to English
readers. Phillips, who specifically researched portraits of the late 15™ century, focuses on the
process of making portraiture. By examining the production of images, both of the living and of
the recently deceased, he investigates the social aspects, such as patronage, of portraits of secular

elites. For example, Phillips refers to the diary written by Kisen Shiisho & R EFE (d. 1493), the
Zen chief monk of the Inryoken F&75#F cloister at Shokokuji #H[E<F, on auditioning various

painters for his portrait commission. Phillips argues that “portrait commissions in an institution
did not always automatically go to a painter-in-service or to an attached atelier.”®® Furthermore,

influenced by Tani Shin’ichi & —, Philips introduces kamigata #%}%, a sketch or study of a

sitter done prior to making a portrait.”’ He explains that the Japanese attitude toward portraiture
emphasized integrating the marks of individual identities with the attributes appropriate to their
social identities, not turning them into representations of inner selves.’' Philips concludes that a
physical likeness was not the first priority in pre-modern Japanese portraiture.

Expanding the influential research on Chinese portraits of Chan (J: Zen) monk paintings
by T. Griffith Foulk, Robert H. Sharf, and Elizabeth Horton Sharf,72 James Dobbins, a scholar of

religion, examines the use of Japanese monk portraits. In his investigation of a portrait of

% Phillips, The Practices of Painting in Japan, 149.

7 Tani Shin’ichi 435 —, “Toyo Taiko gazoron & A i 43, Bijutsu kenkyi SEHTHFIE, vol. 92 (1939), 286.
"' Phillips, The Practices of Painting in Japan, 164.

2 T. Griffith Foulk and Robert H. Sharf, 149-219. and Elizabeth Horton Sharf, “Chinzd and Obaku Portraiture,”
Contacts Between Cultures. Eastern Asia: Literature and Humanities, edited by Bernard Hung-Kay Luk, vol. 3
(Lewiston, N.Y.: Edwin Mellen Press), 1992:621 and 422-427.
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Shinran # (1173-1263), the founder of Jodo Shinsh, Dobbins explains that since the 13®

century, Shin Buddhism in Japan was centered on images of Amida Buddha as well as portraits
of Shinran.” By studying religious texts, Dobbins analyzes the way such portraits functioned as
pictorial displays of the patriarchal lineage, as sacred embodiments of exalted persons, and as
substitutes for the deceased in commemorative rituals.”

Gregory Levine, an art historian, explains how the mid-17" century statue of a Zen monk

transformed into the statue of the founder of the Korin’in B[ Temple in Kyoto.” This might

imply that the main focus of the statue of the founder lay in creating lineage and tradition, not in
establishing verisimilitude, authentic identity, or an effigy of the sitter. It might also suggest that
the alteration of the monk’s identity to determine temple history was more important than the
attainment of the likeness of the temple founder.

By treating the portraits of the noble family of Nakahara Moromori HJ5LAfi~F (act. 14 C)

as “material culture,” not as art, Gerhart explains portraits as instruments of mortuary rituals.”®
She analyzes the commemorative usage of the images by placing these 14" century portraits of
the Nakahara family in their original Buddhist ritualistic context. Furthermore, by referring to the

funerary procession scene from Nichiren Shonin chiigasan H 52 N\GEH[FE painted in the late

15™ to early 16™ century, Gerhart argues that a painted scroll carried by one monk in the

73 James C. Dobbins, “Portraits of Shinran in Medieval Pure Land Buddhism,” in Elizabeth Horton Sharf and Robert
H. Sharf, Living Images: Japanese Buddhist Icons in Context (Stanford, CA: Stanford University Press, 2001): 19-
48.

™ Akamatsu Toshihide also focuses on a portrait of Shinran, known as the “Kagami” portrait at Nishi Honganji.
Judging from the 12 horizontal crease lines running across the painting, Akamatsu suggests that this portrait was
once folded before it was later mounted as a hanging scroll. He proposed that this compactly folded painting may
have been placed inside a wooden sculpture of Shinran for veneration purpose. Akamatsu Toshihide ZRIA R T,
“Shinran z0 nituite i E5 (2 D\NT,” Bukkyo bijutsu 23 {LZEGT: Shozo bijutsu tokushi ¥ 14 I R4 (Tokyo:
RS R, 1954), 60-62.

> Gregory P.A. Levine, “Switching Sites and Identities: The Founder’s Statue at the Buddhist Temple Korin’in,”
The Art Bulletin, vol. 83, no. 1 (March, 2001): 72-104. Also see Gregory P.A. Levine, Daitokuji: The Visual
Cultures of a Zen Monastery (Seattle: University of Washington Press, 2005).

76 Gerhart, The Material Culture of Death.
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procession is a portrait of the deceased. The presence of this portrait explains how portraits were
used in funeral rites as well as at the memorial services by this time. Because pre-modern
portraits were objects of mortuary rituals, they were privately used and were not meant to be
publicly displayed. Gerhart’s discussion on the distinction between art and material culture,
analysis of the mortuary functions of portraits of lay persons, and descriptions of imperial
funerals (e.g. Emperor Goichijo) is helpful when analyzing pre-modern imperial mortuary
portraits. Although research done by Phillips, Dobbins, Levine, and Gerhart do not focus
specifically on imperial portraits, their research does enrich the analysis of various aspects of

pre-modern imperial portraiture.

1.3.2 State of the Field of Japanese Imperial Portraiture: Previous Publications on
Modern Imperial Portraits

Although publications on imperial portraits are limited, many of those that do exist focus on
portraits of Emperor Meiji. Those scholars listed below have both inspired and aided me in my
research of portraits of Emperor Meiji.

Sasaki Suguru f& 4 K%z, a historian who researches the imperial processions of Emperor

Meiji, explains that the shift in political circumstance is reflected in the eventual change in the
artistic representation of the emperor in woodblock prints.”’ After visually analyzing some
woodblock prints on imperial processions, Taki Koji ZA{% . has written the most important

publication on goshin’ei fHI 5.5 (1888, Meiji 21), where he discusses the political and religious

aspects of the “official” portrait of Emperor Meiji. The artist of goshin’ei depicted Emperor

Meiji as a political and military authority and Taki suggests that the Meiji government

77 Sasaki Suguru & % A7z, “Tenndzo no keiseikatei K 244 DI KIEFR,” in Kokumin bunka no keisei [E| B SXAL D
JE K, edited by Asukai Masamichi /¢ ,5 H-H18, (Tokyo: Chikuma Shobo HLEEE [, 1984).
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effectively used the portrait as a means of propaganda to elevate the emperor to the status of a
divinity.”®

Iwamoto Tsutomu %5 ZA<%%, a historian who analyzes the psychological effects of the
official portrait of Emperor Meiji on the Japanese, focuses on several case studies of goshin ei-
related deaths. His findings suggest that the Japanese considered the portrait as the emperor
himself. Iwamoto investigates how the Japanese people eventually treated the portrait of the
emperor as a holy object in itself — an icon infused with a meaning that went beyond the simple
appearance of the emperor.”

In addition to historians, scholars of education have touched upon this topic of portraits

of Emperor Meiji in relation to the Kydiku ni kansuru chokugo #H = B4 A /L #3E, better

known as Kyoiku chokugo, the Imperial Rescript of Education, this document structured the new
national educational system and defined the Japanese national moral codes. (Chapter four will
analyze in depth the relationship between this document and imperial portraits). Scholars, such

as Kobayashi Teruyuki /NS T, Ono Masaaki /NEFHEE, and Sato Hideo 1275 <, approach

this topic from the field of education.®
Furthermore, two museums held exhibitions on imperial images, one in 1998 and the
second in 2001, resulting in two catalogues. First, an exhibition catalogue was published along

with the exhibition, “Portrait of Emperor Meiji,” held by the Meiji Jingii Homotsuden BHJE =

8 Taki Koji 26K ., Tenno no shozo K5 D E 14 (Tokyo: Iwanami Shoten &% Z 5, 1988 and 2002).

" Iwamoto Tsutomu 5 A%%, Goshin ei ni junjita kyoshitachi THHEE | (25 U7=Zfili7= 5 (Tokyo: Otsuki
Shoten K H F/E, 1989)

%0 Kobayashi Teruyuki /NE#ES T, “Naganokenka shogakkd e no goshin’ei no kafu to sono fukya I-111 £ 2 I 54
PR~D HER ] O T E 20 & (1-110),” Shinshii Daigaku kysikugakubu kiye 15N K F 208 il fl 2,
vols. 68, 69, and 70 (February, March, and July, 1990); Ono Masaaki /N HEE, <1930 nendai no goshin’ei kanri
genkakuka to gakko gishiki 1 9 3 O FAROMEEE Bt & 75 Tennd Shinko no kydsei to gakkd
kyodiku K A5 O5EH] & FALHE,” Kyoikugaku kenkyi 08 5L, 74(4) (December, 2007); Satd Hideo 14/
75 %, “Wagakuni shogakkd ni okeru shukujitsu taisaibi gishiki no keisei katei 2223 [E/NFEIRIZ I 1T AL H KERH
RO TEROHTR,” Kyoikugaku kenkyii 208 FHF4E, vol. 30, no. 3 (September, 1963): 542-553.
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¥ (Meiji Shrine Treasure Hall).*' The Meiji Shrine held this exhibition in 1998 because the

year marked the 130™ anniversary of the Charter Oath.® This catalogue includes detailed
captions and an informative essay on the historical background of images of imperial family
members. However, readers should keep in mind that the Meiji Shrine, which was established in
1920 to deify Emperor Meiji and glorify his achievements, published the catalogue. As such, the
catalogue may contain opinions that are nationalistic and favor the emperor system.

The second catalogue was published for the exhibition titled “Oke no shozo £ D H 4
Meijikoshitsu arubamu no hajimari BIJG B = 7 /LN A DA E U (Portraits of Royal Family:
The Beginning of Meiji Imperial Family Album)” held at Yokohama Kenritsu Rekishi
Hakubutsukan #1431 WL 37 st )8 (Yokohama Prefectural Museum of History) in 2001.%
In the catalogue, Yokota Yoichi £ FH{¥—, the museum curator, wrote a comprehensive essay on

images of Emperor Meiji. In addition to discussing the development of goshin ’ei, this catalogue
contains information about the imperial family portraits and the lithographic images of these
portraits. These prints of Emperor Meiji surrounded by his wife and children represent the
emperor as the head of his family and as the unifying leader of his nation. Thus far, this is the
most important museum exhibition (and catalogue) on imperial images.

Wakakuwa Midori #Zg/ & V| an art historian influenced by Taki, is the only scholar

who has analyzed the portraits of the wife of Emperor Meiji, Empress Consort Haruko 3%-

81 Meiji Jingt BIAHR'E, Meiji Tennd no Goshozo WTH R 2 D114 4 (Tokyo: Meiji Jinga BITA1HE, 1998).

%2 Through this “Imperial Oath of Five Articles,” Emperor Meiji pleged allegience to kami (the Japanese gods) and
stated to the nation his basic policy.

%3 Kanagawa Kenritsu Rekishi Hakubutsukan #1431 N7 B S 8. Oke no shozo 152D M 14 Meiji koshitsu
arubamu no hajimari WEEZE 7 LN 5D E Y . Yokohama: Kanagawa Kenritsu Rekishi Hakubutsukan #1731
VRS S A, 2001
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(1849-1914). * As reflected by the above exhibition catalogues and the publication by
Wakakuwa, scholars are expanding their research on imperial portraits beyond goshin’ei by
including images of imperial women and children.

Although research on modern imperial portraiture in English is still scarce, documents
written in English do appear in publication. One of the most influential of these English writings
comes from Takashi Fujitani, a historian who was inspired by the aforementioned research by
Taki. Fujitani concentrated on dual images of the portraits of Emperor Meiji.* Fujitani takes
Taki’s study further by analyzing the portraits from a gender perspective—how the perception of
the emperor shifted from a feminine to a more masculine appearance. He mainly focuses on the
1888 portrait of Emperor Meiji but does not cover his other earlier official portraits.

Second, Mikiko Hirayama, an art historian, examines the portraits of Emperor Meiji and
discusses the various aspects of the development of the portraits.*® In her article, Hirayama
summarizes what has been researched in Japan. Unfortunately, the page restrictions of the
magazine limited Hirayama’s ability to elaborate on her thesis.

Third, Donald Keene, a Japanologist who has many publications on Emperor Meiji,
included a section on portraits of Emperor Meiji in a book titled Births and Rebirths in Japanese
Art*” Keene explores how the emperor was a reluctant sitter for his portraits. However, in his
chapter, Keene mainly focuses on the biography of Emperor Meiji and his personality and tastes

1n art.

% Wakakuwa Midori #7557 £ 0 | K6go no shozé B i D 14 (Tokyo: Chikuma Shobd HiEEEF, 2001).

% Takashi Fujitani, Splendid Monarchy: Power and Pageantry in Modern Japan (Berkeley: University of California
Press, 1996).

% Hirayama, Mikiko, “The Emperor’s New Clothes: Japanese Visuality and Imperial Portrait Photography,” History
of Photography, vol. 33, no. 2 (May 2009): 165-184.

¥’ Donald Keene, “The First Emperor of Modern Japan,” in Births and Rebirths in Japanese Art, edited by John T.
Carpenter and Mark Poysden, (Leiden: Hotei Publishing, 2001), 141-161. See “Portraits of Meiji” section from pp.
145-153. Since March 2012, after acquiring his Japanese citizenship, the author has officially changed his name to
Kiin Donarudo (JRZ%REFH).
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In summary, both Japanese and Western art historians have devoted few studies to this
subject of imperial portraiture, especially the portraits from the pre-modern periods. Until
recently, past studies have primarily dealt with biographical identifications of the imperial sitters
and concentrated on the political status of the sitters. Because the previous studies were mostly
done by scholars outside the discipline of art history, they have not adequately adopted art
historical approaches of visual analysis. These studies have also not addressed issues such as 1)
the method and reason for creating portraits of Japanese emperors; 2) the intended audience of
the portraits; and 3) the manner in which images were either displayed or hidden from view. The
following chapters will not only reinforce research done by previous scholars, but it will expand

that research by addressing such topics as the portraits’ location, usage, patronage, and purpose.

1.4  ORIGINAL CONRIBUTION TO THE FIELD
Not only have scholars overlooked the subject of Japanese imperial portraits (reasons presented
and discussed in the State of the Field section), but they have also tended to emphasize the
historical and biographical studies of the emperors without focusing on the function of imperial
portraiture. In my dissertation, I will expand the association between imperial portraits and the
portraits’ religious and political usages in Japan during the 18™ and 19™ centuries. Specifically,
my investigation includes the mortuary aspect of imperial portraits, which has not received
significant attention. By focusing on the function of these imperial portraits, my research will
enrich the field of Japanese art history and other fields of Japanese studies. It provides a different
perspective on how to view and interpret imperial portraiture and gives new insights into religious
and political practices surrounding imperial portraits during the Edo and Meiji periods. Portraits

convey nuanced ideas of the self, social structure, and history and offer visual clues about the

Page 35 of 282



subject that are as informative as textual records. In addition, portraits often reflect socio-political
ideals. Understanding the context of a portrait’s creation can convey information on the historical
circumstances surrounding the sitter. Because artists frequently create idealistic representations of
their subjects, the choices they make to achieve this ideal resemblance often reflect cultural
values. Therefore, images can convey a sub-text of what the society considers important and
worthy. My research, which gives more understanding of the social ideals reflected in portraits,
leads to a better grasp of the shifting Japanese history during the Edo and Meiji periods.

The current paucity of scholarly publications in English makes my findings on Japanese
imperial portraiture especially important. In summary, my unique contribution to the field is to
examine the images of Japanese emperors from the perspective of an art historian who
contextualizes these portraits and highlights the political and religious usages of portraits of the

J apanese empcerors.

1.5 METHODOLOGY

For my methodology, I use primary documents, including official documents, diaries, letters, and
newspaper and magazine articles that are located in libraries, archives, and temples. To conduct
in-depth research on my topic, I have read primary sources in Japanese, Chinese, and English
(for the Meiji period), and also referred to secondary sources written by experts of Japanese art
history, as well as scholars of anthropology, education, history, literature, religious studies, and
sociology.

In addition to focusing primarily on written records, I treat visual images — paintings,
prints, and photographs — as historical evidence in a manner similar to such scholars as Amino

Yoshihiko and Kuroda Hideo. To gain an in-depth understanding of Japanese imperial

Page 36 of 282



portraiture, I place art objects in their proper historical context and then question why the art
objects look the way they do. As anthropologist Edward Bruner has noted, social scientists “have
long given too much weight to verbalizations at the expense of visualizations, to language at the

expense of images.”™

The following chapters will demonstrate the effectiveness of collecting
historical information by referring to visual images as evidence. Like written documents,
paintings have shortcomings as reliable historical sources because their production could be self-
serving and/or politically motivated. However, despite their limitations, visual representations
might still contribute to a better understanding of the past. Thus, in order to gain more insight
into history, I will use visual materials as well as textual analysis.

To better contextualize art objects, I look more widely into interdisciplinary and
multidisciplinary sources in the humanities and include studies by scholars from other fields,
because publications outside my discipline can strengthen both my research and argument. Such
interdisciplinary methods suit my research approach because my dissertation will incorporate
relatively broad thematic issues, such as the visual and social identities of the emperors in terms
of social, political, and ritual circumstances.

Because employing Western methods to analyze Asian art presents a constant challenge,
in the following chapters, I only apply Western methodologies when deemed applicable. For
example, as applied in Chapters three and four, the Western theories of Walter Benjamin (1892-

1940) (Mechanical Reproduction, 1935) and Erwin Panofsky (1892-1968) (Iconography and

Iconology, 1955) will play a role in the methods I adopt in approaching my research.® I believe

% Edward Bruner, “Introduction,” in The Anthropology of Experience, edited by Edward Bruner and Victor W.
Turner, (Urbana: University of Illinois Press, 1986), 5.

% Walter Benjamin, The Work of Art in the Age of Mechanical Reproduction, originally published: Zeitschrift fiir
Sozialforschung, 1935. Internet resource: www.jahsonic.com/WAAMR .html

Erwin Panofsky, “Iconography and Iconology: An Introduction to the Study of Renaissance Art,” Meaning in the
Visual Art: Papers In and On Art History (Garden City, N.Y., Doubleday, 1955), 28-30.
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that a cautious use of these theories will shed new light on my topic, enabling me to reexamine
imperial portraiture from a fresh perspective.

In summary, to investigate Japanese imperial portraiture and to gauge the role of
portraiture in Japanese society, I will use interdisciplinary (multidisciplinary) approaches,
analyses of art objects, and examinations of primary and secondary sources in Japanese and
English. By combining methodologies of formal analysis and historic research, my investigation
will not only enrich the field of art history, but will also have relevance to such related fields as

anthropology, religious studies, and sociology.

1.6 OUTLINE OF CHAPTERS: CHAPTERS TWO - FIVE
1.6.1 Chapter Two: Commemorative Portraits of Japanese Emperors at Sennyuji
Temple: Their Ritual and Political Functions in the Edo Period (1603-1868)
In Chapter two, I will discuss the religious and political usages of a set of memorial portraits of

emperors created during the Edo period (1603-1867). Sennyiiji JRifi<F, established in the mid-

ninth century and located in Kyoto, serves as a family memorial temple for the imperial family
and houses 29 imperial portraits. The first section of Chapter two explores how Sennytji became
an imperial memorial temple, while the second part of this chapter focuses on the religious and
political purpose of these imperial portraits. I discuss the traditions of tsuizen (conducting
memorial rituals for the deceased) and gyakushu (an act performed to increase one’s own chance
of elevated reincarnation) to demonstrate how the court nobles, both donors and deceased,
benefited from this mortuary portrait practice.

In the third section, I contend that another purpose of this portrait collection is to confirm

the authority of both the court and the temple through a pictorial genealogy of the imperial
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family. Thus, the absence of two portraits of empresses from the temple’s collection becomes
significant. Despite conducting the funerals for Empresses Meishd (r. 1629-1643) and
Gosakuramachi (r. 1762-1770),”° Sennyiiji does not have portraits of these empresses. I attribute
this omission to 1) the empresses lacking heirs or supporters to commission a portrait for them,
and 2) the Edo government questioning the acceptance of these empresses for inclusion in the
pictorial lineage tree.

This chapter will further challenge the current state of limited available resources on
Sennyiiji portrait collection by expanding the research through an examination of the portraits in
the framework of their original intent. Specifically, Chapter two will focus on such issues as the
portraits’ commissioners, painters, and the purpose for their creation in order to provide a better

understanding of the pre-Meiji imperial portraits and mortuary culture with deep imperial roots.

1.6.2 Chapter Three: Unofficial Images of Emperor Meiji
The second half of my dissertation (Chapters three and four) highlights the representations of
Emperor Meiji (r. 1868-1912) and the relationship between the imperial images and the general
public. Chapter three examines the early Meiji-period images, which the government did not
sponsor; this chapter sets the stage for Chapter four, which closely analyzes the official, state-
sponsored portraits of Emperor Meiji in the mid- to late-Meiji period.

I begin Chapter three by briefly introducing why and how the Meiji government revived
the emperorship and established the emperor as a symbol of national unity. In Chapter three, I
examine the changes in the political and religious status of the sovereignty at the end of the Edo

and the beginning of the Meiji periods. My goal is to elucidate how the new government created

% Even though I address the wife of Emperor Meiji as Empress Consort Haruko, I do not refer Meishd and
Gosakuramachi as Empress Regnants because they were transitional rulers. For more information, see the section
titled Accessions of Empresses Meisho and Gosakuramachi in chapter two.
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an ideology around Emperor Meiji which affected portrait production and practice discussed in
Chapter four. This third chapter uses articles from newspapers, such as Tokyo Nichinichi Shinbun

WU H H#r, and printed images to illustrate the various attitudes of the public toward

Emperor Meiji and his image. By focusing on the imperial processions of Emperor Meiji, my
investigation shows how the artistic representation of the emperor in woodblock prints reflects
the shift in political circumstances. In the early Meiji period, as Sasaki Suguru and Taki Koji
explain, print artists often used the imperial chariot to indicate the presence of the emperor. By
the mid-Meiji period, however, artists began to actually depict the emperor. I suggest that the
visual shift in the depiction of Emperor Meiji reflects the emerging political ideology of making

the Emperor more accessible, compared to his inaccessibility in the first half of the Meiji period.

1.6.3 Chapter Four: Goshin’ei: Official Portraits of Emperor Meiji

Chapter four focuses on the official portraits, called goshin’ei, that present Emperor Meiji as a
political and divine ruler. The most famous portrait, created in 1888 (Meiji 21), is a black and
white photograph of a conté crayon drawing of the emperor. I suggest that once the Japanese
government offered this official portrait to public institutions, the portrait became more than an
image of the emperor: it became a substitute of Emperor Meiji who symbolized the nation. This
chapter presents four conditions that explain why the portrait of Emperor Meiji was not only a
focus of political desires and aspirations, but also an object of devotion: 1) Construction of the
ideal image, which represented a perfect identity for Emperor Meiji; 2) restricted circulation,
which added prestige to the possession of imperial portrait; and 3) ritualistic treatment of the

image, which linked the portrait with the emperor; and 4) the medium of photography, which
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helped manipulate the general public to treat a photographic portrait of the emperor as if the

emperor himself.

1.6.4 Chapter Five: Epilogue

In the concluding chapter, I first analyze the final portrait of Emperor Meiji and the funeral of
emperor in order to better understand the changing functions of imperial portraits. Even though
this early 20" century photograph of Emperor Meiji was connected to the death of the emperor, it
was valued for its links with the historical person and the event, not with any religious ritual.
This final portrait shows the shifting roles of imperial portraits at the end of the Meiji period.

In both pre-modern and post-Edo Japan, imperial portraits were considered as substitutes
of emperors. By investigating the religious and political usages of imperial portraits, I conclude
that pre-modern Japanese imperial portraiture, though it evolved its own identity, has roots in
Chinese culture. On the other hand, although Chinese prototypes have influenced post-Edo
portraits, portraiture from modern Japan is mainly based on Western discourse; they do not share
the same purpose or function. I argue, therefore, that the portrait practice has evolved through
Japanese history to serve a more public and political function than it initially did.

By analyzing the shifting roles and effects of Japanese imperial portraiture, I attempt to
advance the notion that images of emperors were intended to evoke a sense of power.
Understanding the power of these images will provide scholars with more insight into how
Japanese rulers developed their imperial authority during the Edo and Meiji periods through
portraits. My dissertation, which combines methodologies of formal analysis and historic

research, emphasizes diverse aspects of Japanese imperial rule.
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2.0 COMMEMORATIVE PORTRAITS OF JAPANESE EMPERORS AT SENNYUJI
TEMPLE: THEIR RITUAL AND POLITICAL FUNCTIONS IN THE EDO PERIOD

(1603-1868)

Sennyiiji SR 5F, established in the mid-ninth century’’ and located in Kyoto, is also known as
“Mitera =¥ (Imperial Temple).”"* Sennyiiji serves as a bodaiji ¥ #&<F (family memorial
temple)” for the imperial family and houses a large cache of 29 imperial portraits.”* Sennyiji
periodically displays the portraits of the late emperors and their treasures in the Shinsho Hall [
FR %%, a small hall built in April 2004 within the precincts of the temple.”” Tourists who visit the

exhibition hall see these portraits out of their original context and are unaware of the portraits’
primary function.”® Unlike the later Meiji-period imperial portraits, which will be discussed in
chapters three and four, these imperial portraits from the Edo and earlier periods were initially

used for memorial services held at the temple. Today they are displayed as art objects with the

! Akamatsu Toshihide 7RFA£75 states that the temple was established in 855. Akamatsu, Sennyiiji shi: Honbun hen,
27. Kokushi daijiten states that the temple was established in 856. Kokushi daijiten [E 51 K EE#L, compiled by
Kokushi Daijiten Henshii linkai [E 5 KEEHfFEAEZE B 23, vol. 8 (Tokyo: Yoshikawa Kobunkan )15 3CHE, 1993),
476.

%2 Even though mitera literary means “honorable temple,” I translated it as “imperial temple” because the Japanese
character, fifl, is usually used to honor anything related to the imperial family. For example, even though gosho fHIFT
literary means “honorable place,” it refers to the “imperial palace.”

% Sennyiji is the imperial family temple also known as Kogein 7 #£[52. This memorial temple is where incense (ko
7) and flowers (ge or hana ) are offered to the imperial ancestors. In addition, Sennyiiji’s web address of
“mitera.com” emphasizes its imperial heritage. Sennyiiji website: http://www.mitera.org/ (accessed on September 6,
2013).

 Akamatsu lists only 24 imperial portraits in his report; however, my onsite research at Sennyiiji reveals that the
temple currently houses 29 portraits of pre-Meiji emperors. In addition, Nishitani Isao PE43¥ %), a curator at Sennyfji,
confirmed that the temple owns two more portraits of Emperor Taishd. (Personal interview with Nishitani Isao in
March, 2011).

% Sennyiiji website: http://www.mitera.org/ (accessed on September 6, 2013).

% On the contrary, the Shinsho Hall does not house the Emperors’ spirit tablets, which are also used for memorial
services, and the museum never displays them in its gallery space.
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intention of pleasing the viewers’ eyes.”” When 1 visited the Shinshd Hall in person, I saw some
of the portraits displayed behind glass cases in a museum-like setting. Because the portraits are
not placed above an altar with offerings used to pay homage to the late emperors, visitors today
are largely unaware of the significance of these portraits as mortuary ritual objects.

My research will explain how Sennyiji was established as an imperial memorial temple
that then came to house its large number of imperial mortuary portraits in the Edo period by
exploring the history of the temple through textual documents. I will then explain the mortuary
practice called tsuizen and discusses how this is the primary function of the imperial portrait
group at Sennyji.

The second section of this chapter discusses the political usage of these imperial portraits
at Sennyiji. After showing that the pre-modern imperial family used portraits of emperors as
commemorative objects (religious usage), my research reveals that their second function was
affirmation of imperial lineages. Specifically, I argue that the Japanese imperial family and court
used the Sennytji portraits not only to memorialize the dead emperors but also to confirm their
authority by creating a pictorial lineage of the imperial family. Furthermore, by housing the
imperial portraits, the temple also legitimized its own status as the imperial family temple. If the
portraits were intended as a pictorial genealogy, then the absence of two portraits of empresses
from the temple’s collection becomes significant. Even though Sennytji held the funerals of the

Empresses Meisho FHIE (1623-1696, r. 1629-1643, 109™) and Gosakuramachi #%F2H] (1740-

1813, r. 1762-1770, 117th), and houses the empresses’ spirit tablets, the temple does not house

their portraits.” This section argues that because portraits were used as a visual display of the

°7 It is important to note that this exhibition space is called a “temple hall,” rather than a “museum Z17fif.” Further
research is needed to clarify if Sennydji intends its portrait collection to function in a ritual or art context.

% Japan has had ten empresses: the Empresses Suiko £ (554-628, . 592-628), Kogyoku E:Afik (5942-661, 1. 642-
645), Saimei 77 I (5942-661, 1. 655-661), Jitd Fift (645-702, r. 690-697), Genmei st (661-721, r. 707-715),
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imperial lineage, only those rulers deemed acceptable during the Edo-period would have been

included in the Sennyfiji portrait group.

2.1  VISUAL ANALYSIS OF THE PORTRAITS OF EMPERORS AT SENNYUJI
Both in style and composition, the imperial portraits of emperors at Sennyiiji share similarities.
Most of the painters illustrated emperors in a formal and stiff pose, seated alone against a blank
background. They also depicted their subjects sitting on a square mat (shitone %) placed on
another raised ceremonial mat (agetatami |-'&:) with decorative silk edging. None of the painters
of these portraits chose to emphasize each emperor’s unique facial features, nor did they
communicate specific emotions through facial expressions. The only variations among the
images are the emperors’ clothing. The emperors’s attire represents each sitter’s status, and there
are three categories of emperors indicted by their clothing. First, emperors who died while on the
throne (i.e. Emperors Takakura, Gokomyd, Momozono, Gomomozono, Ninkd, and Komei) are
dressed in formal court attire called sokutai % v, with a black headdress with a long cloth tail,
called an ikan <5, Second, emperors who were already retired at the time of their death (i.e.
Ogimachi, Goyozei, Gosai, Higashiyama, Nakamikado, Sakuramachi, and Kokaku) wear a less
formal court robe called noshi [H.4< (everyday clothes) and a simple black eboshi - hat

without a tail. Third, among the retired emperors, those who were ordained as Buddhist monks
prior to their death (i.e. Uda, Goshirakawa, Komyo, Gomizunoo, and Reigen) wear Buddhist

monastic robes called hoe 757%. Regardless of the type of dress, painters depicted these emperors

Gensho JT1E (680-748, r. 715-724), Koken it (718-770, r. 749-758), Shotoku Fi{#E (718-770, r. 764-770),
Meisho B 1E(1623-1696, r. 1629-1643), and Gosakuramachi £ #2H] K (1740-1813, r. 1762-1770). Ten out of the
125 emperors were empresses; eight of these reigned in the seventh and eighth centuries. Empress Kogyoku became
Empress Saimei, and Empress Koken became Empress Shotoku. Therefore, eight women became the empresses
throughout the Japanese history.
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in a formal manner with two exceptions. The portrait of Emperor Antoku ZZ{# (1178-1185, r.

1180-1185, 81%) who became an emperor at age three and died at age eight’ is shown playing on

a raised ceremonial mat. The second exception is the portrait of Emperor Yoko 56 (d. 1586),

100
d.

who died before he was enthrone He was replaced by his son, Emperor Goyozei 1% [5%

(1571-1617, r. 1586-1611, 107™), who gave his late father the honorable title of “Emperor” Yoko
as an act of filial piety. In his portrait, Emperor Yoko is dressed in a casual court robe called

kariginu J¥4%, a hunting robe. Based on the generic facial features and the attention paid to

specific types of robes, the artists seem more concerned with the status of the emperors than the
personality of each individual.'"'

All emperor portraits at Sennyiji are in the form of hanging scrolls. Unlike large wooden
statues, which are meant to be continually on display, painted portraits in hanging scroll format
are only occasionally hung and can be easily stored away. Furthermore, unlike a handscroll,
which is meant to be seen by a single person, hanging scrolls invite a larger, though private,
audience. Although relatively similar, the size of these images varies. Twenty out of twenty-nine
portraits have a known measurement ranging from 32” to 55.3” in length and 16” to 25” in
width. Since the sizes vary, the court probably did not closely regulate the imperial portrait-
making process. It is likely that the artists did not intend for the monks at Sennytji to hang these

painted portraits of late emperors as a group or at the same time.'"

% I apply the Japanese counting system to determine the age of Emperor Antoku. He was born on 1178.12.22 and
died on 1185.4.25. He reigned from 1180.5.18 to 1185.4.25. By U.S. count, Antoku became an emperor at age one
and died at age six.

1 Kokushi daijiten, vol. 6, 449-450.

101 This dissertation focuses on the commemorative, ritualistic aspects of the Sennyiiji portrait collection; however,
future research should examine the robes of each emperor in greater depth.

192 Furthermore, only a few emperors, such as Emperor Gomizunoo and Goenyii, face left and others face right. This
also suggests that these portraits were not displayed together as a group.

Page 45 of 282



Despite the value of individually examining each of the 29 emperors’ portraits, this
chapter will approach the portraits as a group in order to determine the purpose of imperial
portraits at Sennyiji. Although I do not believe these portraits were simultaneously displayed
together, I do suggest that a group approach, rather than an approach that concentrates on each

portrait’s visual qualities, better explains the portraits’ ritual and political functions.

2.2  CHALLENGES ASSOCIATED WITH THE PORTRAIT COLLECTION AT
SENNYUJI
Analyzing the portraits at Sennydji is challenging for several reasons. The amalgamation of
Buddhist temples in the early Meiji period led to the moving of some of imperial portraits and
spirit tablets to Sennytji in 1876 (Meiji 9). For example, my onsite research revealed the
following: 1) two portraits of Emperor Uda F=%% (867-931, r. 887-897, 59™) were added to the
Sennytji collection from Rendaiji 5# = <F and Hokongo-in {£4|[5%; 2) the portrait of Emperor
Goshirakawa was transferred from Shirakawadera F{R[<F; 3) the portrait of Emperor Takakura
EA (1161-1181, r. 1168-1180, 80™) was moved from Seikanji J%EH5F; and 4) the portrait of
Emperor Antoku ZZf# (1178-1185, r. 1180-1185, 81%) was taken from the former collection of
Chérakuji £ %55 .'° Therefore, some of the imperial portraits did not originally belong to

Sennyiiji before the Meiji period. The portraits added later are of the emperors from much earlier
periods than those discussed in this chapter; therefore they do not affect my discussion. However,

when analyzing Sennytiji’s pre-modern portraits as a whole, one must first separate the portraits

19 Sennyiiji allegedly received portraits of Emperors Murakami £ I (926-967, r. 946-967, 62™) and Seiwa J#5 i1
(850-881, r. 858-876, 56th) from Shojoke-in J5 1 HEFE; however, these two portraits are not in the most recent
temple treasure list. My onsite research reveals that the two portraits are not currently stored at Sennydji. Nishitani
speculates that these portraits were perhaps returned to Shojoke-in at some point or lost in a fire.
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added later to the temple collection from the original portraits and then consider the significance
of the additions in the historical context.

According to the temple curator, Nishitani Isao P4 %+2), the situation becomes more
complicated because people considered Sennyiiji and its subtemples, such as Unryii-in ZEFEf¢E
and Hiden-in ZEHE, as one united temple under Sennyiiji during some periods of history. For

example, Sennyiji’s treasure list, from as recent as 1985, included the portrait of Emperor

Goen’yil 74 [Eft (1359-1393, r. 1371-1382, 5™ emperor of the Northern Dynasty).'® However,

Nishitani believes that this portrait has always been kept at Unryii-in, not at Sennydji.'”
Sennytji and its subtemples function as separate entities today; however, in the past, when
Sennytiiji monks moved to one of these subtemples after their retirement, they took some relics
and ritual implements from Sennyiji with them. Even today, Unryii-in houses some objects

whose inscriptions clearly state “property of Sennyiiji.”'*

It is possible that the monks freely
transferred some portraits between these temples so that reconstructing the original portrait
collection of Sennyiiji is a complicated process.

Sennytji currently houses portraits of only seven emperors who were active before the

106™ Emperor Ogimachi TEHHT (1516-1593, r. 1557-1586, 106™). Six portraits out of the seven

were not painted during the reign of that emperor, but were painted much later in the Edo period.
Because extant records are not sufficient, it is impossible to determine whether original portraits
from earlier times were either lost or never existed. One major reason for this inconclusive data
is the political turmoil that likely damaged the temple’s records and portrait collection. For

example, a conflict between Emperor Godaigo 7% H&My (1288-1339, r. 1318-1339, 96™) and

19 Sennyiji shi SRi0 375 Shirye hen & EHR, compiled by Akamatsu Toshihide #RAAE TS (Kyoto: Hozokan ¥k
fiFf, 1985), 351-354.

105 personal interview with Nishitani Isao in March, 2011.
106 Ibid.

Page 47 of 282



Shogun Ashikaga Takauji %225 (1305-1358) caused some damage to the temple buildings

in 1336.""" Furthermore, at the height of the political upheaval of the Nanbokuchd period (the
Northern and Southern Courts period, 1336-1392), the Ashikaga army set fire to Sennyji and

stole some valuable Buddhist objects.'®®

The temple recovered some of its holdings within a
month only to be robbed of its relics, sculptures, and treasures again in 1359.'"” A century later,
as a result of the Onin and Bunmei Wars, which lasted from 1467 to 1477, the temple and a
majority of its surrounding buildings were once again destroyed.''® The temple was fully
restored in 1668, two centuries after the wars ended.'" However, disastrous fires in 1841, 1858,
and 1882 repeatedly eradicated most of the buildings at the Sennyiiji temple complex.''?
Sennytji was demolished and rebuilt several times throughout its long history, thus making it
difficult to reconstruct Sennyiiji’s portrait holdings in earlier times. The history of the temple, as

well as its destruction and newly acquired portraits, makes it difficult for scholars to analyze the

imperial portrait collection as a whole.

2.3 HISTORY OF SENNYUJI
The history of Sennytji is crucial to analyzing the commemorative function of the imperial
portraits at the temple. Sennytji is an imperial family temple located in the Higashiyama district

of Kyoto. Two theories exist as to the origin of the temple. The first states that Kiikai 25 (774-

197 Akamatsu, Sennyiji shi: Honbun hen, 112-113.

1% Uemura Teird _EAF B, et al., Kojijunrei 5 353&4L: Kyoto Sennyitji 3E#5 R M F, vol. 27 (Kyoto: Tankdsha
224k, 2008), 97. Originally from the Betsuin Nishina hajo ryosho monjo funshitsu jo BIE — W5 BT SCEH 2k
19 Akamatsu, Sennyiji shi: Honbun hen, 131.

"% 1bid., 206-7, and Uemura Teird, 97-98. Nanto Kofukuji’s BB BLAR <F Daijoin nikki mokuroku R3ERt H 58 H &%
states that even though the temple buildings of Sennyiiji burned down, the monks rescued the temple’s relics.
Unfortunately, the text makes no mention of portraits.

M Kokushi daijiten, vol. 8, 476.

12 Akamatsu, Sennyuji shi: Honbun hen, 433 and 449, and Uemura Teiro, 99.
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835) built the temple during the Tenchd K period (824-834),'"® while the second attributes the
temple’s construction to Fujiwara Otsugu RJFUR iR (774-843) for Priest Jinshii Shonin & F
A (d.u.) in 855."" Initially called Horinji ¥£4#=F, the temple later became known as Sennyiiji

lI#%<F (“temple of immortals at leisure ”).'"

Although abandoned in the mid-Heian period, the

monk Shunjo 1% (1166-1227)" ' re-established the temple in the early Kamakura period.
Shunjo was born in Higo ¥ (present-day Kumamoto prefecture).''” He studied both

Shingon .= and Tendai K7 Buddhist teachings at Jorakuji 7 %5F under Shinshun E{&

(d.u.).""® Shunjd then spent twelve years from 1199 to 1211 in Southern Song-dynasty China

learning Chan (J: Zen) practices from Mengan Yuancong ZZ#&cHa (d.u.), Buddhist law from
Ruan Liaohong ZNJ& T 7% (d.u.), and Tientai (J: Tendai) from Beifeng Zongyin 4t 2 5% H]
(d.u.)."”® Upon Shunjo’s return to Japan in 1211, Utsunomiya Nobufusa F#= 155 (1156-

1234), who administered the Buzen :fi area (today’s Fukuoka prefecture), donated land to

'3 If this first theory is correct, then Sennyiiji was originally a Shingon sect temple. As explained later in this
chapter, Sennyji historically practiced Jodo, Shingon, Tendai, Zen, and Buddhist law (Ritsu 13). Due to the Meiji
government’ regulation, Sennyiji has officially aligned itself with Shingon sect since 1907.

"4 While Yamashiro Meisekishi [LI3%44 WF & states that Kiikai built the temple, Fukaki hosshi den 7~ A] ZEIERTE,
compiled by Shinzui {5 &fi (?-1279) in 1244, credits Fujiwara Otsugu. Shinzui {5 ¥, Fukaki hosshi den /< A] 3E{EFifi
15, in Zoku gunsho ruijii fGREZFE1E 9a (Tokyo: Heibonsha - FL£E, 1925), 53. Fukaki was Shunjo’s formal
nickname (azana “f*: a name given to adult men, used in place of their given name in formal situations). Shunjo used
this nickname, which means “the one who cannot be thrown away,” based on a childhood incident. According to
Fukaki hosshi den, his parents gave him up and left him under a tree when he was a baby. He was unharmed by wild
animals until his sister safely rescued him after three days and brought him back home. Shinzui, 45.

'3 Note that the name of the temple shares the same pronunciation, Sennyiiji, but is written with different kanji
characters. Shinzui, 53 and Kokushi daijiten, vol. 8, 476.

"% Nihon Bukkyd Jinmei Jiten Hensan linkai H A{AZ A4 #REEZ B2, Nihon bukkyo jinmei jiten B A{LHN 4
T (Kyoto: Hozokan 18 fiE, 1992), 335. For more information on Shunjd, see Ishida Mitsuyuki 47 752,
Kamakura bukkyé no seiritsu no kenkyii S8 ALZL D AL DA FE: Shunjo ritsushi B4 HERT (Kyoto: Hozokan {28
£, 1972).

"'7 Shinzui, 45.

'8 Shinzui, 45-46.

19 Uemura Teird, 95. and Kokushi daijiten, vol. 8, 476. Other well-known Japanese monks, such as Kiikai and
Saichd, spent three and two years in China, respectively. Eisai, who also went to China twice, spent a total of five
years there. Shunjo studied in China for twelve years; therefore, he was deeply influenced by the Chinese culture.
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120

build a temple. ™ In 1218, Shunjo oversaw the completion of the major part of the Song-style

temple. Upon completion, Shunjo changed the characters used to write Sennyiiji from 1IlI##=F to
JRIBSF (“temple of spring water”) referencing the clean water well at the temple.'*' Shunjo used
his versatile educational background in Buddhism to transform Sennydji into an educational
institution for four Buddhist teachings (shishii kengaku VU5%3f): Shingon, Tendai, Zen, and
Buddhist law (Ritsu £).'* In the early 13" century, noblemen, who were familiar with Buddhist

teachings from Tang-dynasty China (618-906), became interested in Buddhist texts from Song-
dynasty China (960-1279). Shunjo had returned to Japan after spending 12 years in Song-dynasty

123

China with the most updated Buddhist teachings. Due to Shunjo’s remarkable

accomplishments and the temple’s exceptional educational programs, Shunjo and Sennydji

became reputable. In 1224, Shinzui 15 %fi (?-1279) wrote in Sennyiji Fukaki Hosshi den %if~F
AR HEVEANR that Shunjo ordained retired Emperor Gotoba % 5P L& (1180-1239, r. 1183-
1198, 82", retired Emperor Tsuchimikado [ [ (1196-1231, r. 1198-1210, 83™, first son
of Emperor Gotoba); retired Emperor Juntoku JEf#E & (1197-1242, r. 1210-1211, 84™, third

son of Emperor Gotoba); and retired Emperor Gotakakura % i & (1179-1223, father of

120 Shinzui, 53. Nobufusa is also known as Nakahara Nobufusa FJii{Z 5.

2! Fukaki hosshi den, 53. Note that the name of the temple shares the same pronunciation, Sennyiiji, but is written
with different kanji Chinese characters. This fresh spring water well is still at the temple today.

122 Sennyiiji website states that the forth one is jodo 74+ 1= instead of ritsu. Tanaka Sumie states that Sennyiji taught
five Buddhist teachings (Jodo, Shingon, Tendai, Zen, and Buddhist law). Tanaka Sumie H F T, et al., Kojijunrei
w35 L: Kyoto Sennyiji FUER R =F, vol. 28 (Kyoto: Tankdsha #4234k, 1978), 79. Due to the Meiji
government’s regulation, Sennyiji alined itself with Shingon sect since 1907. The specific reason behind choosing
Shingon over the other Buddhist sects is unclear. However, this choice makes sense if Kiikai, the founder of Shingon
sect, indeed established Sennyfiji. Sennytji website: http://www.mitera.org/history.php (accessed on September 6,
2013). In March, 2011, during a personal interview, Nishitani Isao told me that dividing Buddhist teachings into
different sects is problematic and meaningless in Sennyji’s case because the temple historically practiced various
kinds of Buddhist teachings without consciously distinguishing each sect.

12 Sennyiji shi: Shiryohen, 31.
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Emperor Gohorikawa).'** No extant historical record clearly indicates why these emperors chose
to be ordained by Shunjo at Sennyiiji. However, one reason might be that Shunjo’s knowledge of
Song-Buddhist texts and teachings impressed these emperors. In the second month of 1220
(Shokyti 7 /A 2), Shinzui also recorded that retired Emperor Gotoba donated 10,000 Aiki /& of
silk, while retired Emperor Gotakakura, his older brother, donated 15,000 hiki of silk to
Sennyiiji.'* These contributions suggest that Shunjo built strong ties with the imperial family
and his temple received their financial support. In 1224, Emperor Gohorikawa 1% Y] (1212-
1234, r. 1221-1232, 86"™) declared Sennyiiji as one of the goganji #Ji#i<F, imperial temples that
emperors, empresses, or princes either established or endorsed.'*® Following Shunjd’s death in
1227, imperial support continued. Sennyiiji was designated a mitera f¥15F, imperial temple, by

1420."
Subsequent emperors continued to support Sennyiji by granting Shunjo posthumous

honorable titles. For example, Shunjo was given the title of Daiko Shobo Kokushi & Bl 1F % [E
fifi by Emperor Gokomatsu % /)M (1377-1433, 1. 1382-1412, 100™) in 1411, Daienkaku shinsho

Kokushi %0 BR[EAT by Emperor Nakamikado H1#[ (1701-1737, r. 1709-1735, 114™) in

124 More research is necessary on why these Emperors chose to be ordained by Shunjo. Kokushi daijiten, vol. 8, 476;
and Senny(ji website: http://www.mitera.org/imperial2.php (accessed on September 6, 2013). Japanese emperors
receive multiple names at certain stages of their lives. For example, the current Japanese Emperor, Akihito F3{~ (b.
1933-), had the name Tsugunomiya #£= as a child. He will be addressed as the Emperor Heisei *F-ji{ after his
death. This paper uses posthumous names of the emperors to avoid unnecessary confusion. Retired Emperor
Gotakakura never ruled as an emperor due to the Jokya War.

125 Sennyiiji shi, Shiryé hen, 35. One hiki is approximately 20 meters long. This type of donated silk, in place for
monetary contribution, is called junken #EfH.

126 Ibid., 38; and Tanaka Sumie, 86. In addition to imperial support, Sennyiiji enjoyed support from the military
government. According to the Sennyiiji website, Shunjd also ordained Hojd Masako L55B 7~ (1157-1225) and
Yasutoki ZHF (1183-1242, r. 1224-1242, 3™ Kamakura shogun). Later, Oda Nobunaga ## F115 & (1534-1582) and
Toyotomi Hideyoshi #F 75 &5 (1537-1598) also financially supported Sennyiiji. Kokushi daijiten, vol. 8, 476.

127 Although Sennyiiji may have had earlier recognition as a mitera, it was not until 1420 (Oei Ji37K 27) 5.3 that it
received formal recognition. In that year, one of Emperor Gokomatsu’s female attendants referred to Sennyiiji as
mitera in an official document she wrote (Nydbo hosho xR 28 E). Akamatsu, Sennyiiji shi, Honbun hen, 14.
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1726, and Gachirin Daishi A i <Fl by Emperor Meiji B4 (1852 — 1912, r. 1867-1912, 122"

in 1883."°
Sennytji’s later importance was its function as a memorial temple for the imperial

129

family. = The first emperor buried there was Emperor Gohorikawa. However, it took the death

of Emperor Shijo PU4& (1231-1242, . 1232-1242, 87™) to establish the precedent for the temple
serving as the location of future imperial funerals."” Although no historical record indicates why

Emperor Shijo’s funeral took place at Sennyiiji, chapter four of Masukagami ¥§#%, a tale written
by Nijo Yoshimoto .55 JE (1320-1388) after 1338 in the early Muromachi period, offers

possible explanations."”' An episode found in chapter four claims that Emperor Shijo was the
reincarnation of Shunjo, the cleric who had reestablished Sennytji in the early thirteenth century.
At a very young age, before children are able to verbalize their thoughts, Emperor Shijo
miraculously declared he was the reincarnation of Shunjo.'*> A second story, also introduced in
Masukagami, notes that when Shunjo appeared in a dream,'®® he declared he had been

reincarnated as Emperor Shijo in order to aid Sennyiiji."** Despite unreliable documentation

128 Sennyiiji website: http://www.mitera.org/imperial.php (accessed on September 6, 2013).

129 For more information, see Sennyiiji monjo ‘&if~F L. Shiryohensanjo S EHREEFT at Tokyo University owns a
copy of Sennyiiji monjo.

9 When I visited Sennyiiji in 2008, Mr. Yamazaki and another Sennyiiji temple attendant, as well as the brochures
distributed by the temple at its gate, stated that Emperor Shijo PU5% (1231-1242, r. 1232-1242) was the first emperor
buried at Sennytji. On the contrary, a book published by the temple in 1985 states that the first emperor buried there
was Emperor Gohorikawa 1% i) (1212-1234, 1. 1221-1232). When I returned to the temple in 2011, Nishitani told
me that the first emperor buried at the temple was Emperor Gohorikawa. This inconsistency needs to be investigated
further to understand why the temple favors Emperor Shijo over Gohorikawa as the initiator of this tradition of
imperial burial at Sennytji. Sennyiji shi, Shiryo hen, 343.

B! Masukagami covers the 150 years of history from 1180 to 1333. Even though Nij6 Yoshimito is the most likely
author, scholars have not agreed on the author of Masukagami. For more information on other hypothesis, see
Yamagishi Tokuhei |78, et al., Okagami K#%, Masukagami ¥485%: Kanshé nihon koten bungaku $E H Ay
B 14 (Tokyo, Kadokawa Shoten )11 # /5, 1976), 185-188.

B2 Nij6 Yoshimoto 2 B %&, Masukagami $8%5, in Kokushi taikei |5 %1 K% 21. no. 2, edited by Kuroita Katsumi
B PS5E (Tokyo: Yoshikawa Kobunkan 751154 3CEE, 1965), 44.

13 The text does not state whose dream it was.

" Nijo Yoshimoto, Masukagami, 44-45. and Nijo Y oshimoto, Masukagami, Mikamiyama —##[[| chapter (chapter

four), in Nihon koten bungaku taikei H Ay HL3C K R: Jinné shotoki #2 1EHERE (Tokyo: Iwanami shoten %5
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concerning the reasons for using Sennyji as a burial site for emperors, it is clear that the temple
grounds house the mausoleums of Emperor Shijo and succeeding emperors.

In addition to the legends, there is yet another reason for the imperial family to make
Sennytji an imperial temple. Retired Emperor Gotoba unsuccessfully tried to overthrow the

military government in Kamakura and brought about the Jokyli War 7 /A L in 1221 (Jokyt 7K
/A 3). After Gotoba's rebellion was put to an end, the Kamakura military government exercised

its political authority and exiled retired Emperors Gotoba and Juntoku. The government also

replaced Emperor Chiikyd {175 (1218-1234, r. 1221-1221, 85™),"*° who was only a toddler at

that time, with Emperor Gohorikawa who was not closely related to the exiled retired emperors.
Under these complicated circumstances, holding an imperial funeral for Emperor Gohorikawa’s
line might have been considered a challenge to both the government and Gotoba’s imperial line.
Threatened by such pressure, all the temples in Kyoto declined to hold an imperial funeral for
Emperor Shijo; Sennyiiji was the only exception and it stood up for the occasion. Furthermore,
since Emperor Shijo was the only son of Emperor Gohorikawa and was without children of his
own who could succeed him, there was no political and financial benefit in supporting the
emperor."*® The Gohorikawa line of the imperial family may have thus rewarded Sennyiiji by

making it an official imperial temple to show its gratitude. Another possibility suggests that the

other temples created these stories about Emperor Shijo to justify the temples’ refusal to hold a

FHI, 1965), 296. Senchaku dengu ketsugisho uragaki FEHURTLIREEEY FETE (vol. 2), compiled by Rydcha B &
(1199-1287) in 1248, also suggests that Emperor Shijo is a reincarnation of Shunjo. Akamatsu, Sennyiiji shi:
Honbun hen, 65.

133 Due to the Joky War, Emperor Chiikyd was forced by the Kamakura bakufu to retire only after 81 days in the
position. His reign was the shortest in the Japanese imperial history.

13 Nakamura Naokatsu HATEL, “Sennyiijiten ni yosete S i =52 (2 & C,” in Ishikawa Tadashi £7)1] £, Kyoto
mitera Sennyiiji ten FHNE TR I 7 (Tokyo: Asahi Shinbunsha & H # 4L, 1972), section 4. (This exhibition
catalogue does not have page numbers). Another theory is that the temples in Kyoto refused to hold a funeral for
Emperor Shijo to show the military government in Kamakura their anger. Nakamura Naokatsu, section 5 and
Tanaka Sumie, 70.
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funeral for the Emperor. These other temples, perhaps in fear of imperial punishment, created the
reincarnation tale to imply that Sennyiiji was exclusively responsible for Emperor Shija."*’
Lastly, the establishment of the relationship between the temple and the imperial family
may come from Kujd Michiie JLEIESE (1193-1252), a courtier who supported both Shunjo and
Sennytji. According to the aforementioned Hosshinden, Michiie, who held the positions of
Regent (sessho fEE and kanpaku B8 19),"*® often listened to sermons by Shunjo and received
some Buddhist scrolls from him as gifts.*” Michiie also had a close bond with the imperial
family. Michiie’s younger sister was one of the wives of Emperor Juntoku, while his eldest

daughter, Yoshiko ¥ (1209-1233), was one of the wives of Emperor Gohorikawa and gave

birth to Emperor Shijo. Therefore, when Emperor Shijo died, Michiie perhaps requested
Sennyiiji to hold the funeral.'*’
Throughout its subsequent history, many funerals for emperors were held at Sennydji.

Beginning with Emperor Gokogon £ i (1338-1374, r. 1352-1371, 4™ emperor of the

Northern Dynasty), who built the Unryti-in Z£%EF% subtemple in the precinct of Sennyiji in
1372, Sennyiji held funerals for all succeeding emperors until Emperor Komei %] (1831-
1866, r. 1846-1866, 121™)."*! A total of twenty-five emperors’ tomb mounds (misasagi %), five

ash mounds (haizuka JX¥%), and nine graves (haka *£) are located within the temple precinct of

137 Nakamura Naokatsu, section 7. Also see Fujii Manabu ## 2%, “Tennoke no bodaiji Sennyiiji no zenbd K 25
DEFETFIRINF D EFN,” Rekishi dokuhon JFE S FHiA 44(7), no. 708 (1999): 180-185.

138 Although scholars often translate both sessho and kanpaku as Regent, kanpaku specifically means Regent for
adult (or mature) emperor.

139 Sennyiji shi, Shiryé hen, 42-43. Originally written by Shinzui.

19 Murai Yasuhiko states that Michiie’s granddaughter served Emperor Shijo as well. Murai Yasuhiko £ }-EEZ,
“Kyd no tenndryd I O K E[2,” in Uemura Teird FAT EH B, et al., Kojijunrei &y S#3&4L: Kyoto Sennyizji 5HR R 1
=F, vol. 27 (Kyoto: Tankdsha #2241, 2008), 110.

! Uemura states that the funeral for Emperor Gohanazono #4165 (1419-1471, r. 1428-1464, 102"%) was an
exception. As a result of the severe damage and destruction to Sennyiji due to the Onin War Ji{— @ &L, Hiden-in £
HIPE, a Sennyiji affiliated temple located on the outskirts of Kyoto, held the funeral for Emperor Gohanazono in
1470. This information needs to be confirmed. Uemura Teiro, 97.
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Sennyiiji.'** By the reign of Emperor Gomizunoo #% /K& (1596-1680, r. 1611-1629, 108™), the
status of Sennyji as an imperial temple was well established. Even today, there are eight annual
and eight monthly commemorative ceremonies held for specific emperors and empresses at
Sennyiiji.'* According to the temple attendant Yamazaki Tetsuji [LII%¥77k, because of the
temple’s imperial association, Prince Akishinomiya Fumihito #k 4% & SC{= (b. 1965- )'*
frequently visits the temple, and the Emperor Akihito Bi{= (b. 1933- , r. 1989- , 125") and
Empress Michiko 8 1~ (b. 1934- ) occasionally visit the temple.145

Sennytji was one of many imperial family-affiliated temples that co-existed in Japan. In
the Heian period, emperors often built Buddhist temples and designated the existing temples as
imperial temples. These temples, which regularly conducted ceremonies for the health and
peaceful reign of the emperors, are called goganji 1 <F.'* Under this umbrella term of

goganji, are chokuganji ¥JA=F, temples either built or given the designation by direct order of

emperors.'*’ Due to the status of goganji, temples benefited from land additions and financial

12 Both the Sennyiiji website and Uemura do not clearly define the differences between the tomb mounds and
graves. Visitors are prohibited to enter the tomb area making it impossible to compare the two. Senny(ji website:
http://www.mitera.org/institution.php (accessed on September 6, 2013). Uemura Teiro, 33.

'3 Eight annual commemorative ceremonies are held for Emperor Komei 281, Empress Eisho 38 & K5,
Emperor Meiji #7175, Empress Shoken I3 2 K i, Emperor Taishd K 1FE, Empress Teimei £ ] & /&, Emperor
Showa I F1, and Empress Kojun 7% £ f. Eight monthly commemorative ceremonies are held for Emperor Shijo
VU 4%, Emperor Komei 28], Emperor Meiji #11#, Empress Shoken IF % &2 K&, Emperor Taisho K IF, Empress
Teimei H B2 /5, Emperor Showa IEF1, and Empress Kojun 7% & /5. Emperors and empresses listed above
represent the last three generations of rulers and their wives, except for Emperor Shijo to whom Sennydji has a
special connection. Sennytji website: http://www.mitera.org/event.php (accessed on September 6, 2013).

' Prince Akishinomiya Fumihito is the Director (sasai #5#%) of an organization called Mitera Sennyiiji o mamoru
kai {8155 SR I <7 % 7% % 2% (Association for Conserving Sennyiiji Temple).

143 Personal interview with Mr. Yamazaki in August, 2009.

146 Examples of imperial temples include Daikakuji K5 5F and Ninnaji /- F15F, Daigoji B2, Shienji U [ 7F,
and Rokushoji 7<s5F. Nishiguchi Junko has compiled a list of goganji from the reign of Emperor Kanmu fE 1
(737-876, r. 781-806, 50™) to Emperor Murakami #§_E (926-967, r. 946-967, 62™). See Nishiguchi, Heian jidai no
Jiin to minshit, 49. Also see Nishiguchi Junko P [1JI7-, “Heian jidai shoki jiin no kosatsu -2 R SEBE D&
£%: Goganji o chiishin ni I =F % H.0Z,” Shiso %R, vol. 28, 1970.

7 Kokushi daijiten, vol. 5 (1985), 595 (goganji). Also see Nihon bukkyoshi jiten H AALZL I HEM, edited by
Imaizumi Yoshio 4 SRR, (Tokyo: Yoshikawa Kobunkan 75 1154 3C6f, 1999), 324-325 (goganji); Sogo bukkyo
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support from the imperial family, the court, and the government.'*® Since the reign of Emperor

Shirakawa FI{f] (1053-1129, r. 1073-1087, 72nd), they have behaved more or less as private

149 Until the abolishment of the Buddhist movement in the early

temples for the imperial family.
1870s (the early Meiji period), emperors continued to give imperial status to selected temples.
The imperial family members used these temples for various purposes including accession,

tonsure, funerals, and residences for retired emperors.

Today, Sennyiiji claims the status of mitera #l<F (imperial temple), while the other

temples, due to their loss of (relative) prominence, define themselves as koshitsu ni yukari no aru

tera (2P0 O & % <F, temples with imperial affiliation). This designation raises the

question of what separated Sennytji from the other temples, since they also claimed impressive
establishment stories on how they came to be regarded as imperial temples? The imperial family,
court, and/or the government initially chose Sennyiiji to become the imperial temple that houses
many imperial tombs, spirit tablets, and portraits, but why this occurred is subject to speculation.
In the 15™ century, during the Onin War (1467-1477), many of the imperial temples, including

Daikakuji K% 3f and Ninnaji {"Fl15F, were burned. Although they were reconstructed by the

mid-17" century, the lag in the rebuilding process might have caused them to decrease in

prominence. However, this event alone cannot explain the special status given to Sennyji

daijiten ¥ A5 ALEKFEE#L, edited by Sogo Bukkyo Daijiten Henshii linkai #8 & {AZCKEEHREZR B2 (Kyoto:
Hozokan 1EJEEE, 2005), 394 (goganji) and 1009 (chokuganji). These dictionary entries give general definitions of
goganji and chokuganji; however, these definitions must have shifted and slightly different from time to time. For
more information, see the following two books: 1) Nishiguchi Junko 78 D&, Heian jidai no jiin to minshii V-2
R D TERE & R, (Kyoto: Hozokan (£ £, 2004) and Maruyama Hitoshi ALILI{~, Inseiki no oke to goganji it
Bt oo F 52 & HIFESE, (Tokyo: Takashi Shoten /&5 /K, 2006).

8 Kokushi daijiten, vol. 5 (1985), 595-596 (goganjiryé fHIfE 7). The temple and the imperial family added to
their wealth by keeping the tax money generated from the land ownership (i.e. grains etc.). Nishiguchi, Heian jidai
no jiin to minshii, 47-54.

199 Nishiguchi, Heian jidai no jiin to minshii, 56-57.
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because Sennyiiji was also destroyed by fire during the Onin War and did not recover from the
damage for a long time.

Nishiguchi Junko explains that many imperial temples flourished during the reign of the
ruler who initially gave them imperial status, but often declined after their death. For example,
Nishiguchi explains how Kochi Y% (894-979), the head priest at Todaiji ¥ =¥, attributed the
economic decline of his temple to the imperial family favoring the newer imperial temples, such
as Hoshoji #:MEFE."° Temples going in and out of favor may explain the decline of other
imperial temples. However, the reason why the succeeding emperors continued to support
Sennytji for centuries remains unclear.

Sennytji stands out among imperial family-affiliated temples for two reasons that can
account for why Sennytiji received different treatment and came to house all the portraits. First, a
shift in funeral practices from cremation to burial in the early Edo period made Sennydji
unique."' Prior to the funeral of Emperor Gokomy®d 7% Y&HH (1633-1654, r. 1643-1654, 110™) in
1654, the court cremated emperors. This practice allowed multiple temples, such as Fukakusa

Hokkedd 7E%LVEHERS, to keep portions of the cremated ashes.'™ In fact, Fukakusa Hokkedd
houses the cremated ashes of twelve emperors from Gofukakusa 2{&# (1243-1304, r. 1246-

1259, 89"™) to Goydzei % ik (1571-1617, 1586-1611, 107™).1%3

1 Nishiguchi, Heian jidai no jiin to minshii, 57. Furthermore, supported by multiple emperors from different time
periods, some temples like Daigoji Befi#i=F fell out of favor and then come back in favor. Nishiguchi states that these
temples were called nidaigogan —AXAHFE (“second generation” gogan), sandaigogan —AXAHFE (“third generation”
gogan), and so forth, and then daidai gogan X 7 fHIFH (“all generation” gogan).

151 According to Sankei Shinbun FEREHTRH published on April 27, 2012, the Kunaichd announced on April 26, 2012
that it is considering the possibility of cremation for the current emperor and empress when the time comes.
Allegedly, both emperor and empress prefer cremation over burial in order to simplify the tradition of imperial
funeral. Cremation will decrease the cost of funerals, which are funded with tax money.

12 Kunaichd Homepage: http://www.kunaicho.go.jp/ryobo/ (accessed on September 6, 2013).

133 Fukakusa Hokkedd houses the cremated ashes of twelve emperors of the Jimydin ###]t (Northern court) branch
of the imperial family. (Exception is the 95™ Emperor Hanazono. Kunaichd states the location of the tomb of
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Reasons for the change in mortuary custom from cremation to burial may have come
from Chinese traditions that have preferred burial over cremation. Emperor Gokomyd was a
supporter of neo-Confucian studies'** and may have given more value to burial as a funeral

155

rite. ”” Timothy Brook, a sinologist, explains that the reason Daoists and Confucianists do not

156 Daoists

practice cremation is because it destroys the gi that remains in the bones of the body.
also oppose cremation and support the preservation of the “immortal body” for an after-life.
Either of these beliefs may have had an influence on Emperor Gokomy®d."”’ Cremated ashes can
be kept at multiple temples; however, an intact body is kept at one temple—in this case,

Sennytji. Whatever the reason for this shift from cremation to burial, Sennyiji became the final

resting place for a number of emperors.

Emperor Hanazono as Jirakuin no ue no misasagi %% % in Kyoto). In the 13™ century, two rival branches of
the imperial family emerged: the Jimydin branch, descended from the 89™ Emperor Go-Fukakasa, and the Daikakuji
KB 5F branch, descended from the 90™ Emperor Kameyama. Almost all the emperors from the Jimydin branch
were buried at Fukakusa in the late Kamakura and Nanbokuchd periods. The official Kunaichd sign for Fukakusa
lists: Emperors Gofukakusa 1% &5, Fushimi {X ., Gofushimi #% 1K Fi., Gokdgon % Y. %, Goen’yi 1% [,
Gokomatsu 1% /)32, Shoko #R##, Gotsuchimikado % 1, Gokashiwabara % #1J5%, Gonara #2 4% K, Ogimachi 1E
FIMT, and Goydzei #% [55/. Scholars such as Edmund Gilday attribute these burials to the “intensified desire to
assert imperial filiality, continuity, and legitimacy in light of the Northern-Southern Courts' succession disputes.”
Gilday also points out that during the 12" century, there had been some cases of corporal burials such as the ones of
Emperors Daigo Bl (885-930) and Murakami # - (926-967). Edmund T. Gilday, “Bodies of Evidence: Imperial
Funeral Rites and the Meiji Restoration,” Japanese Journal of Religious Studies, vol. 27, no. 3/4, Mortuary Rites in
Japan (Fall, 2000): 276.

13 Gilday, 277.

13 The body of Emperor Gokomyd was buried at Sennyiiji in 1654.

1% Timothy Brook, “Funerary Ritual and the Building of Lineages in Late Imperial China,” Harvard Journal of
Asiatic Studies, vol. 49, no. 2 (December, 1989): 465-499. Qi is often translated as “life-force” and/or “vitality.”

157 In addition, a legend also suggests a theory that explains this change in burial practice. Zoi shoken den JE7 548
{z, compiled by Tajiri Tasuku H itk (1863-1929) in 1927, provides another explanation. According to the record,
Oku Hachibei 5 /\ L=f# (?-1669), an official fish distributor of the imperial palace, allegedly heard that Emperor
Gokdomyo wanted to be buried rather than cremated because cremation is not a virtuous funeral rite. Soon after the
death of the emperor in the nineth month of 1654, Hachibei convinced the courtiers to change the imperial funeral
tradition from cremation to burial by telling them about the wish of the emperor. Hachibei succeeded; the tradition
of imperial cremation ended in the mid-17" century. Tajiri Tasuku H A%, Zoi shoken den W% B (Tokyo:
Kokuytisha [E A& fk, 1927, and Tokyo: Kondd Shuppansha i L, 1975) In Zoi shoken den, Tajiri compiled
short biographies and achievements of individuals who were given special ranks (shizoku 1=}#%) between 1868 and
1927. Oku Hachibei, from the 17" century, was one of them. (Also see Kokushi daijiten). Furthermore, the burial of
Emperor Shijo might have influenced this shift from cremation to burial. Kokugaku [E5 (lit: national study) did not
influence this shift became this patriotic thought did not become popular until later in the mid-Edo period. See
chapter four for more information on kokugaku.
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For the burials of Emperor Gokdomyd and subsequent emperors, the imperial family first
followed the traditions and rites of cremation when transferring the imperial bodies to Sennyfiji.
After performing the cremation rituals, the family secretly buried the bodies of the emperors

instead of cremating them. Since the death of Emperor Gokomyo in 1654 (Joo 7Kt~ 3), the

imperial family and the temple “pretended” to cremate the bodies of emperors in the Buddhist
funeral tradition; instead of cremation, however, they secretly buried the intact bodies. Although
more than a dozen emperors were burried since the death of emperor Gokdomy®d, this change of

funeral rites from cremation to burial was kept hidden (gomitsugyo fH#17T) and not made an

official practice until the death of Emperor Komei.'”® The reasons for hiding the change in
mortuary custom from cremation to burial are unclear. One theory suggests that cremation was
not in accordance with Buddhist funeral practices at the time. Another theory is that the imperial
family and government pretended to cremate emperors in order to maintain the tradition begun in

the 8™ century with Empress Jito ###% (645-703, 1. 690-697, 41%). Although the reason for this

two-step procedure is unclear, it is clear that since the funeral of Emperor Gokdomy®d, the imperial
family and court began to bury the bodies of the emperors at Sennytji. Thus, Sennyiiji became
the only temple to house the tombs of the subsequent emperors.

Second, Sennyiiji was unique because it enjoyed continuous imperial financial support
throughout history. This fact is important because most temples lost their status and the financial

aid from their patrons (danka & 5%) during the early Meiji period. In the second half of 1868, the

government passed a series of regulations called shinbutsu bunri no rei f#{L%7 B4 (edicts of

18 Komei tenné ki #W K B AL, ed. Heian Jingd 2245, vol. 5 (Kyoto: Heian Jingii *F-2Z2 405, 1969): 935-936.
Also see Meiji Tenno ki (MTK) BH75 K 2542, edited by Kunaichd &= PNJT, vol. 1 (Tokyo: Yoshikawa Kobunkan 7
JIIBLSCEE, 1968), 459-460. According to Asukai Masamichi 715 H- 4, Toda Tadayuki & F = (1809-1883),
who was involved in the restoration of imperial tombs, voiced his opinién that burial should be the official practice
for imperial funeral. Asukai Masamichi, Meiji taitei BA12 K7, (Tokyo: Kodansha a1, 2002), 119. Also see
Gilday, 277.
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separating Buddhism and Shintoism). This idea of separating the two religions to emphasize and
distinguish the native Japanese culture from a foreign imported religion was not a new one;
however, by officially recognizing this notion as a state policy, the Meiji government legally
forced a clear separation. For example, these edicts banned Shinto priests from: 1) worshipping
Buddhist icons and objects; 2) keeping Buddhist objects; and 3) performing Buddhist rituals.'”

Even though the original aim of these edicts was not to destroy or abolish Buddhism, they did

eventually led to an anti-Buddhist movement (haibutsu kishaku BE{L5% R, Abolishment of
Buddhism) in the early Meiji period.'® This persecution of Buddhism led to jiinhaigo SFFiE &

— the destruction and amalgamation of Buddhist temples. At the height of the destruction, the
government turned some temples into schools and government offices and Nationalists destroyed
Buddhist objects. Despite the unfavorable circumstances and reduced support of Buddhism from
the imperial family, Sennytji was able to survive. It was perhaps possible because of the
temple’s distinguished past as an imperial temple.

After the Meiji government replaced the imperial Buddhist funeral and entombing
ceremonies with Shinto funeral rituals in the early Meiji period, the government remained
uncertain concerning the proper handling of the imperial Buddhist ritual implements. For

example, spirit tablets (ihai 2% or gosonhai HH125f#)'®" of the historical emperors kept at the

imperial palace in Kyoto, became a problem. Although the government tried to abolish Buddhist

rituals, it was not feasible to destroy the spirit tablets. Therefore, the government temporarily

1% Sakamoto Ken’ichi BRAMEE—, Tenna to Meiji ishin X5 & WTAHEHT (Tokyo: Akatsuki Shobo HEF S, 1983),
196. Buddhist and Shinto syncretism was so deeply rooted in Japanese culture that Buddihst and Shinto thoughts
were not easily distinguished and separated.

1 rames Edward Ketelaar, a scholar who focuses on persecution of Buddhism in 19™ century Japan, believes that
such separation without destruction was impossible. James Edward Ketelaar, Of Heretics and Martyrs in Meiji
Japan: Buddhism and Its Persecution (Princeton, NJ: Princeton University Press, 1990).

1 Thai are small wooden tablets engraved with a posthumous name given to the deceased after his or her death. It is
often placed on a Buddhist altar.
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moved the imperial tablets to Mizuyakushiji 7K 3&ffi<F,'* then to Kyomeikya 7§RH % at Hokoji
7553, and finally, on March 14, 1873 (Meiji 6), to Sennyiiji.'** The Reimei Hall 2 at

Sennytji currently houses an array of spirit tablets, ranging from those of early emperors, such as

Tenji K& (626-671, r. 668-671, 38th) and Konin Y1~ (709-781, r. 770-781, 49th), to those of
more recent emperors, including Emperor Showa FZF1 (1901-1989, r. 1926-1989, 124™).'6

Although other members of the imperial family are buried at Sennyfji, the temple keeps only the
spirit tablets of emperors, suggesting that the temple is especially reserved for the emperors.'®
As the temple history clearly shows, Sennyiiji has been an important imperial temple,
even during the anti-Buddhist movement. Although current scholarship cannot explain the reason
why the succeeding emperors continued to support the temple (especially from mid-13" to mid-

17" centuries), the above background information provides a better understanding of the

commemorative function of the imperial portraits at the temple that will be discussed next.

12 John Breen states that the transfer of ihai tablets happened in 1871. See John Breen, “Ideologues, bureaucrats and
Priests: on “Shinto” and “Buddhism” in early Meiji Japan,” in Shinto in History: Ways of the Kami, ed. John Breen
and Mark Teeuwen, (Honolulu: University of Hawai’i Press, 2000), 241. Mizuyakushiji, established in 902 with a
support from Emperor Daigo Bifi#f, is a Shingon sect temple in Kyoto.

1% Hokdji, originally established in 1595 by Toyotomi Hideyoshi - 75 i, is a Tendai sect temple located in
Kyoto.

1% Sakamoto Ken’ichi BRAEE—, Meiji shintoshi no kenkyi BTG #31E 52 OH#FSE, (Tokyo: Kokusho kankokai [E 5
TI1T43, 1983), 487-488. Also see Sakamoto Ken’ichi BRAME—, Meiji ishin to Shinto BITRHERT & #4918, (Kyoto:
Dohosha Shuppan [7] AR5 HiK, 1981).

19 Sennyiiji houses the spirit tablet of Emperor Showa because the anti-Buddhism sentiment eventually decreased.
1% Kuroda, O no shintai é no shozé, 277. The main hall of Sennyiiji is located at the bottom of the sandé 218 path.
This gradual downhill from the main gate to the hall is unique to Sennyji. Perhaps, the temple structured its
complex this way so that the imperial visitors can walk down to the temple, emphasizing the temple’s submissive
position. (The temple was not open to the public until relatively recently).
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24  PORTRAITS AS COMMEMORATIVE RITUAL OBJECTS
An examination of the tsuizen tradition provides a better understanding of the mortuary portraits
at Sennyiiji. Tsuizen, an act of conducting memorial rituals for the deceased,'®’ stems from
Confucian and Buddhist traditions. It is closely associated with the Confucian concept of filial
piety especially as it applies to filial sons and daughters who display sorrow for their parents’
deaths and carry out sacrifices. In the same fashion, followers should do the same for their rulers.

It also stems from the Buddhist concept of ekd #[f'® — the belief that the living can transfer
their merit to specific individuals for their relief after death.'® Shi wang jing +E# (The

Scripture on the Ten Kings), a tenth-century Chinese sutra states:
The Law is broad and forgiving. I allow you to be lenient with the
compassionate and filial sons and daughters of all sinners. When they
cultivate merit and perform sacrifices to raise the dead, repaying the
kindness shown in giving birth to them and supporting them, or when
during the seven sevens they cultivate feasts and commission
[representations] in order to repay their parents’ kindness, then you should

allow them to attain rebirth in the heavens.'”

17 Tsuizen concept is also known as tuisen 1815, tsuifuku 1848, tsuishu JB1E and yoshi Y&, Shin bukkya jiten
T+ b ZEEHL, ed. Nakamura Hajime 4% 7C (Tokyo: Seishin Shobo k(= E 57, 2006), 393, and Nikon kokugo
daijiten, vol. 9, 207.

everyone is responsible for his or her own actions and will eventually pay the consequences. The following books
attempt to explain such inconsistency in Buddhist teachings: Fujimoto Akira jiA S, Kudoku ha naze eké dekiruno
DhiEIX 227 T & % D2 (Tokyo: Sanga B2 77, 2008) and Kajiyama Yiichi #2 1Lk, ‘Satori’ to ‘eko’ &
vy & THEE) : Daijobukkyé no seiritsu KIEILED AL (Kyoto: Jinbun Shoin A SCERE, 1997).

1% How Confucian ancestor worship influenced this Buddhist belief will be discussed later in this chapter.

' Translated by Stephen Teiser. Stephen F Teiser, The Scripture on the Ten Kings and the Making of Purgatory in
Medieval Chinese Buddhism (Honolulu, HI: University of Hawaii Press, 1994), 210. In his footnote 136 on page 210,
Teiser translates “zao-jing zao-xiang i&E#%1E {4 as “commission scriptures and commission statues.” The Chinese
widely use the umbrella term xiang 1%, which literally translates as the verb “to resemble” and as the noun
“representation,” for portraits. Therefore, I modified his translation and inserted “representation” in place of
“statues.” For more information, see Foulk and Sharf, 159-160.
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When the fsuizen practice began is unclear; however, it most likely predated the following early
8™ century sutra.

According to Matsuura Shiiko #2775 %, a scholar of Buddhism, the oldest existing text

171

on tsuizen is from a Chinese sutra called Shou leng yan jing & &% from 705."" The sutra

introduces a tale of an ascending king offering a Buddhist commemorative ritual for his deceased

father. In medieval Japan, it was believed that King Enma (I8 KX E C: Yanmo dawang; J:
Enma daio) and the Ten Kings of Hells (+ % C: Shitian; J: Jio) judged the deceased after

death.'” To determine the realm where the deceased should be reincarnated, the Kings assessed
the deceased according to the severity of the actions he or she committed during their lifetimes.
By offering food and libation, chanting and copying sutras, and creating and dedicating Buddhist
images and portraits of the deceased on behalf of the deceased, the living could influence the
Kings to reach a positive decision. These offerings had the potential to cancel out any negative
actions the deceased had previously committed.

In the Heian period, this Chinese practice of tsuizen spread to Japan. As Gerhart, in her
aforementioned book discusses, a majority of the early Japanese portraits served a
commemorative purpose. She explains portraits as instruments and objects of mortuary rituals

. . . . . 173
used during Buddhist funerary rites and commemorative ceremonies. '~ Her research reveals that

"' Matsuura Shiko FATH 75, Zenke no saha to tsuizenkuyo no kenkyii #855 D ek & B AL OHFSE (Tokyo:
Sankibd Busshorin [L&E F{AEAK, 1972), 239. The original Shurangama Sutra, written in sanskrit, was brought to
China from India and translated into Chinese. According to the sutra Kanjé zuigan 6jo juppé jodo kyo T TE FERETE
A+ J7 75 1A% (also known as Kanjokyo #ETERR, c: guan ding jing), seven commemoration offerings will allow the
deceased to get out of the hells. The Jigokubosatsu hongankyé Hje 5 i AFERE, and Jizobosatsu hosshin in’en jiio
kyo HECERER O IR %+ T8 (also known as Jizo jiio kyo Hi+T4%), also reinforce this practice. Moreover,

F EPzi U gewiis £ 1RV % (also known as Yoshii jiio kinanakyo TEAE+E 4L #R) elucidates this
mortuary practice.

172 Ten Kings of Hells are known as Shi tian. This belief was established by the late Tang dynasty, China.

'3 Gerhart, The Material Culture of Death. Her research shows the changing functions of mortuary portraits from
the 14th through the 15th centuries. See chapter six on portraits.
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portraits changed function from the 14™ century to the 15" century. Gerhart refers to Moromoriki
fli 5T 30, a mid-14" century diary written by Nakahara Moromori 1§ fili 5, a courtier.
Moromori mentions a (group?) portrait of his late parents and sister. Moromori’s father died on
1345 (Koei FE7K 4) 2.6., six months before his wife—Moromori’s mother—passed away.

Although Moromori makes no mention of portraits at the funerals of his parents, he later
commissioned commemorative portraits of his parents and his late sister and conducted a
Buddhist ritual in front of the image(s). This event validates the idea that this portrait (these
portraits), which no longer exist today, initially served a commemorative purpose. To further
substantiate the commemorative role of portraits, Gerhart examined a number of detailed records

on imperial funerals, such as the one on Emperor Goichijo 7% —14 (1008-1036, r. 1016-1036) in

Eiga monogatari. She again found no mention of portraits during imperial funerals and
concluded that, prior to the 15™ century, portraits did not play a major role in the actual funeral
but were used mainly during memorial services. However, due to the influence of Zen Buddhism,
174

portraits come to play a major role in later funerals.

Furthermore, by referring to Kennaiki dPNFC written by Madenokoji Tokifusa /7 BL/N#%
I 5F (1394-1457)'7° and the funeral procession scene depicted in the late 15" to the early 16™
century scroll titled Nichiren Shénin chiigasan B 352 A\ GEMH,"" Gerhart suggests that the

portraits were used during funerals to provide a temporary resting place for the spirits of the
deceased. This use of portraits at funerals is less known compared to the portraits’

commemorative function.

7 Ibid., 177.

17> Kennaiki states where portraits were hung for Yoshimochi’s funeral in 1428. Gerhart, The Material Culture of
Death, 64 and 172. Kennaiki states where portraits were hung for Yoshimochi’s funeral in 1428.

17 Nichiren Shonin chiigasan in Zokuzoku Nihon emaki taisei: Denki, engi hen, vol. 2, ed. Komatsu Shigemi (Tokyo:
Chiio Koronsha, 1993). p. 70 (bottom panel).
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25 COMMEMORATION OF THE LATE EMPERORS
There is no available primary source that details the use of imperial portraits in funeral,'”’ but
many textual documents indicate that the imperial portraits were used for commemorative
purposes.'” There is evidence that the imperial family used emperors’ portraits for tsuizen rituals.

For example, according to an entry on 1088 (Kanji %A 2) 8.17 in Eiga monogatari, Nijoin _
B2 (1027-1105), a daughter of Emperor Goichijo #% —1{4& (1008-1036, r. 1016-1036),

commissioned a memorial portrait of her father; she then dedicated it in the mid-Heian period at
a newly built temple hall for commemoration.'® Even though this image of Emperor Goichijo
does not exist today, the written records indicate the commemorative function of the portrait kept
in a Buddhist temple.

A half century later, Buddhist monks displayed a portrait of Emperor Toba 5 (1103-

1156, r. 1107-1123, 74™) during his mortuary rituals. Nakamura Koji, an art historian, explains

181

that these monks chanted Buddhist sutras in front of the portrait. © The act of chanting Buddhist

sutras in front of the image of a deceased emperor suggests the tsuizen function of the portrait.

7 According to Tettsii Gikai zenshi soki B/ AT TERE, a Soto Hif5% zen sect record written in 1309,
hanging of portrait of upper-class Zen Buddhist monk was a part of zen funerary practice. Tettst Gikai was active
from 1219-1309. Kawaguchi Kofa )| 1 & &\, Kunchi 7% Tettsii Gikai zenshi soki OBz M AT HERT, in Tettsi
Gikai zenshi kenkyi fiaBFE T #ETHFZE, compiled by Azuma Ryfishin B4 E. (Tokyo: Daihorinkaku £ P,
20006), 405 and 408-410. Also see p. 399 for a list.

178 1t is still unclear if the imperial family used portraits of the deceased emperors during the imperial funerals (not
commemorative services).

7% Nijoin, also known as Shoshi # ¥-,should not be confused with Emperor Nijo 2% (1143-1165, r. 1158-1165,
78™) who was also called Nijoin after he retired.

' Eiga monogatari, 524. Idewa no ben {335 (b. 996 or 1007), an attendant who served Nijin, composed a poem
about this emotional dedication in the late 11™-century Goshiti wakashii %5 & Fo#EE. Idewa no ben 357,
poem #593, in Goshiti wakashii %5 B FIEK4E, compiled by Fujiwara Michitoshi /{2, ed. Kubota Jun /A H
% and Hirata Yoshinobu *J- [ #13, vol. 10 (Tokyo: Iwanami Shoten %7 £ /5, 1994), 194-195. (\\/Z L TE L
EDITLEFITTHILTHINLH D).

'8! Nakamura did not footnote his reference. Nakamura Koji A1 B ., “Tenna kizoku ei ni tsuite K5 B REAZD
VNC,” Kokka 813, vol. 1218 (April, 1997): 16. Loaned by Manganji ¥ifi[#i=F, Kyoto National Museum currently
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The “Ohara gokd KJFUHISE” chapter of Heike monogatari states that Kenreimon’in 2 4L
FHBE (1155-1213), the mother of the late Emperor Antoku, memorialized the death of her son
with his portrait. In her residence at Jakkd-in &5E, Kenreimon’in placed a Buddha Triad [on

an altar] at the middle of the wall. To the left was a painting of Fugen bodhisattva; to the right

were portraits of Shandao ¥ (J: Zendo, active 613-681), an influential Chinese Pure Land

Buddhist monk, and the late Emperor Antoku. The text states that Kenreimon’in also placed
eight scrolls of the Lotus Sutra and nine scrolls of the teachings written by Shandao.'®* Such
placement of Buddhist paintings, a portrait of the emperor, and sutras suggests a Buddhist altar
setting. She may have chanted sutras in front of these images to commemorate her son and the
members of the Taira clan who drowned during the Battle of Dannoura in 1185.

In his diary, Hanazono tenné shinki {65 K & =i, Emperor Hanazono wrote on 1331

183

(Genkd JrHA 1) 11.22 that sutras were read in front of a portrait of Emperor Gotoba. *” The next

day, sutras were read again in front of the por‘[rait.184 The following year, on 1332 (Genko 2)

185 From the text, it is

2.22, some rituals were conducted in front of a portrait of Emperor Gotoba.
unclear whether Emperor Hanazono wrote about one portrait or three different portraits of

Emperor Gotoba. Emperor Hanazono used the word, ei (5; lit. shadow), which does not specify

the medium of the portrait(s). Although these short journal entries do not clarify whether the

houses this portrait of Emperor Toba. For more information on this portrait, see Mori Toru £:1%, “Toba joko no
miei ni tsuite 553 _F B OEE IO TC,” Kokka [EFE, 725 (1952): 260.

'82 Mihashi Tokugen fI§& & =, Heike monogatari “-Z245%: Hyoshaku 7R 3 (Tokyo: Zokugunshoruiji kanseikai
B ESENESE RS, 2000), 602. And Helen Craig McCullough, trans. The Tale of the Heike (Stanford, CA:
Stanford University Press, 1988): 432.

'8 Emperor Hanazono 1[5, Hanazono tenné shinki 165 K 2% 70 2, in Zoho shiryotaisei A SEHR K 3
(Kyoto: Rinsen Shoten [ ) 1135, 1975), 176.

"** Ibid., 176.

%3 1bid., 195.
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portraits of the emperor were paintings or sculptures, they do confirm the commemorative use of
these portraits.

Furthermore, Abbess Shozan Gen’yo H&[LIJCEE (1634-1727), the eighth daughter of the

Emperor Gomizunoo, perpetuated this ritual of remembering the dead by painting and donating
several portraits of her father to temples the emperor had patronized before his death.'®

Manpukuji &7 in Kyoto holds one of these portraits by Gen’yd. Every nineth month 19"

day, the anniversary of Emperor Gomizunoo’s death, Manpukuji displays the portrait of the
emperor, probably for a limited group of family members and close followers.'®” Today, as in the
case of Emperor Gomizunoo, the temple regularly exhibits these mortuary portraits for special
death anniversaries.'®®

Portraits of dead emperors, similar to the paintings of Buddhas, Bodhisattvas, and other
Buddhist deities, function as both offerings and as recipients of offerings. The belief in portraits

as offerings is important to consider when analyzing the portrait collection at Sennyiji.

2.6 COMMEMORATIVE PORTRAITS OF EMPERORS AT SENNYUJI
There is solid evidence that, by the 15" century, portraits were used in commemorative services
at Sennyiji. In preparation for Emperor Goen’yii’s one-hundred-year memorial service

(hyakunenki T 4E5) that took place at Sennyiji in the fourth month of 1492,'® the imperial

'% Gen’yd was also known as Princess Teruko - before she took her tonsure. She studied painting under both
Kand Yasunobu 58 72(5 (1613-1685) and Takuhd Doshii FL2:15 75 (1652-1714). Takuhd Doshii, an Obaku &5
Japanese Zen sect priest-painter, was a student of the eminent painter Kano Tan’yi #7144 (1602-1674). Patricia
Fister, Art by Buddhist Nuns: Treasures from the Imperial Convents of Japan JE.FI#f & JEfE D 3E47 (New York:
Institute for Medieval Japanese Studies, 2003), 27.

%7 Ibid., 51.

'8 The commemorative portraits of Emperor Gomizunoo at Sennyiiji will be discussed later in this chapter.

'8 A diary entry prior to the memorial service on 1492 (Entoku #E{& 4) 4.26 from Oyudononoue no nikki 33158 D
- HFL, a record kept by women serving in the imperial palace, indicates that the imperial family made a payment
not in cash but in textile called donsu #%+ for the 100™ memorial service for Emperor Goen’yii at Sennyiiji.
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family ordered Tosa Mitsunobu 1% {5 (1434?-1525) to create a new memorial portrait
painting of Emperor Goen’yi for use during his milestone memorial service.'”® Although
Sennytiji already owned a wooden portrait sculpture of Emperor Goen’yi, both the court and the
temple felt it important to order portrait painting to mark the one-hundred-year memorial service.

There is an interesting story associated with this portrait of Emperor Goen’yl. Seven
years later in 1499, Sennytji Abbot Senpaku 5t H (d.u) requested that Emperor Gotsuchimikado
#% H1HI (1442-1500, r. 1464-1500, 103™) to add an inscription in the space above the figure of
Emperor Goen’yii. The 1499 (Meio W) 8) 4.21 entry of Sanetakakoki states that Kazunaga 1
£ (d.u), a poet, delivered a poem to Sanetaka that Emperor Gotsuchimikado then inscribed on
the portrait of Emperor Goen’yt on the 27™ of that same month.'®' This additional inscription
project took place in the fourth month of 1499, the 107" death anniversary month of Emperor
Goen’yii (d. 1393 (Meitoku H{# 4) 4.26). The timing suggests that the project played a role in
the dedication to memorialize the emperor. The timing further indicates that the display of the
portrait for the memorial service might have inspired Abbot Senpaku to initiate this inscription
project.

By the early seventeenth century, the time when the imperial portraits housed at Sennyji

were created, Buddhist believers commonly practiced #suizen. As previously explained, tsuizen is

closely associated with the Confucian concept of the relationship between parents-sons

Oyudononoue no nikki 33158 D - HFC, in Zoku gunsho ruiji HikEEFEHE, vol. 2 (Tokyo: Heibunsha - 3CfL,
1987), 259-260.

10 Murashige, Nihon no bijutsu, 13.

! Sanjonishi Sanetaka, Sanetakakoki, vol. 3b, 644. Sanetakakoki (1499.4.27) includes a letter from Emperor
Gotsuchimikado to Sanetaka, who designed the format of the inscription. The emperor thanked Sanetaka for
providing him with detailed instructions on how and what to inscribe on the portrait. The emperor also expressed his
frustration for making a mistake. He wrote a wrong kanji for michi J& on the painting. Sanjonishi Sanetaka,
Sanetakakoki, vol. 3b, 644-645. Sennytiji/Unryii-in currently own(s) this portrait which is designated as an
Important Cultural Treasure B2 3C{Lfi. The correction made on the misspelled word on the portrait is still visible,
authenticating the painting.
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(children) and rulers-followers. Most of the Sennytji portraits with sufficient donor data verify
this tradition. The following list gives the donor information and, in some cases, the artist
information, for the Sennyiiji portraits.'®* In instances of textual support, I specifically used the
term “painted” for the donors who actually painted the portraits. In instances without textual
evidences, | assumed that the donors had commissioned an artist to paint the portraits.

e The tenth son of Emperor Gomizunoo %7K & (1596-1680, r. 1611-1629, 108"™), Dharma-
prince Gyodjo ZZ41 of Myohoin #PiAERE (1640-1695), painted two portraits of his father.

Extant records confirm that Gydjo actually painted at least one of these portraits and that
Emperor Gomizunoo then added inscriptions on one of them.'”

e The eighth daughter of Emperor Gomizunoo, Princess Teruko Y- (also known as
Fumydin no miya ¥ IFEE and Gen’yd JoE%; 1634-1727), made two portraits of her
father. The latest inventory list of imperial portraits at Sennyiji records that Fumydin no
miya (Fumydin no miya onhitsu ¥ B[t = f#14) drew the first portrait, and Gen’yd
(Gen’yd koshu ga JLEE/NTEH]) painted the second one. An annotation for the second

portrait states, “It is said that the body is drawn by Tan’yii.” As previously mentioned (in

a footnote), Gen’yd was a student of Kand Yasunobu and Takuhd Doshi, a student of

Kand Tan’yi. '

Therefore, it is probable that Gen’yd actually painted the face of
Emperor Gomizunoo, while Kand Tan’yti completed the rest of the portrait.

e Genchin JLFF (1668-1749) and Shaku Keidan F# 5% of Manpukuji /i #&<F, Kyoto,

each donated a portrait of Emperpr Gomizunoo. Genchin is better known as

192 Based on a list from Sennyiiji shi: Shiryohen, 351-352 (translated by Yuki Morishima) and the latest (probably
made in the last 100 years) inventory list of imperial portraits at Senny{iji.

13 Gyojo, vol. 1, 192-193. See the entries on 1667.2.13, 18, and 20.

194 Fister, Art by Buddhist Nuns, 27.
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Hyakusetsugenyd & #ili7c#, who was an Obaku Buddhist monk known for his painting
skill." Because Genchin was only twelve years old when the emperor died, he probably
created this portrait for later imperial commemorative services. Although no extant
record identifies Shaku Keidan, the inventory list at Sennydyji states that he was from
Manpukuji, a temple Emperor Gomizunoo had patronized before his death.

e Otagi Michifuku 2% %5181& (1634-1699) commissioned a portrait of the 110™ Emperor
Gokomyo 1% Y6HH (1633-1654, r. 1643-1654)."° Although not dated, the portrait was
most likely painted shortly before or after the death of Emperor Gokomyd because of its
commemorative purpose. Michifuku held the fifth rank from 1647 to 1658 ' and
although he had a relatively low rank within the court, he had an important connection to
the imperial family. His daughter Fukuko ##¥- (1656-1681)""® was a consort of Emperor
Reigen (a half-brother of Emperor Gokdomy®d) and gave birth to Dharma-Prince Kanryi

% (1672-1707)."°

1935 Nihon bukkyé jinmei jiten, 685.

"% Nojima Jusaburd % 5575 —H, Kugyo jinmei daijiten 235 N4 K F i (Tokyo: Nichigai Associates H4+7 > v
=—>7,1994), 172. Michifuku is also read as Michitomi and Michiyoshi. See the 1732 (Z£f& 17) 8.9 entry in Kaiki
BREC for how highly regarded Michifuku was. Kaiki was written by Yamashina Doan |LIF}E % (1677-1746), who
recorded information told him by a courtier, Konoe Iehiro 3755 EE (1667-1736) between 1724 and 1735.
Yamashina Doan |LIE}E 22, Nihon kotenbungakutaikei B AR B SC KR Kaiki #1578, in Kinsei zuisoshii 13T 1
FH4E 96, edited by Nomura Takatsugi BFA 257k (Tokyo: Iwanami Shoten & F /i, 1965), 468-469. Also see the
footnote on 399.

Also see Kokushi daijiten, vol. 2, 841 for more information on the Otagi family.

7 Kugyo bunin NSEHT, Shintei z6ho Kokushi taikei #7514 [E 5 K%, compilded by Kuroita Katsumi SE4R [
2, vol. 56 (Kokyo: Yoshikawa Kobunsha 7115432t 1964-1965), 20. The highest rank Michifuku attained was a
Provisional Senior Counselor, second rank (Gondainagon jinii #& K4 S 1€ —11).

%8 Fukuko - was also known as Minamoto naishi no tubone J N3 /).

1 Dharma-prince Kanryii was a Shingon Buddhist monk at Ninnaji. Reigen tenné jitsuroku 3 570K B E %, edited
by Fujita Joji % M %75 and Yoshioka Masayuki &5 [l 2 (Tokyo: Yumani Shobd @ F (ZE 5, 2005), 1095.
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e Dharma-prince Koben A (1669-1716), the sixth son of Emperor Gosai 7% 74 (1637-

1685, r. 1654-1663) and a Tendai sect monk at Rinndji temple at Nikkd, commissioned a
portrait of his father, the 111"™ Emperor Gosai.*”’

e Princess Masuko 1% (1669-1738), the tenth daughter of Emperor Gosai and a niece of

= —

Emperor Reigen #2t (1654-1732, r. 1663-1687), commissioned a posthumous portrait

of the 112" Emperor Reigen in 1732.2"!

e Princess Masako % 1~ (1673-1746), the third daughter, commissiond a portrait of

Emperor Reigen.

e Dharma-prince Kokan /A% of Rinndji (1697-1738), the third son of the 113" Emperor
Higashiyama # LI (1675-1709, r. 1687-1709), commissioned a portrait of his father.
e Kushige Takanari i 5% (1676-1744), a Senior Counselor (Dainagon KAH ) and an

uncle of the 114™ Emperor Nakamikado, drew a portrait of the Emperor (Kushige

Zendainagon Takanari gyd hitsu #ii %7 A KM S FERZE). Takashige’s sister, Yoshiko
B ¥ (1675-1710), was the mother of Emperor Nakamikado.?”?
e An unknown member of the Kazahaya & 5. family, holding the position of Lesser

General (Shasho V), commissioned a portrait of the 115™ Emperor Sakuramachi #52H]

(1720-1750, r. 1735-1747). Considering the active years of Emperor Sakuramachi, the

20 K 5ben was the sixth son of Emperor Gosai. For more information on the Rinngji temple, see Kokushi daijiten,
vol. 14, 676-677.

0! This portrait is currently missing; however, Akamatsu included it in the temple treasure list compiled in 1985.
Akamatsu, Sennyiji shi: Honbun hen, 417.

202 K asahara Hidehiko %5 5252, Rekidai tennd soran FEAN R 4% : Kaiha dokeisho saretaka S071% E 9 k& &
727> (Tokyo: Chiiokoron Shinsha HH /A FRHTH:, 2001), 275. Also see Nihon kokugo daijiten, vol. 10, 100.
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donor of this portrait, “Kazahaya,” is likely to be Kimio 23 (1721-1787), who held the

position of a Lesser General from 1738 and 1753.%

Hiramatsu Tokiyuki *F-AAFRF{T (1714-1786), a courtier ranked as Provisional Middle
Counselor, second rank (Gonchiinagon jiinii ¥ #9517 ), commissioned a portrait
of the 116™ Emperor Momozono Bk (1741-1762, r. 1747-1762).2*

The latest inventory list at Sennyiji indicates that a Kuze /A fit member of the third rank
(sanmi —Ar) drew (hitsu %) a portrait of the 118" Emperor Gomomozono % Bk

(1758-1779, r. 1770-1779). The third-ranked courtier from the Kuze family who served

during the active years of the rule of Emperor Gomomozono was Michine B4R (1745-

205 Michine attained the third rank in

1816) who was well known for his artistic talent.
1775, and remained in the position until 1792 (Emperor Gomomozono passed away in
1779).%% Michine also had an important imperial connection because his daughter,
Motoko R (d.u.), was an attendant/consort (nyobo #J5%) of Emperor Kokaku Y%
(1771-1840, r. 1779-1817), who became the 119™ emperor.2”’

Toyooka Harusuke E-[f]}5% (1789-1854) created portraits of the 119™ Emperor Kokaku

and the 120" Emperor Ninko /=2 (1800-1846, r. 1817-1846). Harusuke, who held upper

% Kugyé jinmei daijiten, 184. Kugyé bunin, vol. 56, p. 426. The highest rank Kazahaya Kimio attained was a
Gonchinagon (Provisional Middle Counselor). Kokushi daijiten, vol. 3, 250.

2% Kugyé bunin, vol. 56, p. 351 and 460. The highest position Tokiyuki held was a Gonchiinagon Shonii HE NS
1E AL Kokushi daijiten, vol. 11, 1075, and Kugyé jinmei daijiten, 680.

295 Atomi Gakuen Joshi Daigaku B .22 %+ K% owns a copy of hyakunin isshu T N— 1 (One Hundred
Poems by One Hundred Poets; 1D # 002000). Kuze Michine did the calligraphy and illustrations for the album; his
contributions show that he was a fine artist.

206 Kugyé bunin, vol. 56, p. 534, p.570. and vol. 57, p. 86. The highest rank Michine attained was a Provisional
Senior Counselor (Gondainagon) in 1805. Kugyé jinmei daijiten, 272.

7 Nyoboshidai 1 IR .
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third rank (shosanmi 1E. =A7)**® and the position of Minister of Treasury (Okurakyd i
Y, was well-known for his painting skill.”® According to Komei tenno ki ZW K 4L,

in the ninth month of 1846 (Koka 541k 3), Harusuke was ordered to paint ([#7)> L ¢) the

portrait of Emperor Ninkd.*'’

e Tsutsumi Akinaga HE¥7 (1827-1869) commissioned the portrait of the 121 Emperor
Komei. At the time of Emperor Komei’s death, Tsutsumi held positions of Honorary

Consultant (hisangi #:2%7%), third rank, and Mayor of the Right Capital District (ukyd no
daibu £ 5K F%).?!! He was also the head imperial chamberlain (jijiiche 7t 5) for

Emperor Komei.”'?

As this list from Sennyiiji shows, close attendants of emperors, in addition to the
immediate members of the royal family, customarily donated memorial portraits of emperors for
special occasions.”"® In some cases, they not only donated but also painted memorial portraits.

For example, a diary entry on 1664 (Kanbun %%3C 4) 6.2 from Gydjo hosshinné nikki ZERNEBL

+ H 7L states that while Gyojo painted the face of his father, Emperor Gomizunoo, Kano Tan’yi,

2% 1t is also read as Gimitsu no kurai. Kugyé jinmei daijiten, 541.

% Kugyé bunin, vol. 57, p. 263-264, 396, and 432. Jinbutsu refarensu jiten \#¥) L 7 7 L A it (Tokyo:
Nichigai Associates H#7M7 v & T —,1996), 1705. For more information on the Toyooka family, see Kokushi
daijiten, vol. 10, 447. Toyooka Harusuke was also known as Fujiwara Harusuke.

19 Komei tennd ki WK 240, (from Shiryd Hensanjo Dainippon shiryd sogd détabesu SUEHRELAT K B A S EkHA
A7 — & ~X—R). See the ninth month of 1846 (Koka 3). (KpJiIARFIAE M 1o LT, [CFEREOM]
% % 7> L T¢). The record does not indicate who ordered Harusuke to paint the portrait of Emperor Nink®d. I could
also translate the above sentence as “Harusuke ordered someone in the Toyooka clan to paint the portrait of Emperor
Ninko,” which makes Harusuke a commissioner. However, Harusuke was known as a skilled artist making me think
that he was the painter. Since Harusuke painted the portrait of Emperor Nink®, it is likely that he also painted the
portrait of Emperor Kokaku.

' Kugyé bunin, vol. 57, p. 536 and 571. Jinbutsu refarensu jiten, 1600.

22 Kugyé jinmei daijiten, 506.

213 Because these upper-class courtiers had a higher rank than hisangi (Honorary Consultant), they could meet with
an emperor at the Imperial Palace. For more information, see the Inaccessibility of Imperial Portraits section in this
chapter.
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a professional artist, finished the portrait.”'* Three years later, Gydjo depicted the emperor again
and stated that he alone painted the entire portrait himself.*"”

While it is not unexpected for the immediate family members to order or paint portraits
of a deceased emperor, high ranking officials (supporters/attendants) ordering portraits is unusual
and needs to be carefully examined. It is surprising that the above list includes not only the top
ranking courtiers, but also middle ranking ones. Unlike Senior Counselor Kushige Takanari and
Provisional Middle Counselor Hiramatsu Tokiyuki, the following courtiers were officers but not
as highly ranked: Otagi Michifuku; an unknown member of the Kazahaya family in the position
of Lesser General (Kazahaya Kimio); an unknown member of the Kuze family holding third rank
(Kuze Michine); Toyooka Harusuke; and Tsutsumi Akinaga. A personal relationship with the
imperial family must have been an important requirement of a donor and/or painter of imperial
portraits. In addition, having a certain high court rank may have been a prerequisite. Because
these imperial portraits were used for commemorative services (not for political propaganda,
etc.), personal devotion to the deceased emperor and imperial family also must have been a
motivation for these donors to create portraits.

Although it was a common practice for those who were close to the late emperors to
create imperial portraits, there are two exceptions that were painted centuries after the deaths of
two emperors. First, the aforementioned portrait of Emperor Goen’yt from 1499 and second, the
portrait of Emperor Shijo from 1641. The portrait of Emperor Goen’yi is the only portrait at

216

Sennytiji allegedly painted completely by a professional artist.”” The imperial family may have

214 Gydjo, vol. 1, 30 and 32. See entries under 1664.5.4 and 1664.6.2. This portrait was given to Hanjuzanmai-in.
213 Gydjo, vol. 1, 193. Also see the entry on 1680 (ZE= Enpd 8) 8.19. Gydjo, vol. 2, 211. This portrait was given to
Sennyiiji. These two portraits painted by Gydjo were both created while Emperor Gomizunoo was still alive.

216 Akamatsu, Sennyigji shi: Honbun hen, 234. Kand Tan’yi assisted Gyjo with painting Emperor Gomizunoo,
however, he did not paint the face of the emperor. Naruse Fujio claims that the portrait of Emperor Goydzei % [5h%.
(1571-1617, r. 1586-1611, 107™) was painted by Kano Takanobu %787 #{5, the father of Tan’yi. However,
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ordered a professional artist to paint the portrait in this case because nobody personally knew
Emperor Goen’yl, who had died one hundred years earlier. Second, Nakanoin Michimura, a
Provisional Senior Counselor (Gondainagon), ordered a replacement portrait of Emperor Shijo,
believed to be Shunjd’s reincarnation, because the original portrait had been destroyed in the
Onin War. According to the inscription on the back of the painting, the new portrait was
dedicated to Emperor Shijo for use during his four-hundredth-year memorial service held at
Sennyiiji in 1641.%"” Since then, this portrait of Emperor Shijo has been kept in the Reimei Hall
within the precincts of Sennyiji.”'® No written record identifies the artist commissioned by
Michimura, however, I assume that a professional artist was chosen for this project since none of
Emperor Shijo’s close relatives and supporters were alive to paint him four hundred years after
his death.

Regardless of who painted the imperial portraits housed at Sennyiji, the following
episode suggests that these portraits were reserved especially for commemorative rituals in the
18™ century. In 1784, Sennyiiji exhibited its treasures for twenty days at Dairyiji KE&F in
Nagoya. The exhibition publicly displayed many imperial objects, including emperors’ personal
belongings donated to Sennyiiji. The following year, Enkdan J&{F /@ (1756-1831), a painter and

writer from Nagoya, published a booklet, which pictorially documented the exhibition.*'” In this

booklet, the artist illustrates the general public enjoying the display of the imperial treasures and

Akamatsu does not identify the artist for the portrait of Goyozei and leaves it as anonymous. Since Naruse does not
provide any reasons for his claim, I do not include this portrait of Emperor Goyozei as the third exception. Naruse
Fujio AN K, Nihon shozogashi H K H A48 5 : Nara jidai kara bakumatsu made tokuni kinsei no josei
y6d6z6 o chitshin toshite 25X BRI B IR E T, FRICIT O LM - $h#E5 % Fls & LT (Tokyo: Chiid
Koronsha H1 JL 85w £ HIAR, 2004), 51.

27 Sennyiiji shi: Shiryohen, 381-382.

218 Emperor Gomizunoo later commissioned a wooden portrait sculpture of Emperor Shijo in 1666.

219 Nagoya-shi Hakubutsukan 44 &7 R i lE#)8i, Enkéan no hon $8MERE D A: Sennyigji reihé haikenzu Saga
reibutsu kaichoshi 5% <F 5 FHF FLIX WEIfk T2 (L BAMEE (Nagoya: Nagoya-shi Hakubutsukan 44 1y &= 7 A,
2006), 7-29 (especially 14-27). Enkdan is an artist name of Koriki Tanenobu 5 JJf{5 of Owari 2 5E.
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Buddhist artifacts. For instance, visitors are shown viewing Emperor Gomizunoo’s prayer beads
and robe, Emperor Nakamikado’s censor and ink stone, and Emperor Gomomozono’s screen
painting, sword, pillow, and bedding. Judging from the illustrations of the exhibition, Sennyji
monks included the emperors’ personal items in the exhibition, but they chose to exclude the
portraits and spirit tablets of the emperors. Perhaps the late-18"-century Japanese monks
considered mortuary portraits and spirit tablets as objects only to be used for rituals and deemed
it disrespectful to publicly display them.**

To memorialize the deceased emperors, the immediate members of the royal family and
supporters of the emperors created portraits at Sennyiiji for a variety of reasons: annual death
anniversaries; special mortuary occasions, such as milestone death anniversaries (e.g. 100™
year); and the building of a new temple hall. The monks then annually brought out the portraits
to commemorate the deceased’s death date. These commemorative portraits were reserved for

religious function rather than for public display.

2.6.1 Reverse Rite (Gyakushu &)

In addition to tsuizen, some emperors presumably used their portraits for another practice called
gvakushu. Practiced since the Heian period in Japan, the gyakushu reverse rite is an act
performed while one is alive to increase one’s chance of reincarnation into a better realm.?'
Although tsuizen relies upon surviving family members to make food offerings, chant and copy

sutras, and dedicate portraits to a deceased person, gyakushu allows a living person to

20 Since the available exhibition includes no list of objects, it is impossible to know the full content of the exhibition.
Possibly, the artist chose not to depict portraits and spirit tablets (ritualistic objects).

21 55i& can be pronounced as gyakushu, gyakushii, or gekishu. This concept is also known as yoshii T1&. See
Nihon kokugo daijiten, vol. 4, 290. and Kokushi daijiten, vol. 4, 222-223.
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accumulate merits in preparation for his/her own death through similar behaviors.?** The
Scripture on the Ten Kings explains this concept:

...A person can during life commission this scripture or the various

images of the Honored Ones, and it will be noted in the dark registry.

On the day one arrives, King Yama will be delighted and will decide

to release the person to be reborn in a rich and noble household,

avoiding [punishment for] his crimes and errors.”*’

On the day one arrives, one will expediently attain assigned rebirth in

a place of happiness. One will not dwell in intermediate darkness for

forty-nine days, and one will not have to wait for sons and daughters to

attempt posthumous salvation.”**
When the deceased appears in front of the Kings of Hells for the last judgment, merits
accumulated while alive may influence them to make a more favorable decision. Chapter eleven
of the Kanjokyo WETER% from the mid-8™ century states that if the deceased practices gyakushu

for thirty-seven days while alive, he or she can gain unlimited benefits.”*> Furthermore, volume
two of the Jizobosatsu hongankyo sutra HUEE FEAJFERL states that if a person dies without
practicing gyakushu, the deceased can receive only one seventh of the tsuizen benefits dedicated

by his/her relatives.”® The rest of the benefits will be distributed to those family members who

practiced tsuizen. Without gyakushu, the benefits caused by tsuizen are diminished.

22 The aforementioned sutra called Yoshii jiié kinanakyé introduces both tsuizen and gyakushu. While nana nana sai
£ £ 77 refers to the dedications offered to a deceased, kinanasai &=t 725 refers to Buddhist dedications offered
before one’s death.

22 Translated by Stephen Teiser. Teiser, 87.

2% Translated by Stephen Teiser. Teiser, 204.

225 Nihon bukkyashi jiten, 194.

26 Jizobosatsu hongankyé sutra e 3% [ AFAAE, chapter 2.
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Many, including emperors, believed in this concept of gyakushu. For example, in the late
15™ century, Emperor Gotsuchimikado commissioned a set of paintings of the Ten Kings held at

Jofukuji ¥+#&=F in Kyoto for his salvation. The writing on the inside of the box for the paintings
(uragaki Z£3E) states: “These pictures are from the Entoku #Ef# era (1489-1492). They are for
the gyakushu rites of emperor Gotsuchimikado....”**’As such, it was typical to donate paintings
of deities and to copy sutras; however, the following example suggests that imperial portraits
were also donated to temples as part of gyakushu rites.

According to Emperor Gotsuchimikado, he commissioned a portrait of himself in 1489
(Entoku ZEfE 1), eleven years before his death in 1500, and had it installed in the Hanjiizanmai-

in %S =BEBT in Kyoto.”® On 1489.12.23, the monk Zenki #22 (d.u.) presided over mandara

229

rituals and a memorial service for this longevity portrait (juzé 7#{%).”” By dedicating his own

portrait to a temple and conducting a memorial service, it is possible that the living emperor
proactively accumulated merit in preparation for his last judgment.

A second example is the portrait of Emperor Gomizunoo that was donated to Sennydji
while the emperor was still active. The portrait was painted by the tenth son of Emperor
Gomizunoo, Dharma-prince Gydjo of the Myoho-in temple. The portrait was then donated to

230

Sennyfdji in the second month of 1667 (Kanbun 7).”" At the time of the donation, Emperor

Gomizunoo was still alive because he personally added an inscription to the painting.>"

**7 Tani Shin’ichi 25—, “Tosa Mitsunobu ko %315 % Tosaha kenkyi no issetsu FA=JRAFZ7ED —Hi 2,7
Bijutsu kenkyii SE1FAF4E 103 (July, 1940): 211. and Quitman Eugene Phillips, “Narrating the Salvation of the Elite:
The Jofukuji Paintings of the Ten Kings,” Art Orientalis 33 (2003): 129.

228 Kokushi daijiten, vol. 11, 778, and Oyudononoue no nikki, vol. 2, 126. Also see Phillips, The Practices of
Puainting in Japan, 151. Emperor Gotsuchimikado established the Hanjuzanmai-in after the Onin War.

229 Sanjonishi Sanetaka, Sanetakakoki, vol. 2a, 347, and Oyudononoue no nikki, vol. 2, 126.

20 Gydjo, 192-193. Gydjo also painted another portrait of Emperor Gomizunoo and donated it to Hanjuzanmai-in in
Kyoto in 1664.

B A shikishi with two waka poems composed and inscribed by Emperor Gomizunoo is pasted on the top right
corner of this painting.
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In order to gain benefits after life, some emperors, such as Emperors Gotsuchimikado and
Gomizunoo, participated in the gyakushu rite. They donated their own portraits to temples in the
same way that theydonated ritual objcts and copied sutras. Some emperors perhaps expected
return merit for dedicating their portraits to temples and for ordering Buddhist services before

their death.

2.7  INACCESSIBILITY OF IMEPRIAL PORTRAITS
As 1 have shown, the imperial family used the portraits of deceased emperors for
commemorative purposes, not for public display. Only family members and some trusted
individuals were able to view them. Therefore, only those who were eligible to attend
commemorative ceremonies would have seen the portraits.”*> There is no textual record that

clearly identifies those eligible to see the portraits but it is likely that kugyo ZAJE1 (Ministers of

233

the Council of State who held the third rank or higher)”” would have seen the imperial portraits.

In addition to kugya, the courtiers listed as tenjobito & I \ might also have been permitted to

view the portraits since some of the commissioners of imperial portraits at Sennyiji were ranked

lower than third rank. Tenjobito, which consists of senior nobles ranked fifth or higher (including

234

kugyo),”* were allowed to enter the Seiryd-den {5 4%, the private quarters of the emperor, and

have an audience in the Imperial Palace. Receiving permission to see the emperor in person

2 It is possible that the mortuary portraits might have been draped with cloth during the ceremony because the
presence of the portrait is more important than seeing of the portrait. For more information on this notion, see the
discussion on Aibutsu in the following section.

3 Kugyé includes Daijo daijin KB F (Chancellor), Sadaijin 72 K (Minister of the Left), Udaijin 45 K FL
(Minister of the Right), Dainagon X (Senior Counselor), Chiinagon F#A= (Middle Counselor), Sangi £
(Advisors on the Council of State), and Hisangi 2% (Honorary Consultant).

34 Thomas Donald Conlan, State of War: the Violent Order of Fourteenth Century Japan (Ann Arbor: Center for
Japanese Studies, University of Michigan, 2003), 408. Conlan does not state how many upper-class courtiers were
listed as tenjobito. This statistic is important because it might indicate how many people had access to the imperial
portraits.
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might also have allowed the tenjobito to view the imperial portraits at Sennyiiji. However, it is
debatable whether or not tenjobito were allowed to see the portraits of other deceased emperors
whom they did not serve.

Most of the other non-imperial portraits from the pre-modern period were also used for
mortuary purpose, therefore they, too, were always private. However, the imperial portraits were
especially inaccessible to the public because the faces of Japanese emperors were not for the
public viewing. Sissela Bok, a philosopher, explains that privacy is “the condition of being
protected from unwanted access by others — either physical access, personal information, or
attention. Claims to privacy are claims to control access to what one takes — however,

grandiosely — to be one’s personal domain.”**’

Based on her definition, I argue that restricted
access to the portraits of emperors was not a matter of simple privacy. Rather, an emperor’s face
was sacred and should never be seen by the public.

The desire to maintain the privacy of the imperial family and the belief in the sacredness
of the emperors resulted in the portraits at Sennyiji being kept from public eyes. The manner

that pre-modern Japanese artists portrayed emperors in handscrolls supports the belief that the

imperial portraits had a sacred component. For example, Yamamoto Yoko [LIA[5-, an art
historian, focused on depictions of emperors in handscroll paintings (emaki #2°5) from the 12"-

14™ centuries. Yamamoto explains that many artists did not illustrate the faces of the emperors,
but instead painted only the lower half of the emperors’ bodies hiding the faces. Specific

examples from Shigisan Engi 18 £ 1L (12" century), Kitano Tenjin ALEF KA (13™ century,

Jokyti-bon), and Nayotake Monogatari 73 X 7= 17 W3k (early 14" century) prove that artists from

25 Gissela Bok, Secrets: On the Ethics of Concealment and Revelation, (New York: Pantheon Books, 1982), 10-11.
Bok admits that privacy and secrecy often overlap. She states that “privacy need not hide; and secrecy hides far
more than what is private.” Ibid., 11. Bok’s interpretation derives from Georg Simmel’s works on privacy.
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the medieval period intentionally blocked or hid the face of the emperor with objects, such as
bamboo blinds and silk curtains, to show respect toward the emperor.>*

Historical evidence supports Yamamoto’s theory that artists depicted emperors in painted
scrolls in a way that was intended to honor the sanctity of the emperors. On 1444 (Bunan (7% 1)
2.30, Nakahara Yasutomi FJ5FE (1399-1457) wrote in his diary, Yasutomiki & 7L, that
retired Emperor Suko £25% (1334-1398, r. 1348-1351), the third emperor of the Northern
Dynasty, “sealed by imperial order (chokufii #Ef)” the portrait of Emperor Goshirakawa 1% H
] (1127-1192, r. 1155-1158, 77™). Nakahara then specifically stated that only the retired
emperor could see the portrait (272 & T % 4 4 2 th).*7 Although it might be an
exaggeration that only the retired emperor had access to the portrait (and it could also be a
unique case for this particular portrait of Emperor Goshirakawa), I interpret this record to
suggest that only a limited and select audience could view the portraits of emperors.

In addition to scholarly and historic findings, legends also can help to explain the limited
display of the imperial portraits. This notion of the invisibility of sacred and powerful beings has
roots in ancient Japan. Prior to the importation of Buddhism, the Japanese believed that kami,

their local gods, were invisible. If someone accidentally saw a kami, the witness would be cursed

and have bad luck. Hitachi no kuni fudoki 7 FE[E B 13T, a document from the early 8™ century,

36 yamamoto Yoko [IAXE¥-, “Emaki ni okeru tennd no sugata no hydgen #8585 1F 2 KEDEDO LK,
Museum, 564 (February, 2000): 49-72.

7 Nakahara Yasutomi TR EE S, Yasutomiki BE&E 7L 2, in Zoho shiryotaisei YEA# S EHR L 38 (Kyoto: Rinsen
Shoten i) [1F)5, 1975), 35.
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states that if someone were to see Yatsu no kami & JJ{#, a snake god with horns, he or she

would produce no offspring and his/her family would soon become extinct.”*

The Sujin chapter of Nihonshoki shows that the idea of kami not appearing in front of
non-divine beings was a wide-spread notion, not only a regional belief. In this legend, the
princess Yamato-toto-hi-momo-so-bime no Mikoto complained that she had never seen the face
of her husband Oho-mono-nushi no Kami (god) because he only visited her at night. Upon her
request, he appeared in front of her in the morning by taking the form of a beautiful little

snake.?’

This tradition of the “inaccessibility” of divine beings in the early periods may explain
why the Japanese of the pre-Heian period were initially hesitant to depict their emperors,
individuals whom they considered sacred.

Although the Buddhist monks did not hide the portraits of emperors from the public, they

did practice hibutsu $4{L (lit: sacred Buddhas), which may shed light on the closed display of

portraits at Sennytji. Some sacred Buddhist statues were kept in a shrine away from public view
and only displayed on special occasions. As Fabio Rambelli, a scholar of Religious Studies,
explains, hidden Buddhas, whose concealment in the inner sanctum symbolizes their secret
nature, evoke infinite power and potentiality. *** Likewise, portraits of emperors have an
embedded spirit and should also be seen in a controlled way. Hiding sacred images illustrates

that their invisible presence strengthens their sacredness. The secretive nature of imperial

% Hitachi no kuni fudoki, JHTI, 54. Translated by Michiko Yamaguchi Aoki. Michiko Yamaguchi Aoki, Records of
Wind and Earth: A Translation of Fudoki with Introduction and Commentaries (Ann Arbor, Mich.: Association for
Asian Studies Inc., 1997), 50.

%' W.G. Aston, trans. Nihongi: Chronicles of Japan from the Earliest Times to A.D. 697, Chapter 5: Emperor Sujin
244, (Rutland, VT: Charles E. Tuttle, 1975), 381. Because Oho-mono-nushi no Kami took the form of a snake,
Yamato-toto-hi-momo-so-bime no Mikoto, the princess, got frightened and screamed. Shame motivated the god
(husband) to flee from the princess and to ascend Mount Mimoro. The princess, who regretted her behavior, stabbed
herself in the pudendum and died.

240 Bor more information on hibutsu, see Fabio Rambelli, “Secret Buddhas: The Limits of Buddhist Representation,”
Monumenta Nipponica, vol. 57, No. 3 (Autumn, 2002), 271-307.
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portraits gives them more importance than the public presentation of portraits and, as a result,

implies respect toward the sovereignty of their emperors.

2.8 PORTRAIT AS AN ALTARPIECE
Not only did mortuary portraits symbolize the spiritual existence of the deceased, they also
functioned as if they were substitutes for the deceased. Instead of rituals conducted in front of
imperial tombs, portraits were used to commemorate the deceased. This may be because all
things associated with death (tombs, cemeteries, and the deceased’s body) were impure and

contaminated (kegare F#%#1).*"!

Surprisingly, this concept of impurity extends to imperial tombs. Even emperors who
supposedly were “living gods” could not avoid death and its impurity. Superstitious Heian court
nobles created regulations on how to deal with death-related impurity and wrote in their diaries

about how they detested impurity. Texts such as Murakami tenné goki ¥ K B2AHFC from the
10™ century, Nenjiigyaji hisho % 4T S5H40 from the 13" to 14™ century, and Shokugensho ¥
J5. 40 from the 14™ century, suggest that even imperial death was impure. An entry in the
Murakami tenné goki, dated 966 (Koho FEfk 3) 12.10, states that the officers of the nosakishi ff

A A ,242 who manage imperial tombs, should not attend court functions during the “sacred

1 Although cemetery scenes from the famous handscroll painting titled the Gaki zoshi f# . B+ from the 12
century should not be taken as verifiable fact, they may indicate such a practice and belief. In the scroll, cemeteries
were depicted as a place where decaying bodies were scattered about and where hungry ghosts roamed. These
scenes suggest that tombs were inappropriate places to visit and commemorate the deceased in early Japanese
history. Also, the early Japanese, perhaps in recognition of Buddhism, which considered a body without a soul as
insignificant, allegedly left bodies decaying in places such as cemeteries and riverbanks.

2 Although the reasons for the termination are unclear, the court ended the positions of nosaki in the 12" month of
1350. Tanaka Satoshi FH HI&, et al., “Rydbosairei no rinen to hensen [EE43 4L DA TE,” Bessatsu rekishi dokuhon
78 B SE HEAS: Rekishi kensho Tennoryo IR SEFRGER 5 % (Tokyo: B A1 Ktt, 2001), 54-55.
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months.”** Nenjiigyaji hishé, written in the Kamakura period, clearly states that although the
imperial tombs have similarities to kami-related matters (shinji f#5%), [all tombs] are impure
(fujo 7~ ¥4 ).*** Therefore, such impurity should be separated from “kami-related” issues.
Furthermore, around 1340, Kitabatake Chikafusa 4t &5 (1293-1354) noted in Shokugensho
that the officers from Shoryoryé &% %% (the Department of Imperial Tombs) are referred to as
kinki no kan 2552 '8 , which literally means “officers of taboos.”** As such, in medieval Japan,

death and tombs, including imperial ones, were thought of as impure.**®

2.8.1 State of the Imperial Tombs in the Ninetenth Century

Because burial places were traditionally seen as impure, imperial portraits served as a “purer”
way to commemorate the deceased. This interpretation of the relationship between imperial
tombs and portraits may be too simplistic. However, the neglected state of 19th-century imperial
tombs must be considered when analyzing the mortuary portraits because many tomb mounds

were not thought to be ideal places to conduct commemoration rituals. Shiiryé no kenpaku &%
DOEEH,* an initial condition report submitted to the government by Toda Tadayuki /= H 41

(1847-1868),**® the lord of Utsunomiya clan on 1862 (Bunkyii 2) 8.14, provides insight into the

* Murakami tenné goki ¥t R EHIFE, in Zohoban shiryé taisei HEAH S B RL, ed. Zohoban Shiryd Taisei
Kankokai HE AR SEFR AR FIT 743, vol. 1 (Kyoto: Rinsen Shoten i )11 5EJE, 1975), 191. The autor did not define
the “sacred months.”

** Nenjuigyoji hisho 4= AT 8P, in Gunshoruiji BEEFAHE 6, compiled by Hanawa Hokinoichi i . —
(Tokyo: Zoku Gunsho Ruijii Kanseikai it E3HME RS, 1983), 560.

* Kitabatake Chikafusa 4t/ &#55, Shokugensho WRIFED, in Gunshoruiji #EEFAGE 5, compiled by Hanawa
Hokinoichi #{& . — (Tokyo: Zoku Gunsho Ruijii Kanseikai feff EXHHE TS, 1960), 616.

26 As the story of the death of Izanami in the Nihonshoki indicates, death pollution could even infect a deity.

7 A copy of Shiiryé no kenpaku &% 0% [ is kept at the Imperial Household Agency Library in Tokyo.

¥ Even though Toda Tadayuki 841 (1847-1868), the lord of Utsunomiya, signed and submitted this report, he was
not directly responsible for compiling the raw data for it because he was only 14-years-old in 1862. Instead, Toda
Tadayuki /7 H 82 (1809-1883) actually conducted the field research. (Note that the pronunciation of the name
Toda Tadayuki is the same as the Lord of Utsunomiya, but the last characters (4! and %) are different.
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state of the imperial tombs in the 19™ century.**’ According to the report, the neglected state of

0

imperial tombs required immediate attention.”® Shiryé no kenpaku further claims that no

restoration had occurred since the Kamakura period.”' Despite the exaggeration of this claim,
the content does highlight the terrible state of these tombs.>

The restoration record states that the restoration of more recent tombs at Sennytji cost the

government 17,105 ryé [, which is approximately 20 percent of its entire restoration budget.”

This large expenditure suggests that the government spent more time and money on either
elaborating the tombs of more recent emperors or restoring these tombs due to their poor
condition. Because of the deteriorated condition of many of the imperial tombs, these tombs
were not considered as sacred places for rituals before the Meiji period. Again, it is too simplistic

to conclude that the commemorative portraits were established because of the impurity of the

¥ Earlier in the 1808, both Gamo Kunpei i 24 - (1768-1813) and Yamamoto Tan’en [LIAE researched
imperial tombs. Gamd compiled a list of tombs titled Sanryoshi [l and Yamamoto drew the tombs in Sanryé-
zu AL ILFEX]. Gamd Kunpei 7/ 2EF W, Sanryoshi |17, in Shinchii Kogakusosho it B #E, ed. Mozume
Takami #4E i1 i (Tokyo: Kobunko kankokai Ji SCJ# F1)1 743, 1927). Furthermore, Utsunomiya domain was not the
only domain which was interested in imperial tomb restoration. For example, Tokugawa Nariaki &)1 (1800-
1860) of Mito domain pleaded with the government to restore the tomb of Emperor Jinmu #f% (according to Kojiki
and Nihonshoki, Emperor Jinmu was the first emperor of Japan) in September 1834, before the 2500 year
anniversary of Jinmu’s accession in 1840. However, the government rejected this idea. Toike Noboru ##L5-,
Tennoryd no kindaishi KEE DT (Tokyo: Yoshikawa Kobunkan 71154 3CEE, 2000), 19.

230 The research team included such historians as Tanimori Yoshiomi & #x R (1818-1911), Sunagawa Kenjird b
JIEEVRER (1816-1883), Kitaura Sadamasa AL{fi EEL (1817-1871), and Hiratsuka Hyosai “FE£ 55 (1794-1875),
and a painter, Okamoto Tori [ Ak B (1806-1885). Toike, 32.) When Toda arrived at Kyoto, he saw the neglected
condition of the imperial tombs. In his report, Bunkyiido sanryé shitho koyo SC/AJE (LI EEAHHZE, dated 1862.12.4,
he remarked that many local farmers cultivated the land on some of the imperial tombs and planted crops, such as
wheat. For more information, see Toda Tadayuki, Bunkyiido sanryé shitho koyo SC/AJE LI BEERHHAEL (The
Imperial Household Agency Library owns the original). Also see Toike Noboru # i -, Tennoryoron K &2 i:
Sei’ikika bunkazaika 223 7> 3C{L.#4 7> (Tokyo: Shinjinbutsu draisha #7 A #1344k, 2007), 51.

21 Shiiryé no kenpaku. Toike, Tennoryé no kindaishi, 18.

52 The report also suggests the political benefits of restoring the imperial tombs; such restoration would better
educate Japanese citizens about their history and, therefore, build a stronger nation. Shiiryo no kenpaku. Toike,
Tennoryé no kindaishi, 17-19. The project to locate and restore the tomb mounds of the historical emperors would
also result in a visible genealogy of the imperial line. Such well-restored and marked imperial tombs were intended
to re-establish and strengthen the authority of the emperors.

233 Calculation based on information on pages 300 and 302 of Bunkyi sanryé zu /A LK. Toike Noboru 4t -,
et al. Bunkyit sanryo zu SC/AIFEX]. Tokyo: Shinjinbutsu draisha 7 A#1¥ ¥4t 2005. (The original is currently
kept at Kunaichd shoryd bu = NJT EEH).
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tombs. However, the appalling state of the tombs before the restoration in the late 19" century
suggests that these death portraits offered the court nobles a safe place (i.e. Sennyiiji) to conduct

imperial commemorative rituals.

2.8.2 Transformations of the Imperial Tombs
Upon receipt of the report by Toda, one of the improvements the government made to the
imperial tombs was to create an altar area (haijo ££7JT) at each imperial tomb. On 1862 (Bunkyil
2) 10.26, Toda discussed with Nonomiya Sadaisa B & £ 2 (1815-1881), a courtier in charge of
this project, the idea of fencing off the mounds and creating an altar area for each tomb by
building a forii B J& gate and marking it with an engraved stone pillar.”>* Toda’s suggestion
helped transform imperial tombs into sacred places for commemoration.

Despite the creation of new altar areas, however, imperial tombs were still considered
polluted. Six years later in 1868 (Meiji 1), Meiji politicians held a meeting to determine whether

or not imperial tombs were polluted. According to an entry (1868.4.7) in Fukkoki 12 i 5C,
Tanimori Yoshiomi A#x# . (1818-1911), an imperial tomb researcher, claimed that imperial

tombs were pure because emperors, both during their lifetime and after their death, were deities.
In Tanimori’s opinion, Buddhist teachings gave a false notion of impurity to the imperial
tombs.?> This 1868 meeting defined the imperial tombs as pure. The government’s decision that
the imperial tombs are not polluted was important because it gave the Shintd priests, who were
prohibited from any contact with impurity, the opportunity to oversee imperial funerary rituals.

In September 1869 (Meiji 2), the government created a Division of Imperial Tombs (Shoryoryo

24 Toike, Tennoryo no kindaishi, 36-37.
233 See the section under “Sanryd okegare no shingi |11 FE{EIf% / ##.” Fukkoki #2715 7C 4, edited by Kawamata
Keiichi JI|{#%&—, vol. 71 (Tokyo: Naigai Shoseki PN/ EEE, 1929), 263-264. See the section under 1868. 4.7.
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R 1%%%) within the Imperial Household Agency’s Department of Sacred Rituals (Jingikan ik
®). In January 1871 (Meiji 4), the Meiji government passed a law called Agechirei FFn4y,

which officially separated the imperial tombs from Sennyiiji.**® The Department of Sacred
Rituals eventually took over the management of imperial tomb mounds.”’ This may have caused
the Buddhist commemorative, ritualistic function of the imperial portraits to decline as the tombs
were now equipped with a space for Shintd rituals. Such positive transformation of these tombs
from pollutants into sacred places might have resulted in imperial death portraits losing their

prominence as private, ritual objects in the late 19™ century.

2.9 VISUAL REPRESENTATION OF LINEAGE
In addition to their commemorative function, the imperial portraits at Sennydji serve to confirm
the lineage of emperors. The source of this notion of memorializing late emperors as a way to
create a visual genealogy lies in the Chinese portrait tradition. The notions that were put forth by
Buddhists and mixed with Chinese imperial portrait practice may have affected the tradition of
imperial portraiture in creating a visual lineage of the Japanese emperors. Chinese textual
records, written as early as the Sui (581-618) and Tang (618-907) dynasties, confirm the
existence of portrait halls in monasteries in China.>® T. Griffith Foulk and Robert H. Sharf state

that by the Tang dynasty, the Buddhist portrait halls housing portraits and spirit tablets “served to

6 Due to the policy of Buddhism-Shinto separation, the land, including the imperial tombs, owned by Sennyiiji was
decreased from 200,000 tsubo 3 (660,000 square meters) to one fifth of the original, 40,000 tsubo (132,000 square
meters). Uemura Teird, 14. Since the temple lost its land and imperial support, it is easy to imagine that the temple
experienced financial trouble.

7 Takagi Hiroshi & A&, Nihonshi riburetto A AU 7 L |k 97: Rygbo to bunkazai no kindai %% & Sk
4 DX (Tokyo: Yamakawa Shuppansha [LI)1 HHAREL, 2010), 23. Sennyiiji website states that Kunaishd took
charge of imperial tombs in 1878 (Meiji 11). http://www.mitera.org/history.php (accessed on September 6, 2013).
In March, 1886 (Meiji 19), the Imperial Household Agency’s Shorydryd began to manage the tombs. Even today,
their office is located in the vicinity of Sennydji.

¥ Helmut Brinker and Kanazawa Hiroshi, “ZEN Masters of Meditation in Images and Writings,” translated by
Andreas Leisinger, Artibus Asiae (Supplementum), vol. 40, (1996): 114. These structures were called zutang
(Patriarchs' Halls), or zhentang (Likeness Halls).
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»2%% These monastic portrait

establish the credentials of the monastery and the resident abbot.
halls, like the Chinese imperial portrait halls, displayed painted and sculpted portraits of
deceased distinguished monks. Buddhist temples created a visual lineage of their abbots
embodied in the selection and arrangement of portraits enshrined in those halls. As a result, the
abbacies of specific monasteries used those halls to legitimize denominational claims.”* Like the
portraits of Chinese Chan Buddhist monks, the imperial portraits memorializing late emperors
create a visual genealogy of the imperial family. Previous research on portraits of monks
provides an understanding of the ritual and political functions of the imperial portraits at
Sennyfji.

Images of Chinese monks were an important feature of Buddhist practice in Japan. When
Kiikai ZE1fif (774-835), the patriarch of Shingon E. 5 Esoteric Buddhism, returned to Japan from
China in 806, he brought back Chinese Buddhist portrait practice. Prior to his departure, Kikai

commissioned Tang Chinese court artists like Li Zhen 255 (d.u.) to paint the five great masters

of Shingon Buddhism.*®' Through the portraits of his masters, Kiikai confirmed his qualification
as a Shingon teacher in Japan.

Other Japanese Buddhist sects, such as Zen, later adopted this Chinese practice of
visualizing their lineage by creating portraits of their masters and then venerating the portraits at
portrait halls. Chinso (also known as chinzo) portraits of Zen Buddhist abbots originated in the

Chinese Chan Buddhist practice and became popular during the Kamakura and Muromachi

2% Foulk and Sharf, 175.

260 Foulk and Sharf raise a controversial discussion of chinzo. They state that "while portraits of medieval Buddhist
abbots do appear in a wide variety of institutional and ritual contexts, there is simply no evidence that such portraits
were ever given by masters to their disciples as ‘certificates of enlightenment’ or ‘proof of dharma transmission.’”
Ibid., 207.

6! Miyajima, Shozoga, 45. The five great masters are Subhakara-simha (J: Zenmui ¥ 8 5; 637-735), Vajrabodhi (J:
Kongochi 4|5 ; 671-745), Yixing (J: Ichigyd —1T; 683-727), Amoghavajra (J: Fuki, C: Bukong, ~%2; 705-774),
and Huiguo (J: Keika fFE2%; 746-805).
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periods. Similar to the Chinese Chan portraits, chinsé abbot portraits create a visual genealogy in
addition to serving as a focus for ritual offerings and as a means for remembering the deceased.
As a result, the abbacies of specific monasteries used those halls to legitimize denominational
claims.

In addition to this use of portraits of monks, it is highly likely that the Japanese imperial
court in the Edo period was also aware of practices during the Chinese Ming (1368-1644) and
Qing (1644-1912) dynasties of creating lineage through imperial portraits. The practice of the
Chinese court controlling the placement of the portraits had begun in the Song dynasty (960-

1279). According to Songshi R 5, the court issued an order to collect all imperial portraits that

were scattered in temples around the capital.”** Gathering the portraits of previous emperors to
the palace exemplifies the court’s desire to manage the imperial portraits. It also indicates that
the Chinese court understood how limited access to the royal portraits increased the portraits’
importance and how the portraits became symbols of the emperors’ power and legitimacy to rule
China.

In Qing China, contemporary with the Edo period in Japan, the Hall of Imperial

Longevity (Shouhuang dian 7% 5.2) housed the Chinese royal ancestral portraits and tablets.**’

This Hall, constructed by Emperor Yongzheng ##1E (1678-1735, r. 1722-1735) and restored by
Emperor Qianlong Hz[% (1711-171799, r. 1736-1795), is located in Jingshan, the imperial park

opposite the north gate of the Forbidden City. It is possible that the Japanese people of the Edo
period knew about this Hall and its contents because, like it, the Reimei Hall at Sennyiiji housed

a series of imperial portraits that created a visual lineage of the emperors. Both the Japanese

262 Tuo Tuo i, Songshi 4552, vol. 8 (Beijing: Zhonghua Shuju "3 /5; Shanghai: Xinhua Shudian 7 )k,
1997), juan 109: 2626.

263 Evelyn Sakakida Rawski, The Last Emperors: A Social History of Qing Imperial Institutions (Berkeley:
University of California Press, 1998), 157-158.
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imperial court and Sennyji recognized that the creation of a visual genealogy of the emperors to
legitimize and strengthen the emperors’ status also had political benefits.

According to Miyajima Shin’ichi, the aforementioned Hanazono tennd shinki suggests
that the matter of succession was reported in front of a portrait of Emperor Goshirakawa. The

entry on 1343 (Koei FE7K 2) 4.13 states that during the political turmoil of the Nanbokucho

period (the Northern and Southern Courts period, 1336-1392), retired Emperor Kogon of the

Northern Dynasty visited the Chokodo Hall -3 %% and dedicated a document regarding the line
of succession (FE & (A 5F) in front of a portrait of Emperor Goshirakawa. Miyajima states that

paying respect to the portrait of Emperor Goshirakawa meant acquiring a seal of approval from
the emperor concerning the legitimization of the succession.”** Even though almost 150 years
passed since his death, Emperor Goshirakawa remained an important figure because he was
considered to have legitimate lineage. Whether or not the 14"-century courtiers perceived the
portrait as the emperor, it is certain that they believed that the portrait of Emperor Goshirakawa
approved and confirmed the imperial accession.

Based on the above examples of visualizing lineage, it is likely that the Sennytji group
of imperial portraits validates both 1) the emperors’ authority and 2) the temple’s authority by
housing a pictorial lineage of the imperial family. The collection of pictorial lineage establishes

the credentials Sennyiiji needed to secure its position as the memorial Imperial Temple.

2.10 LEGITIMIZING SENNYUJI’S STATUS AS AN IMPERIAL TEMPLE
In addition to creating a visual lineage of the emperors, Sennyiiji’s portraits, together with the

temple’s imperial spirit tablets and tombs, legitimized and maintained Sennyji’s claim as the

64 Miyajima, Shozoga, 87.
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imperial bodaiji (family memorial temple). The most important responsibility of Sennyiiji was to
hold commemorative ceremonies for the late emperors. Regularly having such services assured
the privileged status of the temple and also guaranteed financial security for Sennydji through
donations the temple received from the court, imperial family, and government.

Although how and when the portraits arrived at Sennyiiji may be uncertain, it is clear that,
in some cases, Sennyiiji not only accepted donations of emperor portraits, but also actively
collected imperial portraits to secure its position as an imperial temple. For example, Dharma-
prince Gydjo painted a portrait of his father, retired Emperor Gomizunoo, which he then donated

to Hanjuzanmai-in in Kyoto in 1664 (Kanbun % 3L 4). In the second month of 1667 (Kanbun 7),

after Sennyiiji clerics discovered this donation, they politely requested the court to give them
another portrait of retired Emperor Gomizunoo.*®> On 1667.2.13, the court, on behalf of Sennyiiji,
asked Gyojo to create another portrait of his father. According to the Higashiyama Sennyiiji
saiko hinamiki ¥ SR IfF AL H YR EE on 1667.2.21, the temple received the portrait painted
by Gydjo.”®® As this episode suggests, Sennyiiji clerics persistently sought imperial portraits to
endorse Sennyiji as the imperial family temple.”®” Like portraits of abbots (chinsé), Sennyiji
monks passed down imperial portraits as material proof of the legitimacy and authority of the
temple.

The rise of the shogunate between the late 12™ and the late 19" century threatened the
status of Sennyiji as an imperial temple. After the Jokyi War in 1221, the power structure

between the court and the warrior government changed. Although Japanese emperors continued

%5 Gydjo, vol. 1, 192-193. See the entry on 1667.2.13. Names of the Sennyiiji clerics are unknown.

6 Higashiyama Senniiji saiké hinamiki 3 [LUSR 1 <58 H YKGE, in Sennyigji shi: Shiryohen, 131. Both Fister and
Gerhart suggest that Gygjo painted the face of Emperor Gomizunoo, because Tan’yii was not allowed to see it.
Fister, Art by Buddhist Nuns, 51. Karen M. Gerhart, “Kano Tan'yl and Horin Josho: Patronage and Artistic
Practice,” Monumenta Nipponica, vol. 55, no 4, (December, 2000): 503.

267 1t is unclear whether Sennyiiji alredy owned a portrait of Emperor Gomizunoo or it needed one to fill in a hole.
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268 Under these

to reign, they lacked actual ruling power from the Kamakura to the Edo periods.
circumstances, Sennyiji’s imperial endorsement did not guarantee the temple’s privileged
position. To make the situation more complicated, all shoguns, from the Kamakura to the Edo
periods, strengthened the base of their legitimacy with an imperial endorsements. The warrior
rulers needed to act on behalf of someone with the proper pedigree because they questioned their
alliances with their vassals. Specifically, because the Japanese base their perceptions of honor
and self-esteem on their given titles and their royal pedigrees, the climb of the warrior houses to
sociopolitical preeminence in Japan has roots in the warriors’ fear that they will be labeled as “an
enemy of the emperor.” Many scholars believe that the warrior governments supported the
emperor system as a way to legitimize the power of the shogunate. They argue that the warriors
needed to act on behalf of someone with the proper pedigree.*” The institution established by the
court had such deep roots that the warrior governments had no choice but to seek sanction from
the emperor to legitimize their rule. The more the warrior governments politically dominated the
court, the more they tried to join the court nobles on social and cultural levels. In order for
Sennytiji to get support from the government as well as the court, therefore, the temple had to
tread through turbulent water.

To survive this politically complicated time (i.e. from the Kamakura to the Edo periods),

Sennytji also had to function with flexibility. Sennyiji survived because it was willing to

affiliate with both the imperial court and warrior governments. For example, by the Genroku 7T

268 By the 1660s, the government, not the court, was financially in charge of the repair of Sennyiji. For example, in
1664 (Kanbun & 3 4), the temple officials first had to ask Emperor Gomizunoo, the symbol of the court, to request
funds from the Tokugawa government to repair the Reimei Hall, where the imperial spirit tablets were kept.
(Sennyiiji shi, Shiryo hen, 354.) This situation illustrated the sensitive balance of power between the court, as
embodied by the emperor, and the warrior government. The process of request shows that the court neither had the
authority nor the financial means to oversee the restoration of its own family memorial temple; the court now
needed the governmental approval and support.

269 See the books by Cameron Hurst (1982), Cornelius Kiley (1982), Jeffrey Mass (1974), Lee Butler (1994 and
2002), Mary Elizabeth Berry (1982), and Bob Wakabayashi (1991). See the bibliography at the end for more
information.
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% era (1688 -1704), the Tokugawa government named Sennyiiji as one of the Sankanji — B =F
(Three Official Temples) in Kyoto, together with the two memorial temples for the Tokugawa
clan: Chion-in 1/E % and Yogen-in #J5%.>"° Because Sennyiiji was a malleable entity, it was

able to change its political and religious roles as circumstances within the temple, court, and the
warrior governments shifted.

Existing records do not reveal who initiated the gathering of imperial portraits of
emperors at Sennyiji. However, in some cases, Sennylji monks actively sought imperial
portraits to endorse Sennylji as the imperial family temple. To build the imperial portrait
collection and to conduct commemorative ceremonies, the Sennytji monks needed at least one
portrait per emperor; therefore, it makes sense that they actively sought and secured at least one
portrait of each emperor around the time of each emperor’s death. According to this theory, the
temple does not need more than one portrait per each deceased emperor. The fact that the temple
owns six portraits of Emperor Gomizunoo (all from the 17" century), two of Emperor Reigen,
and two of Emperor Komei suggests that the immediate family members and close followers
voluntarily donated imperial portraits to Sennylji to pay their respect for the deseased
emperors—as part of tsuizen. The multiple copies of imperial portraits imply that determining
the identity of who initiated the creation and donation of these portraits is complicated.

As previously mentioned, the various sizes of the imperial portraits at Sennydji indicate
that neither the temple, the court, nor the government closely regulated painting, donating, and
collecting portraits. Furthermore, the size variation (range from 32” to 55.3” in length and 16 to
25 in width) also suggests that, at the time of the creation, the artists probably did not intend for

the monks at Sennyiji to hang these painted portraits of late emperors together in a large

210 Sennyiiji-shi, Shiryé hen, 414.
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audience hall as a way to awe the viewers or to display their lineage. Judging from the well-
preserved condition of these painted portraits, Sennyiji monks likely hung each painting briefly
to commemorate its respective sitter on his death anniversary. Whether the Sennyiji portraits
were hung together or not, owning the portraits proved the temple’s status as an imperial
memorial temple, thereby making the temple deserving of financial support from both the

government and the court.

2.11 PORTRAITS OF EMPRESSES MEISHO AND GOSAKURAMACHI
Sennyiiji Temple houses 29 imperial portraits spanning ten centuries of rulers. Of particular
interest are the painted representations of 14 out of 16 consecutive rulers from 1557 to 1866,
with the only two omissions being the two empresses of this period, the 109" Empress Meishd

BAIE (1623-1696, r. 1629-1643, 109™) and the 117™ empress Gosakuramachi #%#2H] (1740-

1813, r. 1762-1770, 117th). Even though the funerals of these empresses were held at Sennyfiji,
the temple currently does not have their portraits. If the assumption that Sennytji’s portrait
collection represents the line of imperial genealogy is correct, then the absence of two portraits
of Empresses from the temple’s imperial portrait collection becomes significant. Do these
missing portraits mean that 1) the empresses’ portraits were never made or 2) their portraits have
been lost or destroyed? In either case, unlike the aforementioned portraits of Emperor Shijo, the
two portraits were never (re)placed to complete the collection. The following section analyzes
what the absence of these two empresses’ portraits reveals about the role of empresses in the
early modern period in Japan and how the portraits at Sennytji do represent a line of “legitimate”

imperial lineage.
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2.11.1 Accessions of Empresses Meisho and Gosakuramachi

The absence of the two portraits reflects the attitude of the court and Sennyiji towards the
empresses. Some scholars, such as Origuchi Shinobu T 115 & (1887-1953), claimed that
empresses in ancient Japan (7" and 8" centuries) had more significant power than those who
ruled later. On the other hand, other scholars, such as Inoue Mitsusada H:_E%H (1917-1983),

have suggested that empresses were “transitional rulers” and not intended to be included in the
imperial lineage.”’" Although scholars believe that the empresses in ancient Japan had some
ruling power, Empresses Meishd and Gosakuramachi, from the 17" and 18" centuries,
respectively, functioned more as transitional leaders than sovereigns. The two empresses from
the Edo period occupied a transitional status because they filled a void in the imperial line that
occurred when Emperors Gomizunoo and Momozono abdicated before their eligible male
successors were ready to assume sovereignty.

The absence of the two portraits of the empresses at Sennyji reflects the court’s negative
attitude towards the empresses as demonstrated by the following. The 109" Empress Meishd,?”?

originally known as Okiko Hi7-, became an empress at age eight on 1629 (Kan’ei 7.7k 6)

11.8.%7* By assuming the role of empress, Meishd ended an 859-year drought in which no female

had ruled since Empress Shotoku F5f# (718-770, r. 764-770, 48™). According to Takasuke
sukune hinamiki Z£5515#5 H IKFL, a diary written by Ozuki Takasuke /M#lZE5E (d.u.), and

Sukekatsu kyoki & P5IIEC, a diary written by Hino Sukekatsu H 34 5 (1577-1639), Emperor

" Origuchi Shinobu #1 113 5%, “Jotei ko 75 #.,” Origuchi Nobuo zenshii 3T 1115 <424 (Tokyo: Chookaron sha
F /AR AL, 1956 and 1973), 1-23. and Inoue Mitsusada H_E % H, “Kodai no Jotei #7 R D27, Tennd to kodai
oken R & R LM (Tokyo: Iwanami shoten & /5, 1965 and 2000), 221-267.

272 In the following section, I suggest that the two empresses were “transitional rulers” and not intended to be
included in the lineage. However, Empresses Meisho and Gosakuramachi were numbered as the 109™ and 117"
rulers, respectively, because they officially ascended to the throne, regardless of their transitional status.

B Gomizunoo tennd jitsuroku 1% /K & K 5 326%, ed. Fujii Joji ESF7%1A and Yoshioka Masayuki 7 [ 51T (Tokyo:
Yumani Shoten W £ (25, 2005) 674-680.
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Gomizunoo, the father of Empress Meisho, wrote to the upper-class courtiers on 1629 (Kan’ei 6)
5.7. that his illness was worsening and he would retire as emperor to concentrate on his
treatment.”’*

Although Emperor Gomizunoo attributed his retirement to his illness, his retirement also
symbolized a form of protest against the Tokugawa government. The government, fearing on
alliance among the court, the regional feudal lords, and religious leaders against the Tokugawa

government, established a law called Kinchii narabi kuge shohatto %E W3 /N 5 56 15 &

(Regulations for the Court and Courtiers) in 1615, which significantly reduced the authority of
the emperor and his court. Using this new regulation with its seventeen rules, the government
restricted such emperor’s power, as his ability to appoint court members and prosecute malicious
275

individuals.

Another conflict, called Shie jiken (%:4< 34 the Monks’ Purple Robe Incident) in 1627

(Kan’ei 4), emerged between the court and the Tokugawa government. Traditionally, when the
court promoted high-ranking Buddhist monks (regardless of their sects) they presented them with
new robes. This practice represented the authority of the court and provided the court with a
good source of income. When Emperor Gomizunoo promoted some monks from such well-

respected temples as Daitokuji K7#=F without the state’s permission, the government voided the

™ Gomizunoo tenné jitsuroku, 655-656. Both Ozuki Takasuke and Hino Sukekatsu state that Emperor Gomizunoo
also wants to abdicate because he cannot receive kyii & (moxibustion) treatment for his illness while he was the
emperor. See the entry on 1629. 5. 19. Ibid., 655. Hora Tomio lil & £ suggests that no “doctors” were allowed to
damage the sacred body by giving moxibustion treatment. Therefore, Emperor Gomizunoo retired in order to receive
a proper treatment. Hora Tomio Jlil & £, “Joi to kytji (7. & &1R,” Nihon rekishi 1A, vol. 360 (May, 1978):
82-87.

*> Kumakura Isao RE & ), Gomizunoo in #% K2t (Tokyo: Asahi Shinbunsha i H #7Ri 41, 1982), 38-52.
Takano Toshihiko lists all seventeen rules of Kinchii narabi kuge shohatto. Takano Toshihiko =%/, Edo
bakufu to chotei L7/ & §A%E, Nihon riburetto H A Y 7 L > | 36 (Tokyo: Yamakawa Shuppansha [L1)1] ik
%1, 2001), 10-17. Also see Kokugo daijiten, vol. 4, 696. Kinchii narabi kuge shohatto is also known as Kinchiigata
gojomoku ZE 51155 B . Kokushi daijiten, vol. 4, 683. The Emperor Gomizunoo states his frustration in
Gokyokunsho fHIZ4E) 2 which is currently kept at the Higashiyama Gobunko library ¥ [LIfHI 3L in Kyoto.
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promotions.”’® It can be seen from this incident that the government had more authority than the
court. Emperor Gomizunoo protested the change by entering into early retirement. The fact that
he did not consult with the Tokugawa government regarding this abdication prior to making the
decision also indicates Emperor Gomizunoo’s protest.”’” On 1629 (Kan’ei 6) 5.11, courtiers,

including Sanjonishi Saneeda — 4514 %5% (1575-1640)>"® and Nakanoin Michimura,”” traveled
from Kyoto to Edo to inform Shogun Tokugawa Iemitsu {#)|ZZ5% (1604-1651, 1. 1623-1651)

the decision of Emperor Gomizunoo to abdicate and the ascension of Empress Meishd to the
throne.**

Another reason for his abdication is that Emperor Gomizunoo may have also thought he
could gain more ruling power and freedom as a retired emperor since these newly established
restrictions for the emperor and his court did not extend to a retired emperor. In fact, in 1634
(Kan’ei 11), three years after Meishd became an empress, the Tokugawa government officially
recognized the abdicated Emperor Gomizunoo as the Regent who exerted power and actually

made the decisions of state on behalf of Empress Meishd.*' Despite the three years it took for

?76 Fujita Satoru BEHI 5, Tennd no rekishi K2 OEES 6: Edojidai no tenné 1T X 0D K & (Tokyo: Kodansha
FARAL, 2011), 64-66. Also see Takano, Edo bakufu to chétei, 17-20. Kokugo daijiten, vol. 6, 464 and Kokushi
daijiten, vol. 6 (1985), pp. 646-647.

277 Takano Toshihiko /%!, Imatani Akira 4 4%, and Nomura Gen B 41 % discussed this abdication in detail.
Takano Toshihiko, “Edo bakufu no chétei shihai 1.7 %5 O 53E 3 Fl,” Nihonshi kenkyii B K S HFSE, vol. 319,
(March, 1989): 53-55. Imatani Akira %> 7¥ ], Buke to tenno iX5% & K 5:: Oken o meguru sokoku F-HE% & < % fH
il (Tokyo: Iwanami Shoten & /5, 1993), 192-232. Nomura Gen #7412, Nihon kinseikokka no kakuritsu to
tenno H AT HEEZE DR & K E: (Osaka: Seibundd 5 3%, 2006) 109-138.

278 Sanjonishi Saneeda was a court noble ranked as Naidaijin PN X Fi (Inner Palace Minister).

*” Even though Nakanoin Michimura was previously mentioned as a Provisional Senior Counselor (Gondainagon),
he was ranked as a Buke denso 557 at this time. A buke denso was in charge of communication between the
court and the Tokugawa government.

0 Gomizunoo jitsuroku, 655. The abdication took place on 1629 (Kan’ei 6) 11.8.

81 Nomura, 118-119. Nomura refers to Michifusa koki i F3/AFE written by Kujd Michifusa JLZ5iE 5. See the
entry on 1637 (Kan’ei 14) 12.3. Shiryohensanjo owns a copy of Michifusa koki. Gomizunoo ruled as the retired
emperor to four of his children who ascended to the throne: Empress Meishd (the 2™ daughter), Emperor Gokomyd
(the 4™ son), Emperor Gosai (the 8" son), and Emperor Reigen (the 16" son). Interestingly, Sennyiiji portrait
collection includes the portraits of the three sons, but not of the empress, once again reflecting the low status of
empresses during the Edo period.
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the Tokugawa government to recognize the retired emperor’s position as Regent, Gomizunoo
was probably deeply involved in court politics during the first three years of his young
daughter’s reign. Furthermore, even though the reign of Empress Meishd lasted for 14 years, the
research by Takano Toshihiko reveals that the empress did not participate in important imperial

ceremonies, such as Kochohai /)NefIF (Lesser New Year Salutation), further suggesting that she

was a transitional ruler.”*?

Although Emperor Gomizunoo had fathered two sons and three daughters, both of his
sons had died at young ages. Therefore, he only had daughters who could succeed him.
Enthroning his eight-year-old daughter reflected the emperor’s protest against a government that
did not accept female accession. Although Empress Meisho did ascend to the throne (and was
officially counted as an empress), her rule was considered a transitional one and reflects the low
status of females during the Edo period.

To appease the court, Emperor Gomizunoo justified his decision of enthroning his
daughter by assuring the court that his daughter would give up her position as empress should he
and his wife give birth to a son (who would be Meishd’s brother).?** Evidence does not clarify
whether or not the potential birth of a son was a pre-condition to Emperor Gomizunoo’s
retirement but it is clear that Empress Meishd was a transitional ruler from the beginning.

According to Konoeke monjo IT##2Z 33, most of the courtiers passively agreed to the plan to

make Meisho the empress.”®* However, Karasumaru Mitsuhiro & FL %A (1579-1638) %%

282 Takano, Edo Bakufu to chotei, 45.

8 Gomizunoo tenna jitsuroku, 656. Originally from Takasuke sukune hinamiki 275555 H ¥ FE. Ozuki Takasuke
included a copy of the letter (oboegaki . &) in his diary. See the entry on 5.19.

% These upper-class courtiers agreed to Emperor Gomizunoo’s plan by stating that “there is no other choice.”
Konoeke monjo IT1#2% L3, vol. 9. Shirydhensanjo owns a copy of Konoeke monjo.

285 Karasumaru Mitsuhiro was a court noble ranked as Provisional Senior Counselor, second rank (Gondainagon

shonii HEFAN S 1IEAL).
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expressed his doubt: “Even though empresses have existed in ancient times, I am not certain
about the decision.” Mitsuhiro concludes by stating this matter requires further discussion.”*®

Even though Mitsuhiro did not clearly state this, scholars such as Araki Toshio i A5 believe

that Mitsuhiro thought “Emperor Gomizunoo should wait until the birth of a son, a crown prince-

95287

to-be, before retiring,””" thereby avoiding any rule by a woman.

One hundred nineteen years after Empress Meishd, on 1762 (Horeki E & 12) 7.27,
Toshiko £ -, a daughter of Emperor Sakuramachi, became the 1 17" Empress Gosakuramachi at

age 23. Empress Gosakuramachi ascended to this position because of the sudden death of her
brother, Emperor Momozono. At the time of Emperor Momozono’s death, the crown prince, the
son of Emperor Momozono, was only five-years-old; therefore, Gosakuramachi became a
transitional ruler until the young emperor matured enough to assume his position as the ruler.”*

Mibu Chiin £A2%07%% (d.u.) wrote in his journal, Chiin sukuneki 515 15 ¥R 5L, on 1762.7.20, that

“I[Gomomozono] is too young; therefore, enthrone [Gosakuramachi] for the time being.”*>

Accordingly, once the crown prince turned 13 and became mature enough to take over the
position, Empress Gosakuramachi abdicated after eight years on the throne. These examples
illustrate that the court in early modern Japan considered empresses as transitional, inappropriate
rulers.

While some Japanese viewed immortal female deities as pure, they probably perceived

mortal females, including empresses, as impure. The notion of women’s blood as a pollutant

286 Konoeke monjo IT#5% C3, vol. 9.

%7 Araki Toshio FEAB S, Kandsei toshite no jotei FIHENE & L C DA Jotei to dken kokka 17 & FHEE S
(Tokyo: Aoki Shoten H AL, 1999), 272.

288 K asahara, 278-279.

%9 Araki, 286. Araki quotes Mibu Chiin T=AE5075, Chiin sukuneki %1355 5 #C.. Mibu Chiin was a courtier who had
the rank of jusanmi 7€ ={\f. (Junior Third Rank).

Page 99 of 282



became widespread when China introduced the Blood Pond Sutra Ifi.Z%% by the 14™ century.””

In early modern Japan, as in China, menstruation and the blood shed at childbirth were
considered pollutants. Even the empress was not exempt from this perception. As a result,
Empress Gosakuramachi, due to her “female impurity” at age 23, required more extensive
planning for her accession ceremony than did the eight-year-old Empress Meishd.”' Hirohashi
Kanetane &AL (1715-1781) wrote in his diary Hakkaiki J\FE5C on 1764 (BAF15T) 7.5 that

the Regent (sekkan) Konoe Naizen 1T#5PNHI (1757-1778) ordered Kanetane to organize the

: 292
accession ceremony around the empress’s menstrual cycle.

The accession ritual could only
take place when Empress Gosakuramachi was free from the impurity caused by her menstrual
blood. As this episode exemplifies, the notion of female impurity influenced all women,
regardless of their social status. The absence of portraits of these two empresses from the
Sennyiiji collection may reflect this preconceived notion of women as impure.

In addition to being women, Empresses Meisho and Gosakuramachi have something else

in common: They did not have any children of their own who would have practiced tsuizen on

their behalf** Having no offspring may partially explain the absence of the empresses’ portraits;

%0 Steven Sangren points out three different interpretations for the belief in the dangerous power of menstrual blood:
“The first looks to the emotional significance of death and birth, the second to women’s social role, and the third to
the system of ideas about pollution.” Steven Sangren, “Female Gender in Chinese Religions Symbols: Kuan Yin,
Ma Tsu, and the ‘Eternal Mother,”” Signs 9 (1983): 11. Monoko Takemi, “’Menstruation Sutra’ Belief in Japan,”
Japanese Journal of Religious Studies 10, no. 2/3 (1983): 229-246. and Sugawara Ikuko “& JFflE 1+, “Ketsubon no
rytfu {42 DEAT,” Sinka to josei no kegare {510 & ZLNEDFEAL: ketsubonkyd shinko ni miru josei no jikoshucho
MRS 2 2 Lotk B ©. 5 (Osaka: Toki Shobo 2R £, 1999), 102-104.

! Meisho might have been considered pure at age eight when she became an empress because she did not yet have
her period. However, she ruled for 14 years until she was 22, making her impure (i.e. she became a mature adult) by
the time she abdicated.

2 Araki, 288.

2% The empresses must have remained single during the Edo period. Miyake Kotard explains that the court
prohibited the empresses to marry and have children for fear of tainting and breaking the imperial bloodline.
Therefore, this regulation forbade the empresses to have any children who could create the mortuary portraits on
behalf of the empresses. The ancient empresses did not have such restrictions on marriage; however, Empresses
Genshd st IE and Koken 2 5f/Shotoku F4# remained single. Miyake Kotard — &2 KRR, Tennoke ha koshite
tsuzuitekita KEF 112 9 L TV T & 7= (Tokyo: Besuto Shinsho ~X A k7, 2006), 34. Miyake does not
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however, it is still unusual that siblings, close friends, or attendants did not commission portraits
and donate them to Sennyfji as a devotional act for the deceased empresses. One hundred years
later, in 1865 (Keid B 1), Momo Setsuzan HkEiILl (1832-1875) of Matsue domain 27T
wrote Saiyii nikki V535% H FC, on the occasion of his trip to Kytishii that may shed some light on
how offspring and followers were responsible for making their superiors’ portraits. In it, Momo
criticizes two of his friends for visiting the studio of Ueno Hikoma E¥fZ/E (1838-1904), a

famous photographer from Nagasaki, and making photographic portraits of themselves.
Photography was a newly introduced technology from the West and his friends were curious to
experience this new medium. Momo refused to join them because he believed that one should

not commission his/her own portraits. Instead, a sitter’s offspring (shison -$%) and/or disciples

294

(monjin 1 \) should initiate and commission portrait making.”" Though this episode is from

much later period, it helps to explain in some measure the missing portraits of the empresses, as
these women were not married and did not have any children nor followers to create portraits for
them.””” Furthermore, if we assume that the portraits once existed, people from the later period
did not create any replacement portraits for the empresses because they were not deemed to be
acceptable rulers.

Curiously, while the portraits of the empresses do not exist, Sennytji does house spirit
tablets for both empresses. Based on the Chinese example, I suggest that the portrait paintings

were considered less formal and were used for more intimate ceremonies than those for spirit

provide a citation for this information. Araki Toshio states that the prohibition of marriage for the empresses was an
unwritten rule. Araki, 170.

2% Momo Setsuzan Hk&fi (L1, Saiyi nikki 7635% B 52, in Nikon shominseikatsu shiryé shiisei F AJE B ATE SUEHE AL 20:
Tanken, kiko, chishi %/ « #0417 « HiE (Tokyo: Sanichi Shobd ——FJ5#, 1972), 661.

2% Empress Gosakuramachi did not have any siblings who were still alive at the time of her death. On the other hand,
Empress Meisho had five half-siblings who were still alive when she died. Furtherm research is necessary on the
reasons why they did not create a commemorative portrait for Meisho.
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tablets. Ebrey explains how the Song dynasty (960-1279) Chinese court differentiated among
portrait paintings, portrait sculptures, and imperial spirit tablets as follows:
The most formal and most Confucian version of ancestral rites were

conducted at the Supreme Shrine (T ai-miao [ AXJi#§]), where the ancestral

spirits were represented by inscribed tablets rather than images. The most

spectacular and most Taoist versions were conducted at several temples

where the ancestors were represented by painted clay statues. The most

intimate and informal versions were conducted by palace servants and the

emperor in two halls within the palace, where the ancestors were

represented by portrait paintings.*”°
By referring to Xu Zizhitongjian xhangbian f5t & 153888 A from the mid-11" century, Ebrey
explains that Emperor Renzong 157 (1010-1063, r. 1023-1063) went once every three years to

the Supreme Shrine®’ where the spirit tablets were kept. When visiting the Supreme Shrine, the
emperor had to make gifts to everyone who participated in the ceremony; therefore, this event
probably was a large affair, both spiritually and financially. Emperor Renzong, responding to the

complaints of investigating censor Cai Ping %ZZE (1002-1045) about the frequency of his
imperial visits to the Supreme Shrine, replied that he makes offerings in person to the portrait
paintings at the Hall of Filial Longing for Imperial Forebears (Qinxian Xiaosidian k52 E#)

located within the palace every morning and evening. The emperor argued that making offerings

before portrait paintings at the palace was equal to making offerings before spirit tablets in the

2% Patricia Ebrey, “The Ritual Context of Sung Imperial Portraiture,” in Cary Y. Liu and Dora C. Y. Ching, Arts of
the Sung and Yiian: Ritual, Ethnicity, and Style in Painting (Princeton, NJ: The Princeton University Art Museum,
1999), 76.

7 On the Supreme Shrine, see Yamauchi Koichi [LIP3L—, “Hokus6 jidai no taibyd JbAHAR D K B,” Jochi
shigaku 75277 35 (1990): 91-119.
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Supreme Shrine and that both exemplified his filial devotion.®® This argument shows that a
hierarchy between the spirit tablets and the mortuary portraits existed in Song China and that
spirit tablets were more formal (higher rank) than the portraits.

The above story conveys imperial ancestral practice in Song China, not in Japan;
however, Chinese imperial tradition may explain why Sennytiji houses spirits tablets of the two
empresses but not empresses’ portrait paintings. I suggest that spirit tablets of the empresses
were made and stored at Sennyiiji because Sennyiji held state funerals for the empresses.
Regardless of the circumstances of their accession, these empresses did officially ascend to the
throne. However, their portrait paintings were omitted (or were never replaced) because they
perhaps did not have supporters to conduct commemoration rites for them.

This omission of the two empresses reflects a negative attitude toward the empresses in
particular and perhaps all females in general during the early modern period in Japan. It suggests
that gender made these women unworthy of inclusion. The absence of the empresses’ portraits
serves to emphasize that portraits at Sennyiji created a pictorial imperial lineage of those rulers

considered acceptable at that time.

2.11.2 Inclusion of Emperor Yoko
Despite the exclusions of these empresses, the Sennyiji collection does include a portrait of

Emperor Yoko 5t (d. 1586), a ruler who did not actually rule. Emperor Yoko, the first son of
Emperor Ogimachi and known as the crown prince Sanehito {8l F, died before he was
enthroned. As a result, his son, Emperor Goydzei #% Wik (1571-1617, r. 1586-1611, 107™),

became the 107" emperor. As an act of filial piety, Emperor Goydzei gave his late father the

% Ebrey, Sung Imperial Portraiture, 80. Originally from Xu Zizhitongjian xhangbian %t 1215 8 5, compiled by
Lii 255 (1115-1184), juan 142:3423. See the entry on 1043.8.16.
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honorable title of “Emperor” Yoko.>”

Emperor Yoko was included in the portrait collection of
Sennyfiji, unlike the two empresses. This case further emphasizes that having offspring and close
supporters and being male were the keys to having your portrait at Sennyji.

The omission of the portraits of Empresses Meisho and Gosakuramachi from the series of
imperial portrait collection at Sennyiji implies that the two empresses were not worthy of

inclusion. This emphasizes that portraits at Sennyiji created a pictorial imperial lineage but only

those rulers considered acceptable.

2.12 CONCLUSION
The Japanese from the Edo period used the Sennyiji portraits of their emperors as ritual objects
in mortuary memorial services. As the traditions of tsuizen and gyakushu elucidate, the late
emperors benefited from portraiture-making and ritual offerings. Furthermore, the series of
portraits not only served as a visual lineage of the imperial sovereign, but the series also
legitimized Sennyiji’s status as the imperial bodaiji family memorial temple. By examining the
portraits in the framework of their original intent of memorializing the deceased emperors and
serving as a visual lineage of the imperial sovereign, this chapter provided a better understanding
of the purpose of the imperial portraits in the Edo period Japan. By analyzing the portraits of
Emperor Meiji, the following chapters three and four will show how the commemorative use of

imperial portraits in the pre-modern period changed in the Meiji period.

29 Kokushi daijiten, vol. 6, 449-450.
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3.0 UNOFFICIAL IMAGES OF EMPEROR MEUJI

After opening its ports to the West at the beginning of the Meiji period (1868-1912), Japan
experienced a rapid social, cultural, and political transition. In an effort to unite Japan, the new
government created an ideology around Emperor Meiji (1852 — 1912, r. 1867-1912, 122"), the
symbol of Japanese culture and historical continuity. Specifically, different stages of
representing the emperor for three distinct purposes emerged at this time: 1) representing the
emperor by a large phoenix cart paraded for the public, intended to suggest his
unapproachableness; 2) depicting the emperor attending various events, to render him more
approachable; and 3) portraying the emperor as a divinity in the official portrait called “goshin ei

5.5, thus returning him to the status of divine and unreachable being. These three stages

rapidly followed each other during the early to mid- Meiji period.

Chapters three and four together analyze how changes in the depictions of Emperor Meiji
reflect the contemporary sociopolitical ideologies of the Meiji period. While chapter three
focuses on the first two stages by examining unofficial print images of Emperor Meiji, chapter
four examines the third stage by studying the official portraits of Emperor Meiji created in 1872
(Meiji 5), 1873 (Meiji 6), and 1888 (Meiji 21). Although chapter three primarily emphasizes
images of Emperor Meiji in journalistic prints rather than imperial portraiture, it provides a
strong foundation and an important sociopolitical framework essential for understanding analysis
in chapter four of the official portraits of the emperor. Specifically, chapter three examines

woodblock prints of imperial processions and images of Emperor Meiji attending events.
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Scholars, following the lead of Sasaki Suguru’®and Taki Koji,””' have pointed out how images
of Emperor Meiji moved from the invisible (inaccessible) to the visible (accessible). However,
they have not yet focused on the target audience and functions of printed imperial images. Unlike
the official portraits produced by the government for propaganda, printed images of Emperor
Meiji were consumed by commoner’s out of curiosity. Therefore, these prints reflect how
commoners, not the government, perceived the emperor. By placing the prints in their original
context, this dissertation takes previous scholarly research one step further by analyzing how the
visual shift within the print depictions of the emperor reflect the rapidly changing sociopolitical
culture and why the government did not strictly ban the sales of these prints in the first half of

the Meiji period.

3.1 REVIVAL OF JAPANESE EMPERORSHIP
To comprehend how changes in the depiction of Emperor Meiji reflected the political ideology,
it is important first to understand why the Japanese leaders revived the emperorship and
established Emperor Meiji as a symbol of national unity during the end of the Edo period (1603
— 1868) to the early Meiji period.

According to the legend, Emperor Jinmu 1 (d.u.) became the first emperor of Japan
around 660 B.C.E. The Japanese today claim that Jinmu’s imperial succession has been
continuously maintained to the present Emperor Akihito BA{= (1933 - ).>** In the late 12"
century, the Minamoto feudal clan took political and military power away from the royal court.

Beginning with the rise of the Kamakura shogunate (1185-1333), Japanese emperors reigned but

390 Sasaki Suguru, “Tenndz6 no keiseikatei,” 183-238.
30 Taki, Tennd no shozo.
32 Emperor Akihito’s posthumous name is Emperor Heisei *-5¥.
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did not rule. During the Edo period (1603-1868), the Tokugawa bakufu, a feudal government
located in Edo (present-day Tokyo), ruled Japan. By the end of this period, the emperor did not
have much direct influence over the country. Emperor Meiji, who was the 122 emperor of
Japan, reclaimed his authority during the Meiji Restoration of 1868 (Meiji 1).

Three closely related reasons explain why the Japanese leaders revived the emperorship
and established the emperor as a symbol of national unity in the late-Edo-to-early Meiji periods.
The first reason for this revival can be attributed to the 1853 demand made by Commodore
Matthew Calbraith Perry (1794-1858) of the United States to end sakoku, Japan’s closed foreign
relations policy. When Perry visited Japan, some Japanese politicians and intellectuals were
already well aware of the dangers of Western political activities and colonization in Asia. To
face the foreign power and maintain its independence, Japan required a rapid modernization,
especially of its military’s technology. Although Japan needed to unite, the Tokugawa
government was not ready to entirely discard its political system and confront the inevitable
threat posed by the West. Fearing a political civil upheaval would provide Western countries an
opportunity to colonize Japan, Japanese political leaders and intellectuals realized that a peaceful
removal of the Tokugawa government was essential for unifying Japan and deterring possible
conquest. As a result, the new government created an ideology around Emperor Meiji which
revived the emperorship and united the country.

Taisei no hokan KIEZ=i% (a historic event which means “The Return of Political Rule to
the Emperor””) which occurred in 1867, explains the second reason. Since numerous opposing
samurai groups existed in Japan at that time, a civil war seemed to be inevitable. Unification of
Japan was only possible under the emperor, the leader who possessed legitimate ruling power

over the government. In 1867, the Tokugawa government and the feudal lords (daimyd K4)

Page 107 of 282



“returned” their lands and power to the emperor. By eliminating the warrior government, the new
Japanese leaders achieved the abolishment of the traditional feudal domain system in 1871

(Meiji 4) and established the prefecture system (haihanchiken FEFEE ). Under the law, this

abolition of the old tradition made all Japanese, regardless of class and origin, equal; it united
them under the one and only common ruler, the emperor.
The third reason for the revival is expressed as sonnojoi 25515 (“Revere the Emperor,

Expel the Barbarians”), the emperor-centered ideology of Choshi, a feudal domain which played
an important role in the events leading to the Meiji Restoration. The politicians and intellectuals
persuaded, or rather manipulated, the groups of low-class samurai soldiers from the Choshi and
Satsuma domains, who were dissatisfied with the Tokugawa policies, to rebel against the
government. “Sonnojoi” became their slogan. These lower class soldiers, who believed in
renewed nationalism under the emperor, played a significant role in shifting the power back to
the ruler.

Historians Albert Craig and Thomas Huber have analyzed this emperor-centered ideology
of the Chosht. While Craig focuses on such institutional factors as the political and economic
circumstances of the Chdshii to explain the origin of this ideology,’® Huber emphasizes personal

factors. Huber shows how Yoshida Shoin & A2 (1830-1859), a teacher of the Mitogaku 7K
J7 %, the national studies that originated in the Mito domain, influenced a generation of Choshii

students to revere the emperor and become reformers.’** Because the Choshii reformers who
supported emperorship played a key role at the end of the Edo period, they succeeded in making

Emperor Meiji a symbol of national unity.

39 Albert M. Craig, Harvard Historical Monographs 47: Chéshii in the Meiji Restoration (Cambridge: Harvard
University Press, 1961).

3% Thomas M. Huber, The Revolutionary Origins of Modern Japan: Choshii and Meiji Restoration (Stanford, CA:
Stanford University Press, 1981).
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Kokugaku %, another national study organization similar to the Mitogaku, focused on
the “true” national spirit before the importation of Confucianism and Buddhism from the
continent. Four scholars established Kokugaku as an educational subject: Kadano Amumamaro
faf FH T (1669-1736), Kamo no Mabuchi 2 5 (1697-1769), Motoori Norinaga A &5 &
(1730-1801), and Hirata Atsutane - % JiL (1776-1843). Hirata, in particular, advocated a

return to the basic Japanese traditions and supported imperial authority, which influenced the
sonngjoi soldiers at the end of the Edo period. With different segments of the population working
together, Japan successfully united under the name of Emperor Meiji. However, the same
politicians who had initially mustered the troops tactfully betrayed those soldiers by ultimately
opening Japan to the West.

As a result, the Meiji Restoration was a well-planned and controlled revolution. Because
it was carried out in the name of the emperor, it legitimized the formation of the Meiji
government; therefore, the new Japanese leaders needed to emphasize the shift of ruling power
from the Tokugawa warrior government to the emperor. Under such circumstances, the Meiji
government wanted Emperor Meiji to be more visible so that the general public could better

conceptualize his existence.

3.2 PROCEDURE OF REVIVAL
Even though the Tokugawa shogunate theoretically ruled the nation as a whole, in reality,
numerous regional domains existed and ruled locally. Therefore, most of the commoners were
ignorant about national politics and did not understand the significance of a unified Japan. To
construct a culture of emperor-centered nationalism among the commoners, the Meiji leaders

emphasized rituals. Instead of forcing a sense of obedience in its followers, the Meiji government
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peacefully and effectively rebuilt the superiority of the emperor by enacting new traditions and
imperial ceremonies. Eric Hobsbawm, a historian, defines “invented tradition” as follows:

“Invented tradition” is taken to mean a set of practices normally governed by

overtly or tacitly accepted rules and of a ritual or symbolic nature, which seek to

inculcate certain values and norms of behavior by repetition, which automatically
implies continuity with the past. In fact, where possible, [invented traditions]
normally attempt to establish continuity with a suitable historic past...

[T]he peculiarity of “invented” traditions is that the continuity with it is largely

factitious. In short, they are responses to novel situations which take the form of

reference to old situations, or which establish their own past by quasi-obligatory

repetition.**
Hobsbawm’s theory sheds insight into the newly invented or revived Japanese traditions at the
beginning of the Meiji period. He explains that formalizations and constructions of new
traditions occur when a society goes through a rapid transformation.

Carol Gluck, another historian, has written about how the Meiji government used its
restoration of ancient practice to raise public awareness and to display the power of the
Emperor.”® Fujitani Takashi reinforces Gluck’s research and also takes it one step further by
emphasizing how the Japanese rooted their new traditions in the culture of older customs. In
order to institute Japanese nationalism, the government maintained the hierarchical relationship

between the emperor and the general public, but also created a more intimate emperor/public

3% Eric J. Hobsbawm and Terence Ranger, The Invention of Tradition (Cambridge, London: Cambridge University
Press, 1983), 1-2.

3% Carol Gluck, Japan'’s Modern Myths: Ideology in the Late Meiji Period (Princeton, NJ: Princeton University
Press, 1985).
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bond by inventing new traditions based on old traditions.**” This continuity of tradition helped to
legitimized the authority of Emperor Meiji.

Even though most modern Japanese believe that most imperial ceremonies originated in
the earlier Nara-Heian periods when the court flourished, many of these court-related ceremonies
actually did not appear until the first year of Meiji. The emperor only observed two major (daisai

K4%) and three minor (shosai /)N5%) ceremonies before the Meiji Restoration; however, after the

Meiji Restoration, the government increased the major ceremonies to thirteen and the minor ones

. 308
to nine.

The government perceived these newly established rituals as a way to remind the
public of the religious and political authority of the emperor.

Furthermore, the government established new holidays at the beginning of the Meiji
period, notably the emperor’s birthday. Although the observance of the emperor’s birthday as a
holiday had begun as far back as 775 C.E., the custom had been long lost.*” With the
implementation of new and re-introduced imperial ceremonies and holidays the government
made Emperor Meiji more prominent.

Moreover, in 1873 (Meiji 6), the government ordered scholars to research the locations

of the imperial tombs. Using historical records such as the Kojiki 7 7L and the Nihon shoki H

ARZFEHL from the eighth century and the Engishiki 7E&E -3\ from 927, scholars attempted to

97 Fujitani, Splendid Monarchy, chapter three, 105-154.

3% The five original ceremonies are as follows: two major ceremonies: Niinamesai ¥1'E4% and Kannamesai #E5%;
the three minor ceremonies: Saitansai % H4%, Kinensai #7445, and Kensho mikagura & FTfi#H2%5. The court
revived many of the newly added ceremonies from the ancient ones, such as Shihhai VU5 #E, Yoori HifT, and
Oharae Kiik. Murakami Shigeyoshi #f b5 B, Nihonshi no naka no tenné B AR50 1 D K & Shitkyogaku kara
mita tenndsei 577> 5 F T2 K] (Tokyo: Kodansha i i £L, 2003), 167-168. These ceremonies differ from
nenjigyoji F-H17 5 (annual festivals). According to Murakami, the rituals for major ceremonies were conducted
by Emperor Meiji himself. On the other hand, the rituals for the minor ones were conducted by court priests and
attended by the emperor. It is not a requirement for the emperor to conduct or attend nenjiigyoji. For more
information on daisai and shosai, see Murakami’s chapter 7, 164-199. Fujitani calls such modern invention of
imperial traditions including celebrations of war victories, imperial funerals, weddings, and anniversaries as
“imperial pageantry.” Fujitani, Splendid Monarchy, 1996.

3% Donald Keene, Emperor of Japan: Meiji and His World, 1852 — 1912 (New York: Columbia University Press,
2002), 159.
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document the locations of the imperial tombs of both mythical and historical emperors.*'® For
example, according to these historical documents, three theories existed for the location of the
Emperor Jinmu’s tomb.>'" When scholars could not determine the truth, Emperor Komei, the

father of Emperor Meiji, announced his decision of Jinmuden i i as the official tomb site for

Emperor Jinmu on 1863.2.17.%"

Therefore, these recently discovered historical facts might be
new in origin and even invented (fabrication of history). Since scholars cannot positively prove
these “facts,” information on how they determined the location of the tombs is neither easy to
obtain nor widely researched and/or published.

Not only did the Meiji government (re)introduce old and new rituals, but it also modified
existing ceremonies by eliminating foreign factors from Japanese tradition. For example, the
accession ceremony held in 1868 (Meiji 1) reinforced Japanese nationalism through the
elimination of Chinese-style robes and Buddhist rituals that had originally been imported from
the Asian continent.’'® By reviving old traditions and creating new ones at this time, the

government restored the ancient practices, raised public awareness, and displayed and re-

established the power of the emperor.

319 As briefly explained in chapter two, Toda Tadayuki /= F f2 (1840-1883) was responsible for this restoration of
imperial tombs in 1862 (Bunkyii SC/A 2). It is known as Bunkyi no shiiryd SC/A D fE[Z. For more information, see
Mogi Masahiro JE ANHENH, Tennoryo toha nanika K22 & 13{i1 > (Tokyo: Doseisha 7] fitt, 1997), Toike Noboru
NS, Tennoryé no kindaishi K215 DT 5 (Tokyo: Yoshikawa Kobunkan 1154 3CEE, 2000),

3! Toike, 42-57. The three locations are: 1) Jinmuden (also known as Misanzai 3 >, supported by Tanimori
Yoshiomi A4 # ), 2) Tsukayama 3 [LI, and Maruyama 3L (L (supported by Kitaura Sadamasa At & and
Hiratsuka Hyosai 5 2055).

312 As explained in the previous chapter, Japan used the lunar calender until the third day of the twelfth month in
1872 (Meiji 5). Therefore, this chapter abbreviates dates by year, month, and day until 1872.12.3. The standard solar
calendar will be used for events that occurred after January 1, 1873 (Meiji 6).

Emperor Meiji announced the change from lunar calender to the standard solar one on 1872.11.9. Daijokan nisshi X
BUE H#E: Meiji 5, vol. 97, in Nihon kindai shisé taikei B ARITRIEFE KR 2: Tenno to kazoku K& & HEHE, ed.
Toyama Shigeki 5 [L1 548 (Tokyo: Iwanami Shoten &% /5, 1988), 31-32.

313 On the contrary, according to the Meiji tenné ki, an official court record of the reign of Emperor Meiji, the

government incorporated a globe in the ceremonial room, perhaps to symbolize the modernity and the international
authority of Emperor Meiji. MTK, vol. 1, 805.
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3.3  THE FIRST STAGE: UNREPRESENTED EMPEROR MEIJI IN THE EARLY
PROCESSION PRINTS

In addition to creating new rituals and fabricating history, the government organized a series of
imperial processions during the first two decades of the Meiji period to make Emperor Meiji
more visible as the pinnacle of the new ruling class. To fulfill the public’s curiosity about the
emperor, numerous prints on imperial trips were published. For example, many print artists
depicted one of the first imperial processions which took place in the fall of 1868 (Meiji 1). On
1868.9.20, Emperor Meiji left Kyoto for Tokyo for his first visit. The day before arriving in
Tokyo, the emperor and the imperial procession crossed a temporarily built bridge made of
hundreds of small boats tied together. Sakigakesai Yoshitoshi 7 %4F (1839-1892)°'* created
the Bushii Rogugo funawatashi no zu BN SIHRTEX] (The Picture of the Rokugo River
Crossing) to capture this 1868 (Meiji 1) 10.12 crossing.’'> While the title of the print emphasizes
location, it fails to include any reference to the emperor or what is happening in the print. Using
the title only to mention location is reminiscent of meisho-e 4 FT#z, the landscape woodblock
prints of famous places from the Edo period, and can be seen in many contemporary Meiji prints
with the emperor as their subject. Such un-naming of the emperor will be discussed in depth later
in this chapter.

In the middle of the print, Yoshitoshi depicted only a cart with a golden phoenix (horen
JELE) on top to represent the emperor. The cart is carried by people dressed in traditional court

attire.’'® Although some equestrians appeared in the procession, people in royal dress, not horses,

3 Yoshitoshi is also known as Tsukioka Yoshitoshi H [if] 754F. He studied under Utagawa Kuniyoshi &) [E %5
(1797-1861) with Kawanabe Ky®osai {#] $f1E 7 (1831-1889).

3 MTK, vol. 1, 863. Marujin #L#£ was the publisher of this print.

318 Two red carts in front of the largest cart might have carried two of the three imperial regalia of Japan (sanshu no
Jingi —FEDOIZR). According to Koshitsu jiten 22 FF L, the emperor always traveled with the Kusanagi
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slowly carry the cart. To emphasize the authority and greatness of the emperor, Yoshitoshi made
the phoenix cart much larger than the marching participants and the village houses in the
background. By depicting the scene from a bird’s eye view, the artist also suggested that the
viewers of the print could observe the royal procession without being noticed. This distance,
which does not allow the viewers to participate in the procession, does succeed in maintaining
the imperial hierarchy.

Although the emperor cannot be seen in the print, the large red flag decorated with the
sixteen-petal white chrysanthemum, the Japanese imperial flower, at the front of the procession
indicates the presence of Emperor Meiji. The purple banners lining the path through the village
further illustrate that this is a royal procession. It is significant that the procession is coming out

of the pine tree forest, because native Japanese beliefs, currently referred to as Shinto, kami i

deities are believed to manifest in pine trees.*!’

In particular, pine trees customarily symbolize a place where Shinto deities descend to
earth and dwell. For example, the early 16" century no play titled Hagoromo demonstrates this
idea of a pine tree being a sacred place where kami descend (and ascend).’'® Because of their

symbolic protective power, pine trees often mark sacred places in Japan.’" Richard Gardner, a

ceremonial sword (Kusanagi no tsurugi ¥.HE®)) and the magatama jewel (Yasakani no magatama )\ Y37 E) on
any overnight trips away from the palace before June, 1946. Murakami Shigeyoshi #_E & B, Koshitsu jiten 2 EE
H#iL (Tokyo: Tokyodd shuppan HUA{% Hifil, 1980), 70-71. See the section under “kenji #i|H.”

37 For example, Nihon shoki B A<EHZ compiled in the early eighth century, contains a story of Ku-ku-no-chi 4141
J#ifith, a tree god born to Izanami no Mikoto 4 f 2L and 1zanagi no Mikoto {JH#£5% 24, the creator gods of Japan.
Nihongi, 22. Aston translates Ku-ku-no-chi as “the ancestor of the trees” in the Age of the Gods chapter f{X;_L-.

318 Royall Tyler, “Hagoromo,” Japanese No Dramas (London: Penguin Books, 1992), 96-107. The authorship of the
Hagoromo is unknown. Pine trees imply “waiting for kami #f % 15> (#2);” they indicate the presence of gods and
the site where kami descend.

*! Furthermore, Takasago written by Zeami THF[#5 (1363-1443) introduces two main characters, who are the
incarnation of pine trees. In the second act, a priest follows the old pine deity of Takasago to the Sumiyoshi region;
there he meets a god called Sumiyoshi no My®djin {32 ™ B4#. The pine deities in Takasago, like those pine trees in
traditional Japanese culture, are sacred symbols. Toward the end of the play, pine trees becomes “a sign of an
auspicious reign,” expressing the magnificence of the past and present of the ruling class. Royall Tyler, “Takasago,”
Japanese No Dramas, 2777-292.
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noh theatre scholar, states that “religious symbols take on meanings not only in terms of broad
cultural contexts but also in terms of their strategic use in particular social and political

. . 320
situations.”

Therefore, in addition to decorative purpose and sacred significance, Yoshitoshi
must have employed the pine trees as a symbol of power and authority in a political sense.**' As

a result, the pine tree implies the presence of Emperor Meiji.

Another print, Tokyo-fi Gofukubashi Minami-dori enkei no zu HUFURN SR FE 18 12 5t
Z X (A Distant View of the Gofuku Bridge in Tokyo) by Ichiydsai Kuniteru I1 —{X—We 77 [E i
(1830-1875) also suggests the imperial presence through visual representation. This print shows
a phoenix cart in place of Emperor Meiji without identifying the emperor in its title. Kuniteru

322 The print

published this print during Emperor Meiji’s first stay in Tokyo in 1868 (Meiji 1).
depicts an orderly imperial procession passing over the traditional wooden Gofuku Bridge;
simple wooden houses and commoner shops line both sides of the main street. While it is not
obvious how many people actually carry the horen cart, the artist suggests an impressive number
by painting many guards and servants surrounding the palanquin. The general public on the sides
of the streets bows down before the procession. This prostrating in front of the ruling class
clearly indicates a hierarchical separation between the noble men and the commoners. To
symbolize the auspicious nature and longevity of the emperor, the artist also painted cranes
flying over the procession. Like Yoshitoshi, Kuniteru chose to depict the scene from a bird’s eye

view to give the viewers the feeling of sneaking a look at the royal procession without

prostrating. Kuniteru also illustrated the imperial palanquin larger than the surrounding

320 Richard A. Gardner, “Takasago: The Symbolism of Pine,” Monumenta Nipponica, vol. 47, no. 2 (Summer, 1992):
204.

321 For more information on symbolism of pine trees, see chapter one of Karen M. Gerhart, The Eyes of Power: Art
and Early Tokugawa Authority (Honolulu: University of Hawai’i Press, 1999), 30-31.

322 Emperor Meiji stayed at his imperial residence (previously known as Edo Castle) from 1868.10.13 until his
departure on 1868.12.8. He arrived back in Kyoto on 1868.12.22. See MTK, vol. 1, 865, 921, and 934.
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architecture. This juxtaposition accentuates the impressive size of the palanquin and emphasizes
the power of the emperor who sits inside the cart.

Woodblock print artists such as Yoshitoshi and Kuniteru in the early Meiji period often
used the imperial palanquin to express the existence of the emperor. Not painting but implying
the presence of a powerful person was a clear indication of “authority.” Although this style
prevented the viewers from seeing the emperor, it also encouraged them to idealize him. Many
artists in the pre-modern era chose this indirect method to express the emperor by placing him

behind a byobu 5t & panel screen or a misu 1| bamboo curtain. The aforementioned theory by

Yamamoto Yoko suggests that in many 12th-14th-century emaki, artists from the medieval period
did not illustrate the faces of the emperors but painted only the lower half of their bodies to show
respect.’”

Furthermore, the unique “wrapping culture” of Japan supports this practice of hiding
away important objects.’** Joy Hendry studied the purpose of social, political, and ritual
wrapping of the Japanese imperial family from an anthropologist’s point of view. Hendry argues
that if the imperial family were “too accessible, too unwrapped, their position would be
weakened and the whole system would eventually be destroyed.”*** Even though Hendry’s essay
addresses the imperial family today, her analogy yields a better understanding of the invisibility

of the imperial family in the earlier periods. The Japanese artists generally remained consistent to

this wrapping tradition throughout Japanese history.*%

323 Yamamoto Y&ko, “Emaki ni okeru tennd no sugata no hydgen,,” 49-72.

3 It is a similar idea as the aforementioned kami and hibutsu. See “Inaccessibility of Imperial Portraits” section in
chapter two for more information.

3% Joy Hendry, Wrapping Culture: Politeness, Presentation, and Power in Japan and Other Societies (Oxford:
Clarendon Press, 1993), 127.

326 The exceptions would be the aforementioned Tenshi Sekkan Miei and the memorial portraits of the late emperors.
Although the artists illustrated the faces of emperors, they did not create these depictions for non-imperial members
to see.
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Interestingly, Sir Ernest Mason Satow (1843 - 1929), a British diplomat and Japanologist
who assisted British Minister Sir Harry Smith Parkes (1828 - 1885), wrote in his memoir that the
emperor was not sitting inside of the large horen palanquin during the imperial procession on

1868 (Meiji 1) 11.26, but was carried in an itagoshi #8, a smaller, less-noticeable enclosed

chair. Satow states: “The Mikado’s black-lacquered palanquin was to us a curious novelty...Old
Daté, who rode between it and the closed chair in which the Mikado was really seated, nodded to

us in a friendly manner.”**’ The Meiji tenné ki BIIER EAL (MTK),**® an official court record

during the reign of Emperor Meiji, confirms Satow’s account by stating that Emperor Meiji rode
in an itagoshi from Kyoto until the procession reached Shinagawa in the morning of 1868 (Meiji
1) 10.13. The emperor then changed his sedan chair for a more elaborate palanquin only hours
before the procession reached the imperial palace in Tokyo.’* Since Emperor Meiji perhaps did
not ride in the grand palanquin during most of the trip, the inclusion of the palanquin may have
been simply as a symbol for the commoners.”® Regardless of the size and type of the cart, it is
significant that Emperor Meiji was not visible to the public. As the woodblock prints reflect, the

government wanted to create an illusion that the emperor was too important to be seen.

3.4 NISHIKI-E WOODBLOCK PRINTS

An examination of the history of nishiki-e #i# prints provides a strong foundation for looking at

printed images of Emperor Meiji. Nishiki-e, multicolor woodblock prints, were developed during

327 Ernest Mason Satow, 4 Diplomat in Japan (London: Seeley, Service & Co., 1921), 391.

2% Although I rely on the MTK as a source of information, I recognized that these government records might show
bias in favor of the Imperial Household Agency. I balance this potential bias by referencing documents with less
political association.

** MTK, vol. 1, 863 and 865.

339 In addition to impressing the commoners, the government prepared the empty palanquin for security reasons. It is
then interesting that the emperor actually rode in the palanquin on the last day of the trip, since the commoners could
not see inside of the palanquin anyway.
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the Edo period (1603 - 1867). The 250 years of the Edo period gave Japan an unprecedented time
of peace, bringing cultural prosperity and the formation of a consumer society. Therefore, unlike
the traditionally appointed court painters, whose art mainly served the nobility, the nishiki-e
artists were craftsmen whose prints, while not deemed as “high” art, resonated with the
commoners. Edo prints emerged as an accessible art created by middle class artists for middle
class people.

Meiji prints were the continuation of Edo prints; both were quickly published in great
numbers as affordable art for everyone. Publishers were able to quickly produce these prints
because woodblock prints were created by more than one artist. The print making process
includes a master painter who designs the print, several carvers who carve the multiple
woodblocks for each color, and the printers who use barens to transfer ink to paper. This
mechanical procedure ensured a quick turnaround and made reporting of current events possible.
In addition, society placed no restrictions or limitations on who could purchase these prints.

Textual records indicate that a Meiji print was priced at around seven sen £, which was about

the cost of a bottle of sake at that time.>"!

Unlike the more costly traditional paintings, all people
could inexpensively purchase these multi-colored prints and, if they chose to, discard them. Until
photography became accessible and common, nishiki-e was the most convenient and popular
medium for journalistic reporting of current events and trends. Compared to Edo-period prints,

Meiji-period prints focused more heavily on illustration and visual news rather than on being

aesthetically pleasing.

31 One yen [] corresponds to 100 sen; therefore, 7 sen is 0.07 yen. A bottle (one shé F) of average (middle level)
sake cost eight sen in 1881 (Meiji 14). Asahi Shinbunsha & H #{Rfit1:, Nedanshi nenpyo HE: 5943 Meiji Taisho
Showa (Tokyo: Shitkkan Asahi i [H5 H, 1988), 156.
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The mass-production of journalistic prints during this period led to an increase in quantity
but a decrease in quality. In the 30-year-span of the Meiji period, more prints were produced
possibly than the total number of prints published in the 200 years of the Edo period.*** Some
scholars have suggested that Japanese artists used Western synthetic bright red and purple paints
to hide the low quality of the mass-produced prints.*** As addressed in the previous chapters,
pre-modern portraits of the emperors, rare in Japan, assumed the status of revered objects; they
were placed in shrines and temples because of their association with veneration. Instead of
treating the images of Emperor Meiji with respect, the Japanese people during the Meiji period
casually used these prints to fulfill their curiosity. Historically, artists did not paint emperors for
the public’s gaze; however, this mass-produced print technology and the political climate of the
Meiji period transformed the way the public viewed the Emperor.

With society and politics rapidly changing during the Meiji era, commoners were curious

about current news and events; thus, the demand for nishiki-e shinbun $RF2HH (a type of
illustrated newspaper) was high. Public demand, therefore, determined nishiki-e production.
Because the Emperor touring the nation was a sensational event for the general public at the
time, these procession prints, often categorized as “gyoretsu-mono 17547, became popular at
the beginning of the Meiji period. If these processions had not raised public curiosity, later artists

might not have even considered making the Emperor their subject.

32 Taki K&ji K7 ., “Tennd no shozo KE D ¥ 14,” in Shisé 875, no. 740 (February, 1986): 13.
333 Kobayashi Tadashi /NKIE, Ukiyo-e no kanshé kisochishiki ¥ 1045 0 888 FEpEEn5% (Tokyo: Shibundo 2 3,
2000), 145.
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3.5  SIGNIFICANCES OF THE IMPERIAL PROCESSIONS
As the aforementioned prints illustrate, these processions during the Grand Tours of Japan
symbolize the shift of power from the Tokugawa government to Emperor Meiji. Prior to
Emperor Meiji, the Edo-period emperors almost never ventured outside the Imperial Palace

(Kyoto Gosho FLARMHIFT) in Kyoto. After Emperor Gomizuno-o visited Nijo Castle 553§ at
the beginning of the Edo period in 1626 (Kan’ei %7K 3), the twelve succeeding emperors never
officially traveled out of the palace for approximately 240 years.™** This practice of isolation
began to change when Emperor Komei #:H (1831-1867), the father of Emperor Meiji, took two
short trips within Kyoto in the spring of 1863 (Bunkyl (/A 3). Emperor Komei, in his
concealed palanquin, journeyed to the Kamowake Ikazuchi Shrine # /% 5ll &5 #f fL and
Kamomioya Shrine & SfEfH###1 on 1863.3.11 and to Iwashimizu Hachimangii 575 7K J\ & =

on 1863.4.11.** The purpose of these short trips at the end of the Edo period was political; at
these shrines, the Emperor prayed for the protection of the nation from the danger caused by
foreign powers. Although Emperor Komei finally emerged from his palace, these were the only
two official trips he ever took.

Okubo Toshimichi KA FRFE (1830-1878), a nineteenth-century politician originally
from the Satsuma domain, masterminded the procession events of Emperor Meiji. In 1868 (Meiji

1), Okubo stated in Osaka sento no kenpakusho RKIEHT D 5 3, that Emperor Meiji, like the

3% Sasaki, Bakumatsu no tenna, 18. These twelve emperors (Meishd, Gokomyd, Gosai, Reigen Higasiyama,
Nakamikado, Sakuramachi, Momozono, Gosakuramachi, Gomomozono, Kokaku, and Ninkd) did not officially
travel. They might have traveled out of the palace for personal reasons; however, their private visits were not well
documented.

335 Qasaki, Bakumatsu no tenna, 160.
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rulers from the West, should be more visible to the general public.”*® Early Meiji leaders such as
Okubo believed that assigning the Emperor a public role through imperial processions would
serve the following purposes: 1) presenting the ruler to the nation; 2) “taming” the north and
northeast parts of Japan to reinforce the new hierarchy and imperial authority;*’ 3) building a
positive relationship with the public by providing the public with wine, food, and money; and 4)
educating the Emperor by showing him his country.*®

The late-19"-century Japanese were familiar with the tradition of processions through

sankin kotai ZE)721X, the feudal domains’ processions to and from Edo, and the Tokugawa

shogunal trips to their founder’s mausoleum at Nikkdo during the Edo period. A procession
provided a clear way to visualize authority. To make a grand impression, 3,300 people traveled
together with the 15-year-old Emperor Meiji for the first trip from Kyoto to Tokyo in 1868

(Meiji 1); they distributed money and alcohol to the public as they proceeded to Tokyo.>*® After

336 Okubo Toshimichi KA A5, “Osaka sento no kenpakusho KIKIEH D (3 ” in Okubo Toshimichi
monsho RKAPRFIE SCFE, vol. 2 (Yamaguchi [L [1: Matsuno Shoten = / EJ, 2005), 191-195. The original
document is currently housed at the Osaka Furitsu Nakanojima Library KB 7. 1.2 55X E4E. “Osaka” in the
title is written as 3. The document was published before the Japanese government unified the name (kanji) of the
city to KPR at the beginning of the Meiji period. Several years later, the MTK entry on 1872 (Meiji 5) 5.7 states that
the Rikugunshd 2% 45, the Japanese Army, also reinforced Okubo’s opinion in its publication titled “Zenkoku
yochi junké no kengi 4=[E B HIKSE DR, MTK, vol. 2, 673-674.

337 In 1869 (Meiji 2), the Meiji government renamed the area of Ezo to Hokkaido and established Hokkaido
Kaitakushi Jt¥f#E BA#A1£ (the Hokkaido Colonization Office) to control the northern part of Japan. For more
information, see “Kaitakushi no jidai BA#{# (DX chapter in Funatsu Isao D), et al., Kenshi 5 1:
Hokkaido no rekishi 318 OJE S (Tokyo: Yamakawa Shuppansha [11) 11 Hi it 2010).

3% Through these imperial tours, the Imperial Household Agency might have desired to revive the kunimi [E 5,
practice, a “land-viewing ritual” performed by the emperors in the ancient times. However, it is unlikely that Okubo
Toshimichi, who suggested that Emperor Meiji should be like the rulers from the West, emphasized the pre-eighth
century land-viewing ritual. For more information on kunimi, see Gary L. Ebersole, Ritual Poetry and the Politics of
Death in Early Japan (Princeton, NJ: Princeton University Press, 1989), 23-29. For Man yoshii poems on kunimi,
see Man 'yoshii BSHE4E, in Nihon kotenbungaku zenshii 6 H Ay LU 4248 ed. Kojima Noriyuki /)N &5 7 2
(Tokyo: Shogakkan /INFf, 1994). 1) Kunimi from Mt. Kagu (MYS 1:2, p. 24); 2) kunimi poem written by
Kakinomoto Hitomaro fifiA< AJBk = in the late 7 century (MYS 1:36-38, pp. 46-48). For English translation, see The
Ten Thousand Leaves (book one), trans. lan Hideo Levy (Princeton, NJ: Princeton University Press, 1981), 38 and
56-58.

3 Matsuo Masato ¥ 1IE N, Meiji ishin to bunmei kaika WA HERT & SCHABAL (Tokyo: Yoshikawa Kobunkan
JII5ASCAE, 2004), 148-9. This trip was not the first time Emperor Meiji left Kyoto. He traveled to Osaka on
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taking several shorter trips to Osaka and Tokyo, Emperor Meiji went on six Grand Tours known
as rokudai junké 7~ Ki3&SE through Japan.**® The Emperor took six major trips to 1) Kinki,

Chiigoku, Shikoku, and Kytisht from 1872 (Meiji 5) 5.23 to 1872.7.12; 2) Tohoku and Hokkaido
from June 2 to July 21, 1876 (Meiji 9); 3) Shin’etsu, Hokuriku, and Tokai from August 30 to
November 9, 1878 (Meiji 11); 4) Koshin and Kinki from June 16 to July 23, 1880 (Meiji 13); 5)
Tohoku and Hokkaidd from July 30 to October 11, 1881 (Meiji 14); and 6) Sanyd from July 26
to August 12, 1885 (Meiji 18). During these tours, Emperor Meiji visited places such as
government offices, city and town halls, schools, military facilities, industrial factories, shrines,
and courts.”"!

The government primarily chose sea routes for Emperor Meiji’s 1872 (Meiji 5) trip. One
reason behind this choice lay in the desire of the Japanese leaders to present their Emperor as the
leader of the Japanese navy. In addition, the government valued the sea routes as less expensive
and less troublesome than the land roads due to the cost of road repairs and clearings. However,
the Emperor mainly traveled on a land route beginning with the 1876 (Meiji 9) tour to Tohoku
and Hokkaiddo because the roads offered more opportunities for the commoners to see and
experience the imperial processions compared with the sea. For example, the distance between
Kyoto and Tokyo on the Tokaidd highway route was approximately 309 miles (500 kilometers).

Because the royal procession traveled on foot and relied on manpower, not horses, to pull the

Emperor’s vehicle, the journey took 24 days with an average 12.9 miles (20.8 kilometers) per

1868.3.21, and stayed there for approximately fifty days. He took two nights and three days to travel 27 miles (43
kilometers) from Kyoto to Osaka.

%% The Grand Tours of Japan taken by the emperors are called junké ¥&=% while trips with a single desitination are
called gyoko 175 (also read as gyogo and kyoko). For the crown princes, empresses, and dowager empresses, the
term junkei ¥&7% and gyokei 1T are used respectively.

! See Hara’s comprehensive list for the locations of imperial visits. Hara Takeshi JfUi !, Kashika sareta teikoku
ALY & 727 [E (Tokyo: Misuzu Shobd 2379 E 5, 2001), 28-35.
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day.** This deliberate decision to travel slowly reflects the main purpose of the procession: to
carefully display the renewed power of Emperor Meiji and his court to the public.

Moreover, by the late 1870s, the government granted commoners the opportunity to
communicate with the Emperor as he traveled through their villages. For example, on September
1, 1878 (Meiji 11), several commoners from Urawa, Chiba prefecture, had a chance to directly

plead (jikiso E.#F%)** to the Emperor regarding reclamation of Koganegahara and the related

land tax. Not only did Emperor Meiji connect with the commoners by listening to their concerns,
but he also stayed overnight at temples, schools, city halls, and even at the houses of some
wealthy and famous locals during the tours. Such direct communication would have been more
difficult if the Emperor were traveling via sea.***

A land journey, while slower than a sea voyage, did fulfill an important purpose of the
tour by making the Emperor more visible and more accessible to the people. Ironically, the
placement of the emperor in these processions also reinforced his status at the top of the social
and political hierarchy. Thus, the splendid processions during the first part of the Meiji period
simultaneously placed the Emperor physically closer to the people but also reminded the people

of his political authority.

342 Matsuo, 148.

3 Even though the word jikiso means “directly plead,” it does not necessarily suggest that these commoners had
face-to-face interactions with Emperor Meiji. It is more likely that the commoners either shared their concerns in
front of the imperial cart or relied upon an attendant to deliver their message to the emperor.

3 Nakayama Tadayasu |11 /288, Nakayama Tadayasu nikki 70111 FA6E H 52 4 (original title: Seishin seii 1E./Lk
), ed. Nihonshiseki Kyokai H A< 51 1#4% (Tokyo: University of Tokyo Press HUaL K2EHIRES, 1973), 681-682.
Another reason could be that the sea route was prone to natural disasters. Such imperial relatives as Nakayama
Tadayasu (1809-1888) strongly opposed to the emperor traveling on a ship because it is unsafe.
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3.5.1 Idealized and Unidealized Responses to the Processions

The aforementioned prints by Yoshitoshi and Kuniteru show how commoners respectfully
welcomed the procession by prostrating. Some extant written records confirm such a reception.
The MTK states that in July, 1876 (Meiji 9), many viewers in the Hichito area, Aomori
prefecture, prostrated on the ground and worshipped the Emperor as the imperial procession
passed through their villages. It also reports that the people, in their eagerness to properly

welcome the Emperor, even cleaned the roads and houses that are one i B, approximately 2.5

miles (four kilometers), away from the official pathway of the procession.**’

William Elliot Griffis (1843-1928), an American who was a teacher in Japan in the 1870s,
also reported a similar account in his journal:

All the villages and towns were gaily decorated, and the line of route to Nikko

was crowded with people, all eager to catch a glimpse of their beloved Emperor.

The county people as a rule took off their shoes, or rather stepped out of their

clogs and sandals, and voluntarily prostrated themselves as their sovereign passed

by.346

Griffis observed how the Japanese farmers decorated their towns and villages and gathered on
the Nikko Kaido highway to welcome the procession. Griffis reported that these farmers
voluntarily took off their shoes and prostrated while the procession passed.

The rules on how to welcome and respect the Emperor were not yet well-regulated at the

beginning of the Meiji period. Even though Tojun nisshi B H 56 written in 1868 (Meiji 1),

states that commoners were permitted to welcome the imperial procession while standing as in

* MTK, vol. 3, 667.
6 William Elliot Griffis, The Mikado: Institution and Person (Princeton: Princeton University Press, 1915), 258.
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the Western custom,’*’ the Japanese did not know how to respectfully hail their Emperor. In his

memoir, Naitd Aisuke PNERZHH (d.u.) recalls the time he greeted the imperial procession in

Fuchii on the Koshtkaiddo highway in 1880 (Meiji 13). Naitd and his fellow villagers were
uncertain how to receive the imperial procession because they had previously paid respect to the
processions of daimyd by prostrating. While they waited for the imperial procession for
approximately thirty minutes, a police officer told them to revere the Emperor by standing. Naitd
was surprised that the Meiji Restoration had so quickly modernized such welcoming customs.***

Their proximity to the Emperor made the commoners become superstitious. An
anonymous non-Japanese author wrote about this trend in “The Imperial Progress,” an article
that appeared in The Japan Weekly Mail on June 19, 1880 (Meiji 13). He reports that “[a]s an
instance of the reverence accorded to the Mikado, it is recorded that, during his tour in the north
in 1876 (Meiji 9), in many places holes were literally dug in the ground over which he sat by
people eager to obtain even a handful of earth considered sacred by contact, however remote,
2,349

with the Imperial person.

In his diary, Yamaguchi Masasada (LI [0 1E & (1843-1902) reinforced the newly-

developed superstitions associated with the Emperor. During the Grand Tour of December 1881
(Meiji 14), Emperor Meiji stayed at the house of Watanabe Sakuzaemon V&34 {E/A#FY (d.u.),

the second wealthiest landowner of Sakata in Yamagata prefecture. Once the Emperor departed,

¥ Tojun nisshi B3 H 5. Meijibunka Kenytikai BV SULHFIE Y, Meijibunka zenshii TR 3C{b424E 1: Koshitsu
hen 2% (Tokyo: Nihon Hydron sha H ARFiffl, 1992), 234. The Omiya-shi shi K'= i 5, the History of
Omiya City, states otherwise. Prostration was compulsory during the imperial procession in Omiya in 1870 (Meiji 3).
Omiya Shiyakusho ' %% FlT, “Meiji sannen gydshin nikki BTG Z4-1T3E H 52,” in Omiya-shi shi K& 115
Shiryd hen & EHf 3 (Omiya: Omiya Shiyakusho K& i AT, 1993), 926.

** Meiji tenno Fuchii anzai kinwaroku W76 R 25 1 T/E AT 5%, Compiled by (interviewed by) Omuro
Ichigord K= i FL.AR (Fuchii, Tokyo: Fuchii Shidankai fif H' 51743, 1940), 14. Naitd was 24 years old at the time
of procession.

9 Anonymous author, “The Imperial Progress,” in The Japan Weekly Mail, June 19, 1880 (Meiji 13), in Nihon
kindai shisé taikei B ARITRIEARIK R 2: Tenné to kazoku KB & FERR, ed. Toyama Shigeki 12 [LI 48 (Tokyo:
Iwanami Shoten % /5, 1988), 103.
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villagers from near and far wanted to visit Watanabe’s house to see his rug on which Emperor
Meiji had sat and his pillar decoration that the Emperor had touched. These superstitious visitors
believed that touching the items with which Emperor Meiji had come into contact would provide
them with good health and insure that pregnant women in their families would have safe and
easy deliveries. Watanabe reported that he even had to give out tickets because approximately

10,000 people visited his house in ten days.**°

The superstitions that defined the Emperor as a
source of good fortune helped build a positive reputation for the Emperor.

Furthermore, Park Jin Woo #M%RH and Suzuki Shizuko £57K L-37- emphasize that the

imperial processions did succeed in uniting the villagers and in expanding the undeveloped
countryside.*®' The 1876 (Meiji 9) imperial procession to the Kuwano village development in
Fukushima prefecture demonstrates this positive aspect of the processions.

Although the prints depicted the procession in an orderly way and emphasized that
everyone treated the Emperor as a superior being at the beginning of the Meiji period, the
following accounts contradict these conclusions. The actual processions were not as well
organized as one might imagine. For example, Ernest Satow recorded in his diary that “[t]he
display [of the imperial procession] could not be described as splendid, for the effect of what was
oriental in the courtiers’ costumes was marred by the horribly untidy soldiers with unkempt hair
and clothing vilely imitated from the West.”** Satow described the 1868 imperial procession as
such because the dress code for the procession was not yet regulated at this time. Therefore, each

participating courtier and military guard wore a different style, both Japanese and Western

3% Yamaguchi Masasada |11 A 1E%E, Yamaguchi Masasada nikki 111 5 157 B 2, December 19, 1881 (Meiji 14), in

JRKE(X 3, at the National Diet Library). Also available in Tennd to kazoku, 112.

31 park Jin Woo #M% [, “Tennd junkd kara mita tenndsiihai to minshtn K 5 3&F T & 7o RELEFE & BUR ” in
Nihonshi kenkyi B ZKS21F%E, no. 309 (May, 1988): 1-26. and Suzuki Shizuko 5 L 57, Meiji tenné gyoké to
chihé seiji Bl R 24732 & W5 B4R, (Tokyo: Nihon Keizai Hydronsha H ASKRE 7 iEam£L, 2002).

332 Satow, 391. The procession took place on November 26, 1868 (Meiji 1).
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. . 353
clothes in various colors.

The aforementioned woodblock prints, however, show orderly
processions in which all the participants wear the same tidy uniform.
Despite the acknowledgment of a class system in the Meiji period, the superiority of the

Emperor was not yet a concrete notion among the commoners at its beginning. In his article

“Gojunkd no ki 3= / 5T (The Record of Imperial Processions),” published in the Tokyo
nichinichi shinbun ¥F H HHR on July 5, 1876 (Meiji 9), Kishida Ginkd 5 HI5 % (1833-
1905) pointed out that many ordinary people in Sendai showed little respect for the royal
procession. Commoners with dirty faces and muddy feet, farmers weighed down by their
farming tools, and mothers nursing naked babies sat around and indifferently watched the
procession. Some of these people even took a nap while waiting; officials rudely awakened them
so they could venerate the procession as it passed.” The newspaper also reported that the
number of spectators sharply declined on rainy days.*>® Furthermore, a writer noted that some
people who did not know how to properly welcome the Emperor often failed to remove their hats
or neglected to fold up their parasols.’®

In addition to their lack of proper manners, commoners further contradicted the positive
images presented by the prints by greeting the processions in a negative way. An untitled

editorial article in the Choya shinbun 5787, published May 10, 1878 (Meiji 11), exemplifies

how some individuals reacted unenthusiastically toward the procession. Before the Grand Tour

333 Osakabe Yoshinori 375 HIl, Yofuku, sanpatsu, datto PR « 8152 « i J): Fukusei no Meiji ishin I O W35
4EHT (Tokyo: Kodansha #fiik 4, 2010), 22.

3% Kishida Ginkd /& HIWSF, “Gojunké no ki #1X&E 7 52,7 in Tokyo nichinichi shinbun ¥ B B #1 R, newspaper
number 1374, vol. 13 (Tokyo: Nihon tosho senta H K[X|FEt& % —, 1994), 14 (original page number 626).
Kishida wrote about the incidents he saw on June 30 in his article published on July 5. The Tokyo nichinichi shinbun
published an article titled “Gohatsuren no ki ##1%§ % 5 on June 3 followed by a series of 37 articles titled
“Gojunké no ki f13%3% / 52 that covered the imperial processions in June and July, 1876 (Meiji 9).

3% Kishida Ginkd f& HIWS %, “Gojunké no ki #1X&SE 7 52, in Tokyo nichinichi shinbun ¥ B B #1 R, newspaper
number 1349, vol. 12 (Tokyo: Nihon tosho sentda H AR[XZE& > ¥ —, 1994), 214 (526).

336 Fujitani, 165.
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began, the author published his disapproval of this upcoming event. He criticized such pleasure
trips as unnecessary and said that the travel expenses should not be covered with public money

(kohi 25%).>*" Once the tours began, the Tokyo Akebono shinbun HEIEHIR] on May 20, 1880

(Metiji 13) reported that the welcoming event for the imperial procession had become a burden
for the residents of Nagano prefecture. The article listed the expenses associated with the
preparation for the procession. The local government charged each household in Nagano
prefecture 3 yen 73 sen 1 ri to pay for the Japanese national flags, festive lanterns, new street
lamps, and road repairs.”>® As described in the newspaper articles, some Japanese did not support
the imperial processions because they were required to pay for them and received nothing in
return.

Furthermore, we know that some commoners secretly sang a short and comical song
about how they preferred the reign of the Tokugawa over the reign of Emperor Meiji. The lyrics

of this song include: “Kin-san kaeshite Toku-san yonde moto no Nihon de kurashitai £54 > 1K
VT UM T8 ) BART 75 2% A (Return Mr. Kin [to where he belongs], then call

Mr. Toku, we would like to live in the old Japan).” Although this song indirectly referred to the

Emperor as “Mr. Kin,” the 19" century Japanese people understood that Mr. Kin implied

37 The Chéya shinbun ¥, May 10, 1978 (Meiji 11), vol. 1408, in Chéya shinbun 7 (Tokyo: Perikan Sha <
D M AUEE, 1981).

338 1 calculated the fee per household by dividing the total cost (57,833 yen) by 15,500 households. Tokyo Akebono
shinbun ¥ IEHTR], vol. 186, May 20, 1880 (Meiji 13), in Tokyo Akebono shinbun fukkokuban %I, vol. 33
(Tokyo: Kashiwa Shobd, 2006), 68 (446). Similarly, the Osaka Shinpo KB (Osaka Newspaper), on May 29,
1880 (Meiji 13), reported that the local government charged each household 3 yen 53 sen 3 ri for the procession
preparation. Osaka Shinpo RIHTHR, vol. 733, May 29, 1880 (Meiji 13), in Nikon kindai shisé taikei H AT EAR
K% 2: Tennd to kazoku K2 & 3, ed. Toyama Shigeki 1 | L1548 (Tokyo: Iwanami Shoten i 25, 1988),
93-94.
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Emperor Meiji because the 19" century term “kinchii 51 meant the imperial court. As a result,

the song reflects the frustration of the common people toward the “new” ruler.””

After the government hired a private detective to gather information on the public
reaction toward the imperial procession to Kamakura, that detective compiled the Gyoshin ni

tsuki doro kenbun hokoku 17 = {1 1E & . [ ¥ 15 (The Report on the Roadside Public

Opinions on the Imperial Processions). On April 1873 (Meiji 6), he reported that some residents
in Hotogaya and Tozuka were not impressed with the imperial procession because it was not as

elaborate as the daimyd processions during the Edo period.*®

Because the detective relied upon
eavesdropping and other secretive techniques to gain information, he was able to gather and

record the honest opinions and reactions of the commoners. Hara Takeshi JRU 5, a historian

who studies imperial Grand Tours in the Meiji, Taishd, and Showa periods, reports that only 74
people participated in the Grand Tour in 1872 (Meiji 5), while 360 people accompanied Emperor
Meiji for the 1880 (Meiji 13) tour. These numbers do not even reach one tenth of the people who
participated in large processions held by the feudal domains in the Edo period.*®' Thus, while
some commoners appreciated the imperial processions, others disapproved of them.

While visual images as sources of historical information can be effective, these images,
like textual documents, are not absolutely reliable sources. Instead, they reflect the perspective of
the often self-serving commissioners. Therefore, one must carefully contextualize the images
when analyzing them. These prints represent the idea of the Emperor visualized by the artists and

publishers who created them. Although these artists and publishers had no government

% Gyashin ni tsuki doro kenbun hokoku 173 =+ X JE ¥ L HE 190, in Sanjoke monsho =% 3, in
Obinata Sumio K H J7#fi5<, “Minshii wa tennd o domite itaka FCRIZIKE % £ 9 BTV 727> 1873 nen
Kamakura gyoshin endo tansakusho o tegagari toshite 1873 FE8F B 1T EINEIEREL T30 & LT, in
Nihonshi kenkyii H 7 5452, no. 323 (July, 1989): 70.

380 Gyashin ni tsuki doro kenbun hékoku, in Obinata, 69.

361 Hara, 35.
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affiliation, they still illustrated the ideal, modern Japanese state that the government and
customers desired to see. Furthermore, publishers favored idealized scenes instead of reality to
sell more prints, avoid potential government censorship, and remove negative depictions of

imperial system.

3.5.2 The End of Emperor Meiji’s Processions

As the processions achieved their goals of creating a new symbol of rulership and of educating
the young Emperor,** the number of processions gradually decreased. The Grand Tours of Japan
by Emperor Meiji ended with the 1887 (Meiji 20) tour to the Kinki and Tokai regions. Shorter
trips and day trips replaced these long tours. Takashi Fujitani explained that one reason for the
discontinuation of Grand Tours was due to the tours’ anachronistic ceremonial style. Because the
processions were regional, not centralized, the citizens in various parts of Japan rarely
participated in the same rituals at the same time. Therefore, these tours did not represent a true
national communion: “[The procession] was not conducive to the idea of temporal coincidence—
the idea that all the people of the nation lived in the same time. In this regard, the imperial

59363

progress could not be an adequate focus of national communion. Furthermore, financial

factors may also have led to the discontinuation of the Grand Tours of Japan. Regardless of the
reasons for this termination, the processions had successfully emphasized the authority of

Emperor Meiji and enabled the Emperor to become visible to the commoners.*®*

362 According to early Meiji leaders, such as Okubo Toshimichi, one of the four purposes for organizing imperial
processions was to educate Emperor Meiji about his nation. See “Significances of the Imperial Processions” section
in this chapter.

363 Fyjitani, 202.

364 In the mid- to late Meiji period, Crown Prince also traveled throughout Japan. For more information on the
Crown Prince’s trips, see Hara, Kashika sareta teikoku.
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3.6 THE SECOND STAGE: IMAGES OF EMPEROR MEIJI AS A HUMAN BEING
Just as the general public reconstructed its notion of the emperor system, so did procession prints
rapidly change the tradition of “non-depiction” of the Emperor. The government in the second
decade of the Meiji period gradually made the emperor more accessible and visible by involving
him in political, military, and cultural events. As a result, woodblock print artists used both the
emperor and empress consort as subjects for their work. According to Julia Meech-Pekarik,
Emperor Meiji was riding in an open carriage in and around Tokyo as early as 1872 (Meiji 5).>°
William Elliot Griffis, who witnessed this visual shift, reflected the situation in his memoir as
follows:

Gradually, the mystery play of medieval and musty Mikadoism gave way to
modern reality...When Mutsuhito visited the Strand Palace he rode not in a
screened bullock cart but in an open carriage... the people stood as usual, gazing
at their sovereign, just as civilized people do in other parts of the world...What
had once been a mysterious idol seemed now to have a human soul.**®
Furthermore, Griffis, who witnessed the emperor communicating with merchants in simple
clothes, exclaimed as such:
The merchant face to face with the Mikado? The lowest social class before
traditional divinity? It was a political miracle!...The doctrine of the divine descent

of the Mikado has been very useful in times past; but its work is done...Japan will

win the respect of civilization by dropping the fiction.*®’

3% Julia Meech-Pekarik, The World of the Meiji Print: Impressions of a New Civilization (New York and Tokyo:
John Weatherhill, 1986), 105.

366 Griffis, The Mikado: Institution and Person, 198-199.

37 William Elliot Griffis, The Mikado's Empire (Wilmington, Delaware: Scholarly Resources, Inc, 1973), 564-566.
Harper & Brothers in New York first published The Mikado’s Empire in 1895.
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Although limited to procession routes, the emperor became more visible and more
accessible to the commoners through frequent public appearances. These public appearances
added another dimension to the emperor’s relationship with his subjects: not only did the
emperor observe his people, but the people also saw the emperor. As the Japanese politicians
desired, the emperor became a public figure; images of Emperor Meiji in popular prints reflect
this shift from invisible to visible and from private to public.

However, the government continued to refuse to popularize official portraits of the
emperor and the empress consort in 1872 and 1873 (Meiji 5 and 6). To feed their curiosity about
their royal leaders, therefore, the Japanese commoners in the late 19" century, embraced the
more easily accessible woodblock print images of the emperor. While the exact dates of
production of many prints of Emperor Meiji are unclear, one of the first known prints was
published in 1877 (Meiji 10): Seikanron no zu 1L aw 21X, Picture of the Discussion of the
Takeover of Korea, painted by Yoshi Chikanobu #5/H & %E (1838-1912)°% in 1878 (Meiji 10).
This print exemplifies the typical jiji nishiki-e fF-##z that illustrates a current event. The print

also demonstrates the new trend of including the emperor in the visual arts.*®

In 1871 (Meiji 4), Iwakura Tomomi 5 & E.f (1825-1883), the head ambassador
(tokumei zenken taishi FFfn2HE R H), led the Iwakura Mission (Iwakura kengai shisetsudan
A EAMEEI),” on a two-year diplomatic tour of the United States and Europe. During this

trip, Iwakura’s Japanese ambassadors, including Itd Hirobumi {15 3 (1841-1909) and Okubo

368 In addition to this print, Daiikkai naikoku hakurankai no zu %5—RIN[E 4% 22X, the Picture of the First
Exposition in Japan, which visualizes the imperial couple in traditional clothes was also published in 1878 (Meiji
10).

3%9 Y 5shii Chikanobu was also known as Hashimoto Chikanobu £ 7% J& %E. Matsumoto Heikichi #2435 was the
publisher for this print.

370 The Iwakura Mission is also known as the Iwakura Embassy in English.
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Toshimichi, had the opportunity to observe modern Western nations. Upon their return to Japan
from the Mission in 1873 (Meiji 6), these forward-thinking politicians learned about a plan in
which Japan would take over Korea. Chikanobu designed a scene that captures these more
progressive politicians trying to stop the invasion. Because Chikanobu and the majority of print
artists came from the lower class, they were not in a position to actually witness imperial events.
Since they were never present at these events and meetings, they instead worked from second- or
third-hand accounts of news stories. On most occasions, Chikanobu and his colleagues based
their images of the emperor and his proceedings on textual descriptions and their imaginations.
Unable to produce an individualized, mirror image of Emperor Meiji, the artists in the early
Meiji period satisfied the general public’s curiosity by employing generic and idealized facial
features of a typical hero or ruler to express Emperor Meiji.

In the Picture of the Discussion of the Takeover of Korea, Chikanobu portrayed the
emperor and other politicians wearing Western-style military uniforms in a room furnished with
Western furniture and carpet. The artist captured the emperor and such important Meiji leaders

as Eto Shinpei JLERHT T (1834-1874), Itagaki Taisuke AitHiR8) (1837-1919), Iwakura Tomomi,
Okubo Toshimichi, Saigd Takamori P84 [&R% (1828-1877), and Sanjo Sanetomi — {5 H 3%

(1837-1891) debating the pros and cons of invading Korea, an action first suggested by Saigd in
1873 (Meiji 6). The text, in a box on the top right, explains the scene and the political situation
with Korea. While Chikanobu clearly labeled the names of these well-known politicians in the
red cartouches next to them, he did not create a cartouche for the emperor. Yet, the artist did
clearly convey the distinctive social and political hierarchy that defined society at that time, as
well as the trend towards Westernization. Although these politicians all have animated facial

expressions and assume active poses, only the emperor sits stolidly at the top left-hand corner
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where he attentively listens and calmly observes the meeting; this positioning convinces the
viewers that the emperor is more confident and assertive than the rest of the politicians.

Emperor Meiji resembles the other politicians in terms of size, similarity of military
uniform, and the type of chair in which he sits. A superficial glance at the print, then, shows the
emperor as one of the group, but a closer examination reveals that the emperor is separated from
the rest of the people due to his hat with gold trim, his tiger fur cushion, and his position under
purple chrysanthemum banners and a rolled up bamboo curtain. Emperor Meiji sits as an
authoritative figure overseeing the meeting, letting his subordinates discuss the issue while he
makes the final decision. This image makes the viewers understand that the emperor is the leader
among the politicians, not an unapproachable divine figure separate from them. By allowing the
mass distribution of such journalistic images of Emperor Meiji in woodblock prints, the Japanese
government reinforced the existence of the imperial sovereignty and created a stronger bond

between the emperor and his people.

3.6.1 Significance of Westernized Attire

Unlike the previous procession prints, Picture of the Discussion of the Takeover of Korea
emphasizes the emperor’s power through Emperor Meiji’s Westernized attire, not the number of
his guards and attendants. The viewers recognized the emperor’s Western dress, facial hair, and
Westernized-stance as indicatives of his status. Although late-19"-century Japan considered
foreigners as peculiar, it greatly appreciated exotic foreign objects and advanced technology. At
this time, those with access to foreign items were often the ones in power; therefore, possession
of expensive foreign items, especially when accompanied by wealth and intelligence, signified

high social and political status. The emperor, as the ruler of Japan, could not afford to lose his
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ethnic Japanese identity, but his choice of Western style dress differentiates him from the

commoners. The government changed the dress code for men (fukusei kaikaku JRiH|ZCEE) on

1871 (Meiji 4) 9.4.>”" More than eight months later, on 1872 (Meiji 5) 5.23, the emperor first
appeared outside of the palace in Western clothes during his trip to the Hama Rikyt Detached

372
Palace.

Despite some initial resistance towards the West, the majority of the Japanese
eventually adopted many aspects of European culture and advanced technology. From the 19"-
century Japanese point of view, such rapid changes dealt more with modernization and less with
Westernization. The value of foreign culture and advanced technology lay in its potential to

improve Japanese society, not in its Western appearance.

The concept of “wakon yésai FIBLEF (Japanese spirit and Western achievements)” was

created to legitimize Westernization. The Japanese justified their interest in all things Western by
labeling the Westernization fad as a superficial one that would fade like similar stylish trends.

Another popular notion among the Japanese in the early Meiji period was “oitsuke oikose 1B\ >
I FTIBV VB, roughly translated as “catch up and go beyond.” This slogan suggested that the

Japanese must not only reach the same level as the West, but must also surpass Western
technology in order to achieve acceptance by and equality with the West. To meet Western
standards, the Japanese did not hesitate to overturn unfair trade treaties and to increase their
political and military power. Although Japan still exhibited some animosity toward
Westernization, it also accepted Western culture because it did not define its relationship with

the West as one of conquered and conquerors. Nineteenth-century Japanese insisted that they

M Dajo ruiten XECEEL, in Nihon kindai shiso taikei B AITHIEARKR 2: Tennd to kazoku K5 & HEE, ed.
Toyama Shigeki iz [L % 48f (Tokyo: Iwanami Shoten & EJE, 1988), 12.
2 MTK, vol. 2, 691.
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would not allow Westernization to change their core Japanese values, but in the end, they
embraced and supported an assimilated lifestyle.

Even though the royal family did not accept assimilation as a natural occurrence, the
emperor still became an emblem of the country’s assimilation due to the efforts of the Meiji
reformers. As the leader of the nation, the emperor had a great influence on his people. For

example, as seen in the print, he set the standard by cutting his topknot (chonmage T &%) on
April 20, 1873 (Meiji 6), and the general public followed his example soon after.*”® According to
Inoue Isao F: L8, a historian, only 10% of the population had short hair in 1872 (Meiji 5), 20%
in 1875 (Meiji 8), 40% in 1877 (Meiji 10), 80% in 1882 (Meiji 15), and 98% in 1887 (Meiji
20).37

Wearing a mustache was also a new custom to the Japanese in the early Meiji period. The

author of “Hige nakereba totokarazu $5.M& /4 L /N5 5 < X (One is Not Honorable Without His

Facial Hair),” an article from the Choya shinbun on June 19, 1881 (Meiji 14), states that Edo-
period Japanese did not wear beards and mustaches, and they shaved before going to work. The
author of the article humorously criticizes the Meiji-period politicians who were so proud of their
facial hair, noting that the rest of the people with thin facial hair, including the author himself,
would never be successful.’” This article suggests that the upper-class politicians, influenced by
the West, had recently begun to grow beards and mustaches because they associated facial hair
with sociopolitical success. Therefore, distributing prints of the emperor with short hair and

facial hair must have conveyed a certain positive and progressive message that influenced

7 MTK, vol. 3, 47.

™ Inoue Isao H 1B, Bunmei kaika SCH Bt (Higashimurayama HLkf[LI: Kydikusha ZXE 4L, 1986), 73.

" Manshunsei ##4, “Hige nakereba totokarazu 5587 L XNE H T X The Chaya shinbun #1577, June 19,
1881 (Meiji 14), vol. 2326, in Choya shinbun 13 (Tokyo: Perikan Sha X 0 73 A ft, 1982). Also see Mizutani
Mitsuhiro /KA =/A, Nihon no kindai B AR DT 13 (4 History of Modern Japan): Kanryé no fithé B D JAF
(Tokyo: Chiiokoronshinsha H' S-/AG#T 1L, 1999), 10.
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Japanese society. At the same time, Emperor Meiji’s Westernized attire gave a favorable
impression to Westerners. The emperor’s new appearance, illustrated in many prints from the

second decade of the Meiji period, symbolized Japan’s renewed identity as a modern nation.

3.6.2 Images of the Imperial Couple

In the second stage, artists began to illustrate not only the emperor, but also the imperial couple
in journalistic prints. The following prints, produced approximately 20 years after the first image
of an imperial procession, show a change in artistic approach. Instead of the invisible emperor of
the first decade of the Meiji period, the artists of the second decade of the Meiji period chose to
depict the emperor with the empress consort. Japanese artists were becoming accustomed to the
notions of Emperor Meiji as a human being and as an imperial husband.

One of the earliest prints of this type, Charine daikyokuba goyiiran no zu F % U % K
S 2 X (Depiction of Enjoying the Charine Circus) in 1886 (Meiji 19),”"® exemplifies the
shift from presenting only the emperor to visualizing the emperor and empress consort together.
In this print, Yosht Chikanobu again did not directly identify the humanized emperor and
empress consort, but used elaborate Western garb and imperial décor to imply the royal status
and authority of the couple. As a result, Chikanobu became the first print artist to depict both
royal spouses wearing Western clothes.””” On November 1, 1886 (Meiji 19), the emperor and the
empress consort went to the Fukiage Palace to witness the equestrian acrobatic performance by
Charine and his troops from Italy.>”® MTK states that some newspaper reporters were allowed to

attend this public event. Therefore, even if it was not open to the public, commoners knew about

376 Hashimoto Naoyoshi 1&4<[E.3§ was the publisher.

77 Wakakuwa, 230.

378 Emperor Meiji showed his enjoyment of the performance by rewarding Charine with 2,000 yen. MTK, vol. 6, 651.
Dowager Empress Eisho also went to see the performance in Tsukiji on November 19, 1886 (Meiji 19). Ibid., 657.
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this well-publicized show and were curious to learn more about it from this woodblock print. It is
remarkable that artists not only depicted the emperor in political or militaristic situations, but
also showed him in cultural settings that emphasized his personable aspect. This trend suggests
that commoners were becoming more familiar with the idea of the emperor as a human being.

In this print, Chikanobu filled a circus arena with a plethora of performers and a great
deal of action. One performer, while carrying a woman on his shoulders, stands directly on top of
two galloping horses. A female performer leaps through a hoop from the back of a horse, an
elephant dances on a barrel, and two one-legged acrobats form a pyramid with the help of a cane;
the back of the stage contains animals (possibly lions) in cages. All the Japanese spectators in
Western dress sit at the right side of the print. Although female courtiers surround the royal
couple, it is easy to identify the emperor and empress consort because of the traditional purple
banners with the imperial chrysanthemum crests that hang over them and bamboo blinds that
surround them. The emperor and empress consort sit at a long table, the position of which allows
them a better viewing of the performance. They are seated in the traditional Japanese seat of
honor in front of a painted folding screen. Thus, their position in front of the screen also suggests
their significance. Furthermore, the ornate tablecloth, the large size, and elaborate outfits of the
two figures also indicate their importance.

Images of the imperial couple, such as Chikanobu’s Depiction of Enjoying the Charine
Circus, reflect a change in the male attitude toward Japanese women, especially Empress

Consort Haruko 251 (1849-1914),°” and in the imperial marital tradition. In this print, the

empress consort no longer wears traditional robes, but instead appears in Western dress. The

empress consort began to wear Western-style dresses in 1886 (Meiji 19), 14 years after the dress

37 Empress Consort Haruko’s birth name was Ichijo Masako —Z%5¥-. She is later known as Dowager Empress
Shoken AR E K f5.
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code changed for the emperor. According to MTK, the empress consort, wearing a Western dress,

380

attended a graduation ceremony at Kazoku Jogakko #E & 225242, the Court Women’s School,

on July 30, 1886 (Meiji 19).>®' This is the first official record of Empress Consort Haruko
wearing Western-style clothes. While the change in the court dress code for male courtiers and
politicians occurred in 1872 (Meiji 5), the change for women came much later in 1887 (Meiji 20).

With a hint of irony, Empress Consort Haruko, in Kogo oboshimeshisho & J& JEA32, attributed

this change of dress code to an old Japanese tradition. She claimed that both Japanese men and
women wore two-piece clothes in ancient times; therefore, by changing the dress code, Japanese
women were reviving their old tradition, not incorporating Western styles into their dress.***

Similar to the male royalty, Japanese men began wearing Western clothes much earlier
than Japanese women of both imperial and commoner status. Because Meiji Japanese considered
European dress to be more formal business attire than their traditional clothes, Japanese men in
the Meiji period often wore a suit to work and changed into a Japanese kimono in the evening
after work. European dress, therefore, came to have a public association. The delay in dress code
change for women is then significant because it means that women were expected to stay home
and keep the Japanese traditions alive, while the men were expected to be more public and
modern.

Erwin von Baelz (Bélz) (1849-1913), a German doctor who resided in Japan during the
sociopolitical evolution of the early Meiji period, told Itd Hirobumi that he opposed Japanese
women wearing Western dresses. [td smiled and replied, “All that you say may be perfectly

sound, but so long as our ladies continue to appear in Japanese dress they will be regarded as

30 Kazoku Jogakkd was a precursor of the Gakushiiin Jogakkd 78 [ 20 445
¥ MTK, vol. 6, 622. See the entry on July 30, 1886 (Meiji 19).
2 Ibid., 680-681. See the entry on January 17, 1887 (Meiji 20).
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mere dolls or bric-a-brac.”**?

[tdo implies that the foreigners would not take Japanese women
seriously unless they wore Western dresses. Therefore, the images of the empress consort in
European dress, such as the one in this print, made statements about how the Japanese and non-
Japanese in the 19" century viewed Japanese women.

The change in the empress consort’s dress code at this time signified that Empress
Consort Haruko now had a public role to play. In addition to the outfit worn by Haruko, the
coupling of the emperor and empress consort also sends a message. The artists in the second
decade of the Meiji period began to depict the imperial couple participating in important state

affairs. For example, Yoshii Chikanobu created Kenpo happu-shiki no zu 5&1538AA 2 X, the

Picture of the Promulgation of the Constitution, in 1889 (Meiji 22), to visually report the
February 11, 1889 (Meiji 22) historic constitutional event.’** Chikanobu, like other artists of
imperial-themed prints, added purple chrysanthemum banners to indicate the imperial nature of

this event. In this scene, Emperor Meiji gives Kuroda Kiyotaka &£ H{EF% (1840-1900), the

Prime Minister, the constitution that Ito Hirobumi compiled using the German model. ™

Chikanobu again relies upon Western dress to define authoritative figures. He consistently
dresses all the Japanese officers in Western military uniform and the female court attendants in
ornate Western-style clothes to show their status. Without exception, the Japanese male courtiers
wear a hat and carry a sabre; as explained earlier, their facial hair is indicative of modernization.
The artist included several foreign diplomats attending the ceremony to emphasize the

international authority of the emperor; however, by depicting them in colorful costumes, he

* Erwin O. E. von Baelz, Awakening Japan: The Diary of a German Doctor: Erwin Baelz, ed. Toku Baelz, trans.
Eden and Cedar Paul (New York: The Viking press, 1932), 239.

*% Sasaki Toyokichi 4= % A% published this print.

385 MTK, vol. 7, 207. The Constitution was actually stored inside of a box; therefore, the attendants could not have
seen the paper document during the ceremony. Chikanobu depicted the document (paper) to make it more dramatic
or he simply did not know that the constitution was in the box. Ibid., 206.
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separated these foreigners from the rest of the Japanese officers dressed in black. Chikanobu also
distinguished the imperial couple by making them larger than and separate from the rest of the
participants and by having the emperor stand on a raised stage. The internationally decorated
room contains paper screens, Japanese banners, marble tiles, a chandelier, and Western style
chairs.

The significance of this print lies in Chikanobu’s acknowledgement of the empress’s
actual participation in this state affair by depicting her in the print. Although Empress Consort
Haruko rarely attended any previous official state events, MTK confirms her participation in this

political event.**

The emperor is shown standing on a double layered platform in the middle of
the room, while the standing empress consort sits on a single platform on the left.*®” The artist
does not treat the imperial couple equally, but he does surprise the viewers by including the
empress consort in this political event.

The day after the Promulgation of the Constitution, the Meiji government planned an
elaborate procession and festivities. To describe this event, Inoue Tankei F _E#f 5 (1864-
1889)*® created the 1889 (Meiji 22) Kenpé happu: Gotsiren no zu & FEFEATEEHE, the
Picture of the Promulgation of the Constitution: The Imperial Procession. Tankei depicted the
celebratory procession going through the streets of Tokyo. In the middle of the print, the emperor

and empress consort, both wearing Western dress, can be seen sitting together on an elegant

Western-style open carriage with a golden phoenix on top; several horses with beautiful

> Ibid., 206.

%7 Japanese emperors customarily received their audiences while seated. In this print, however, Emperor Meiji is
conducting business standing up due to the influence from the West.

3% Tankei studied under Kobayashi Kiyochika /NMAi&8L (1847-1915). Tankei is also known as Inoue Yasuji and
Yasuharu  FZ&R.
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harnesses pull the carriage.”® Attendants, looking dignified with their impressive mustaches and
Western-style military uniforms, ride horses in an orderly manner behind the imperial chariot.
By adding stone and brick buildings with glass windows in the background, Tankei expressed
the modernity appropriate for this new era marked by the Promulgation of the Constitution.
Spectators, also in Western attire, line the street to welcome the procession; while none
prostrate themselves, they do take off their hats and wave to show their respect. By depicting all
these viewers much smaller in size than the chariot and by giving them generic features, Tankei
emphasizes their lower status compared to that of the imperial family. In the foreground, a
teacher leads a group of students. Tankei clearly identifies the youth of the students by showing
them smaller than their teacher and by not giving them facial hair. Although a string of festive
red and white lanterns block the full name of the school written on the purple flag, observers can

read the words, “koritsu ( /X3 public)...k6 (# school),” implying that the government

encouraged even the young students to attend the parade.

At first glance, it seems as if Tankei were simply depicting the celebration; however, a
closer scrutiny of the painting shows that he was conveying much more significant news than
simply reporting on the festive event. By showing the imperial couple sharing a ride and being

seen together in public, Tankei created a unique scene for the late 19" century Japanese viewers.

3.6.3 Imperial Marriage Practice
The Japanese audiences from the Meiji period would have understood the deeper message
Tankei tried to convey through the Promulgation of the Constitution: The Imperial Procession:

The imperial couple riding together in the same carriage signifies a more equal relationship

3% This six horse carriage for formal occasions is currently part of the permanent collection at the Homotsuden (5
Wl Treasure Museum) at the Meiji Jingdi B/A#% in Tokyo.
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between the emperor and empress consort. Alice Mabel Bacon (1858-1918), an American
teacher who taught English at the Court Women’s School, wrote the following about the
Promulgation Festival:

Upon this occasion, for the first time, the emperor and empress rode in the same

coach, and it is really a great step up, so far as the women of the country are

concerned. The theory hitherto has been that the emperor is too far above his wife

in dignity to appear in public with her in the same carriage, but yesterday, by

riding with her, he recognized the fact that his wife is raised by her marriage to

his own social level. It is a formal adoption of the Western idea in regard to the

position of the wife.*”
Like Bacon, Ottomar von Mohl (1846-1922), a German diplomat who resided in Japan from
1887 to 1889,%" also acknowledged that the emperor and empress consort appearing in front of
the public and riding together in the cart are meaningful. Von Mohl saw this as a new chapter of
Japanese imperial traditions because the custom of the emperor and empress consort appearing

together in the public did not exist in Japan prior to this event.”**

Not even ordinary Japanese
men brought their wives to a business setting. The women they did invite to join them were not
upper class ladies, but instead were professional female entertainers. Prior to this print, therefore,

artists depicted only Emperor Meiji in his chariot without Empress Consort Haruko.

Similar to all historic Japanese emperors, Emperor Meiji practiced ippu tasai — K23, a

polygamous marriage. Von Mohl, who criticized the practice of polygamy, labeled this custom

3% Alice Mabel Bacon, 4 Japanese Interior (Boston, New York, Houghton, Mifflin & Co.; Cambridge, Riverside
Press, 1894), 133.

%! The Meiji government employed approximately 3,000 foreign advisors before 1885 (Meiji 18). Kanamori
Shigenari 4> AR, “Note from the editor,” in Ottmar von Mohl, Doitsu kizoku no Meiji kyiiteiki N1 > &%
JR'ET4ERD (Tokyo: Shinjinbutsu Oraisha #1 A#7E 34k, 1988), 204.

392 Ottmar von Mohl, Am Japanischen Hofe (Berlin: Dietrich Reimer (Ernst Vohsen), 1904), 227-228.
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as “Sultan’s Harem.” He explained that Emperor Meiji currently had six wives, but tradition

allowed a Japanese emperor to acquire up to 12 wives.™”

Von Mohl then carefully observed that
the Japanese leaders were aware of the Christian monogamous belief; they chose not to openly
discuss this issue.””* William Elliot Griffis also expressed his disapproval toward the Japanese
concubine practice: “[S]o long as the institution of concubinage exists in Japan, home-life can

never approach in purity and dignity to that in Christian countries.”

For Emperor Meiji to earn
the respect of the West, the Meiji government advocated the abolishment of such “barbaric”
customs and encouraged Emperor Meiji to adopt the Christian practice of monogamous
marriage. Von Mohl testified that the emperor found it difficult to adjust to this new custom. In
one journal entry, he recorded the inability of the emperor, a ruler raised according to Japanese
custom, to treat his wife as a partner in the Western manner. For example, the emperor showed

uneasiness when escorting his wife to a banquet or similar events.**®

Von Mohl also reported that
Emperor Meiji refused to walk alongside Empress Consort Haruko during the Chrysanthemum

Festival, even though both Tokudaiji Sanenori K =F32HI] (1839-1919) and Hijikata Hisamoto
75K 3¢ (1833-1918) of the Imperial Household Agency requested him to do so twice.*”’

Despite Emperor Meiji’s reluctance to change imperial marital practice and elevate the status of
Japanese women, the Meiji government continued its efforts to bring Japan in line with the

Western standard. It wanted to impress the world so that Japan could attain a secure place in the

*** Mohl, 47.

**Ibid., 48.

3% William Elliot Griffis observed that “a Japanese has but one legal wife, but he may have two or three more
women if he chooses, or can support them. One wife, if fruitful, is the rule” for the Japanese commoners. Griffis,
The Mikado’s Empire, 556.

*** Mohl, 49-50.

7 Ibid., 136. The Imperial Household Agency was originally known as Kunaishd = N4 instead of Kunaichd &= PN
JT. After World War II, on May 3, 1947 (Showa 22), the Agency had to reduce in size from 6,200 to less than 1,500
workers and changed its name to Kunaifu = PNJFf. On June 1, 1949 (Showa 24), the Agency changed its name again
from Kunaifu to Kunaichd. For the modern history of Kunaicho, see
http://www.kunaicho.go.jp/kunaicho/kunaicho/kunaicho-nenpyo.html (accessed on September 6, 2013).
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global political arena. Although their print depictions may not reflect reality, Tankei and the
other artists responded to this government-stimulated philosophical change by illustrating the

imperial couple together.

3.7 SECOND STAGE: LITHOGRAPHIC GROUP PORTRAITURE

398
)

In addition to woodblock prints, lithographic prints (sekibanga A )" of Emperor Meiji

became popular in the early 1880s. Lithography, which uses simple chemical processes to
engrave and etch images on a smooth stone surface, was invented by Johann Alois Senefelder
(1771-1834) in 1798 and imported to Japan in the early 1870s.* Because this printing technique
allowed for more detail, Japanese artists were able to depict more naturalistic images than those
seen in traditional woodblock prints. Until recently, scholars have overlooked lithographic prints

of the Meiji period; however, a few scholars such as Mashino Keiko 4% -{-, an art historian,

recently suggested that publishers widely circulated unofficial lithographic images, as well as
woodblock prints, of Emperor Meiji.**® Some scholars have counted approximately 200 extant
lithographic prints of Emperor Meiji.*"’

Lithographic prints in the 1870s and 1880s follow the trend of woodblock prints by
openly showing the emperor as a human leader. Unlike the woodblock prints, these lithographic
prints often focus more closely on the facial features of the emperor because the medium allowed

the artists to give a more detailed expression of him. Although some journalistic lithographic

3% Japanese people today more commonly refer to lithography as ritogurafu Y k27 7 not as sekibanga.

3% Kokushi daijiten, 312.

49 Mashino Keiko % 5 ¥-, “Meiji tennd no imgji no hensen nituite BiIA K E DA A — DI OV T
Sekihanga ni miidaseru tenndzo 1 hRENZ R \NTEH D REAG,” Bijutsushi kenkyii S0 5247 5E (Waseda Bijutsushi
Gakkai FLf7 H 2247 51 224%), vol. 38 (December, 2000): 43-60.

401 Kanagawa Kenritsu Rekishi Hakubutsukan, Oke no shozo, 17.
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prints exist, these prints primarily resemble portraiture. The artists emphasized the emperor’s

political and personal relationships by creating lithographic group portraits.

3.7.1 Lithographic Images of Emperor Meiji with His Political Allies

Both during the first decade of the Meiji period and the even more productive 1880s, artists
created many lithographic prints of the emperor and his political allies. Most of these
lithographic prints of Emperor Meiji were based on the 1873 (Meiji 6) official photographic
portrait (which will be analyzed in depth in the next chapter). Although limited to a few special
occasions, artists did have the opportunity to observe the publicly displayed 1873 portrait and to
then produce their own versions. These artists still created their prints from their imagination;
however, by the second and third decades of the Meiji period, the artists became more concerned
with capturing the physical likeness of the emperor. They worried that some commoners, who
might have seen Emperor Meiji during the imperial processions, might compare their
interpretations of the emperor with the reality of the emperor. Artists also feared criticism from
those who might have seen the 1873 portraits on holidays at City Hall and other public places.
Although the photographic portrait of the emperor was taken many years ago, most of the print
images of the emperor from the second and third decades of the Meiji period closely resemble
the 1873 portrait. The passing of time had given Emperor Meiji an older and more mature
appearance; however, the print artists throughout the 1880s continue to base their images of the
emperor on this 1873 image. The 1873 portrait eventually became something like a symbol or
code for Emperor Meiji. Artists employed this “code” to express the emperor because the

commoners, even the ones who had not seen the emperor in person, could easily recognize this
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figure as their emperor. These lithographic images of Emperor Meiji circulated among the
commoners until a few years after the commission of the 1888 (Meiji 21) portrait.

An anonymous artist designed Dainihon teikoku koki goshozo K H AN+ [E i &4 H 14,
Portraiture of the Japanese Imperial Nobilities; this print was published by Mokuseiddo A% &

in Tokyo in October 6, 1885 (Meiji 18). Based on the 1873 portrait, this lithographic print
depicts Emperor Meiji as a political and military leader. Three larger and more elaborate
medallions with decorative borders appear in the middle of the print. These medallions contain
the most important three figures of the imperial family: Emperor Meiji at the top, the Dowager
Empress Eisho D (1833-1897) in the lower right, and the Empress Consort Haruko in the
lower left. Beneath the emperor and almost next to but slightly lower than the dowager empress

and empress consort is Haru no miya Yoshihito B 'E 551~ (1879-1926, r. 1912-1926, 123"), the
six-year-old Crown Prince who later became Emperor Taisho K 1F. Although his medallion is
both smaller than the medallions of the other three and placed in the lowest position, the Crown
Prince still demonstrates his importance by appearing in the center of the print. While these four
principal figures are unnamed, individually engraved cartouches identify the eleven courtiers
framed in simpler medallions surrounding the imperial family. The prominent male courtiers on
the right side of the print include: Arisugawa no wakamiya A ##)[[%5 &, Arisugawa no miya f
5)11'=, Fushimi no miya fR 7. &, Komatsu no miya /MA'E, and Kitashirakawa no miya 4t H
JII'Er. On the left are the corresponding wives of these male courtiers; they are identified as “wife

of so-and-so.” Only the woman directly under the Crown Prince is identified with her own name:

Yanagiwara Naruko HlIJFiZ57- (1859-1943). Because Empress Consort Haruko was infertile,

Yanagiwara was the actual birthmother of the Crown Prince. Therefore, she is placed directly
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beneath the emperor and the prince. Since this print was published before the amendment of the
court female dress code, all the women wear the traditional court dresses, while the men appear
in the Western military uniforms. Yet again, these traditional court robes express the ideas of
female inferiority, obedience, and submissiveness.

It is significant that the dowager empress is placed on the right side of the print with the
powerful male courtiers while the empress consort is placed on the left with the other submissive
wives. Von Mohl remarked that in Japan, the dowager empress was more valued than the
empress consort.* Influenced by Confucius filial piety, Emperor Meiji respected his mother
more than his wife. The placement of these two women in the print reflects this power structure.
In addition, Yanagiwara is positioned below her son. Such hierarchical placements, as well as the
inclusion of the birth mother, are also based on the court ranking and the Confucian belief of
filial piety. The artist visualized the powerful reign of Emperor Meiji through this group portrait:

the solid court structure and the legitimate successor to continue his legacy.

3.7.2 Lithographic Images of Emperor Meiji with His Family

Dainippon teishitsu goson’ei ‘K A AR5 EHEEY, the Portrait of the Japanese Imperial Leader,
created by Kamijo Yomotard |45/ KER in October, 1902 (Meiji 35), represents lithographic

prints depicting the emperor as the head of the imperial family. Prior to this time, the European
concept of royal family group portraits was new to the Japanese. Once the representation of the
emperor as a monarch had become a well-established notion, commoners may have developed
more interest in the emperor as a caring, fatherly figure; therefore, commoners may have been

motivated to form a more intimate relationship with the emperor. In this print, Emperor Meiji sits

2 In his journal, von Mohl does not specify who considered the dowager empress more important than the empress
consort. He probably meant Emperor Meiji, the court, and the Japanese society. Mohl, 48-49.
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on an elaborate armchair on the right side, while Empress Consort Haruko stands directly behind
him as an expression of her unconditional support. The Crown Prince and Princess stand on the
left. Six young princes and princesses of various ages occupy the middle of the print. Since the
Crown Prince and Princess did not have any daughters, the four princesses in the print probably

are the daughters of Emperor Meiji: Tsune no miya Masako % & & 1 (1888-1940), Kane no
miya Fusako J& = 51 (1890-1974), Fumi no miya Nobuko & 3= .1 (1891-1933), and Yasu
no miya Toshiko ZZEFAF (1896-1978).*" Two boys, one a toddler and the other an infant,

wear Western dress, suggesting they are the grandsons of Emperor Meiji: Michi no miya

Hirohito 3= #{~ (Emperor Showa FEF, 1901-1989, r. 1926-1989, 124™) and Atsu no miya
Yasuhito 7%= 9~ (1902-1953).*** This print was published in 1902 to celebrate the birth of

Y asuhito.

To show respect, everybody is standing while the emperor is seated. The standing pose
places the family members in a lower position than the emperor who sits on his throne. In
Japanese culture, a standing person is generally considered to be less important than a seated
one. Therefore, Japanese emperors customarily received audiences while seated.*”> By making
the emperor sit while others stand in this print, the artist implies the hierarchical relationship
within the family. Hirohito, holding the string of a toy carriage and highlighted by himself in the

front middle, stands out because the princesses in kimono stand clustered together. All the adults,

9 Even though Empress Consort Haruko bore no children, Emperor Meiji had 15 children with his five official
consorts or ladies-in-waiting (sokshitsu {] ). The print does not include the three children of Emperor Meiji who
died before 1902: Hisa no miya Shizuko /A& &1~ (the fifth princess, 1886-1887), Mitsunomiya Teruhito i = #{
(the fifth prince, 1893-1894), and Sada no miya Takiko H &= % & 1- (the tenth princess, 1897-1899). The print also
excludes the older children of the emperor.

4% Except for Emperor Taishd, Emperor Meiji did not have any other sons who were still alive in 1902; therefore,
these two boys depicted in the print must be the grandsons of Emperor Meiji. Emperor Meiji had two more
grandsons, but they were born after 1902.

5 On 1872 (Meiji 5) 5.15, Watson (d.u.), a British ambassador, suggested that Emperor Meiji should follow the
Western custom and receive his audience while standing. Although the Imperial Household Agency first rejected
this request, it eventually complied with this Western custom. MTK, vol. 2, 682-683.
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as well as the older and younger boys, are in Western dress that reflect their public side, while
the female children are in traditional clothes that, as previously analyzed, show their lower and
more private status.

To a certain extent, the viewers can relate to the emperor as a human being with
personal relationships. Later prints, such as this one by Kamijo, suggest the increase of curiosity

by commoners toward the hierarchy of the court and the structure of the imperial family.

3.8 REASONS THAT MADE IT PISSIBLE TO DEPICT THE EMPEROR

In the pre-Meiji era, the government would not have allowed such a casual depiction of the
leader of Japan by commoner publishers and artists. By this time, commercial publishers, not the
government, produced these images of Emperor Meiji in order to satisfy the curiosity of the
general public. Because the government perceived the later official portraits as mirror images of
the emperor, it demanded respectful treatment of these portraits. However, the government at the
beginning of the Meiji period rarely censored the nishiki-e depictions of the emperor. I propose it
was for the following four reasons.

First, the prints served as free publicity for the government. As explained at the beginning
of this chapter, the Meiji Restoration was carried out in the name of the emperor, and to
legitimize the formation of the new reign, the government needed to promote the emperor
system. As long as the printmakers depicted the emperor in a positive manner, the government
did not interfere with their artistic endeavors. Even though the government recognized that both
sellers and buyers could mistreat the printed images of the emperor, the government also
understood the benefit of such widely circulated positive representations of the emperor. Rather

than censor the prints, then, the government successfully used them to manipulate the opinions of
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the general public. Politicians viewed these prints as a way to make all people, including the
feudal lords, believe that the emperor controlled policy making. The positive and powerful prints
made the emperor visible to the public, something that the government welcomed. This use of
print technology to show the emperor to the public was new in the modern era.

Second, the nishiki-e depictions were not purported to be official images. Both publishers
and artists followed a tacit tradition that allowed depicting the emperor only if the prints did not
specifically name Emperor Meiji. The government did not consider any print to be an official
imperial image unless it clearly identified the emperor, and so publishers and artists chose
generic titles that never identified him. For example, to avoid a straightforward identification,
they often used titles such as Noble Man Overseeing Military Practice. A more forthright
example discussed earlier is Chikanobu’s Picture of the Discussion of the Takeover of Korea
which names all of the characters in the print except for the emperor. Although the viewers
understood that the “Noble Man” and the elaborately dressed man depicted in the center of the
Chikanobu print both represented Emperor Meiji, the prints only implied his identity. Despite
this tacit recognition, the lack of any blatant labeling of the emperor prevented the prints from

4% on the other hand, became

ever being considered as official portraits. Photographic portraits,
substitutes for the emperor. As the following chapter will explain, the differences between the
two media and their distribution treatments illustrate that the use of photography for goshin ’ei

was a conscious choice and was important in attaining the goal of the government to promote the

emperor system.

%% Here I mean photographic portraits of Emperor Meiji rather than images depicting him in events such as
processions.
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Third, government officials overlooked the print depictions of Emperor Meiji because the
artists always placed him within a specific event and/or setting.407 Although the general public
garnered some journalistic information on the imperial and political activities of the emperor
through these prints, neither the general public nor the government ever considered these
depictions as official portraitures of Emperor Meiji. The artists focused more on capturing his
social function rather than replicating the likeness of his face. These print images, then, lacked
identifiable features, but did have journalistic components. Therefore, the nishiki-e prints, which
more closely resembled news reports than royal portraits, were often overlooked.

The late-19"-century Japanese also treated journalistic photographs of Emperor Meiji

differently from the official imperial portrait. On March 13, 1955, Yokoseki Aizo 1 B8 %1%
(d.u.) wrote an article in Asahi shinbun &1 H ¥ regarding the 1898 (Meiji 31) death of Kume
Yoshitard AKH KRS (1852-1898), a 46-year-old school principal of the Shinshii Ueda Jinjo

Elementary School*® Yokoseki claimed that the public falsely accused Kume of losing the
goshin’ei because the photograph of Emperor Meiji, which was destroyed in a school fire, had

been a commemorative photograph from the imperial trip to Ueda.*”

Because the photograph
was not the official portrait gifted from the Imperial Household Agency, Kume was found

innocent. According to Yokoseki’s analogy, non-official photographs of the emperor, such as

7 Moriya Katsuhisa et al., “Urban Networks and Information Networks,” Tokugawa Japan: The Social and
Economic Antecedents of Modern Japan (Tokyo: Tokyo University Press, 1990), 120.

498 Under the old educational system in Meiji, students went to a jinjo shogakko =3 /NF4% (elementary school) for
grades one through six. While chiigakko H ¥4 (junior highschool) offered grades seven through twelve, koto
shogakké =% /INFHE (“upper” elementary school) only offered grades seven and eight. Students who went to the
koto shogakko usually could not financially afford to attend chiigakko. After chiigakko, some students advanced to
koko = #% (highschool) for grades 13 through 15 before entering university.

499 yokoseki Aizd #5851, “Omoide no sakkatachi BV OFEZ 72 5 : Kume Masao A K IEff: Kakanakatta
chichi no jisatsu E 720> 7242 D HE%,” Asahi shinbun ¥ H ¥ (morning edition), March 13, 1955 (Showa
30), 5. In this article, Yokoseki falsely states that Kume Masao never wrote about his father’s death. See Yamagishi
Ikuko [LIFH5F-, “Goshin’ei shoshitsu no monogatari ffl 5 52 5 5 D #5E: Kume Masao chichi no shi A K IERE 42
DI, Gobun 7E3L, vol. 80 (June, 1991): 43.
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this one, were not considered as embodiments of the emperor. Therefore, some Japanese
commoners distinguished between prints and photographs of events that Emperor Meiji
participated in from official portraits. This categorization might have caused the Meiji
government to overlook the circulation of the aforementioned images of Emperor Meiji.

Lastly, the public rarely took seriously nishiki-e prints, which were reflections of the
popular tabloid medium. Although scholars today largely regard these prints as art, the prints
were actually tabloids in the Meiji era. Journalistic prints reporting on current events began in the

1840s in the late Edo period. Scholars today refer to these journalistic prints as jiji nishiki-e 55

410

#ifa, “current-event-prints” which visually convey information.” " By the beginning of the Meiji

period, Nishiki-e shinbun &% % 7 1, a type of visual newspaper, became popular. By
commissioning such artists as Utagawa Yoshiiku #1175 %% (1833-1904),*' both Esoshiya &5
#%= and Gusokuya E./2& )&, the famous nishiki-e publishers, took an article published in the

Tokyo nichinichi shinbun and created a pictorial version of the report.*'

These prints often
comically related rather serious events. Namazu no chikara kurabe fi& 0 1)t~ (Catfish
Wrestling), by an anonymous artist, is an example of such an entertaining article. Because the

Japanese customarily attribute earthquakes to the movement of catfish (namazu fi), which

allegedly live underground, artists depicted a fight between a catfish and a local deity to express

1% For more information, see the research done by Asai Yiisuke 748 8f), Higuchi Hiroshi £ [ 34, and Suzuki
Jin’ichi &5 AR1-—.

41! Utagawa Yoshiiku, also known as Ochiai Yoshiiku % & 75%%, studied under Utagawa Kuniyoshi &) !|[E 7
(1798-1861).

12 Print artists often cited the name of the source newspaper and its edition number on their prints. Yibin hochi

shinbun B F %01 soon followed the same format as the Tokyo nichinichi shinbun. The Kinshodd 5%, a
print publisher, commissioned Tsukioka Yoshitoshi A [if] 754 (1839-1892) to depict current events based on the
Yibin hochi shinbun articles.
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the severe earthquake that caused 7,000 to 10,000 deaths in Edo on 1855 (Ansei ZZE¢ 2) 10.2."

These pictorial newspapers, which often covered such subjects as love affairs and murder cases,
targeted a less intellectual population than the readers of actual newspapers; they fulfilled the
curiosity of the commoners.*'* Therefore, late-19"™-century Japanese defined these popular prints
as commercial communication tools, not as a serious journalism.

The following three prints document that the nishiki-e artists, even with imperial subjects,
focused more on entertainment than accurate reporting as a reaction to the popular trend of the
Nishiki-e shinbun #2574, A processional print by artist Yoshitoshi, Tokaido Oikawa fitkei no

zu HHEE K IF)E 2 X, the Landscape View of the Oi River on the Tokaido Highway,

. . 415
exemplifies such erroneous reporting.

Yoshitoshi modeled his subject on the Emperor Meiji’s
trip to Tokyo. In this dramatic scene, the artist chose to depict the imperial procession swimming
across the strong current of the Oi River. The flags and banners flapping in the air suggest harsh
windy conditions. Many servants struggle to swim, and others simultaneously carry the invisible
emperor in the imperial cart. This desperate crossing of the Oi River did not take place in reality
because, as the 1868.10.4 entry of MTK proudly reported, a temporary bridge had been built over
the river in time for the procession. 416 1¢ is, however, much more dramatic and visually
interesting to present the event as Yoshitoshi did. This print was actually published before the

procession even reached the Oi River. Despite its inaccuracies, this print shows the anticipation

the Japanese people had for the imperial trip to Tokyo and the entertainment value of such prints.

43 Kokushi daijiten, vol. 1, 384.

414 Some other examples include such reports titled as 1) “Sumo Wrestlers Took a Great Active Part in a Fire (#111);”
2) “A Geisha in Niigata Region Eloped and Attempted to Suicide (#428);” and 3) “A Man Grown Up as a Woman
Married with a Man (#813). See Nikon Nishiki-e Shinbun Shiisei H AER#EH K (CD-ROM), compiled by
Tsuchiya Reiko 1:)Z4L7- (Tokyo: Bunsei Shoin SC4EE5E, 2000).

415 Nishiki-e shinbun resembles a tabloid newspaper. Even though it focuses more on entertainment value, it is still

considered to be a newspaper reporting actual events.
16 MTK, vol. 1, 854-855.
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The Rokugo River Crossing, a second example by Yoshitoshi that was analyzed earlier,
also reflects inaccurate reporting. According to some written texts, preparation for the emperor

41
27

and his procession to cross the river on 1868 (Meiji 1) 10.1 involved the anchoring of two

hundred boats, the tying together of wooden logs, and the placing of the logs over the boats to

temporarily create a floating bridge across the river.*'®

In this print, flimsy ropes tied the boats
together side by side in an orderly manner. Realistically, such a structure would not have been
stable enough to hold the weight of the entire procession at one time. To deal with this challenge,
the floating bridge was probably built straight across the river to connect the two shortest
distances, but Yoshitoshi, more concerned with aesthetic beauty over accuracy, depicted the
bridge as a long, curved one. Yoshitoshi’s image, despite the exaggeration, impressively

conveyed the imperial river crossing.

The third example, Rokoku kotaishi gochaku no zu & [E 2 K115 2 [X, the Picture of
the Arrival of the Russian Crown Prince, by Kunimasa V TLfU[EEL from 1891 (Meiji 24),

captures the anticipation that surrounded the arrival of Nicholai Aleksandrovich Romanov
(1868-1918), a Russian Prince, at Shinbashi Station.*"’ Purple chrysanthemum banners indicate
that this is an official national event, while fluttering flags of different foreign countries
symbolize Japan’s new international awareness. Kunimasa painted a large train behind the
officials to symbolize Japan’s modernity. The animal-shaped kites, the red and white lanterns,
and the Western-style marching band all express a festive atmosphere created to welcome the
Russian Prince. The officials in black Western military uniforms stand straight to express their

confidence. Among these figures, only the emperor in the middle appears isolated from the rest.

7 Ibid., 863.

Osaka; Kitakyiishu; Nagoya: Asahi Shinbunsha ¥ H ¥l 1966), 187.
19 Fukuda Kumajiro # FIRE/HS was the publisher of this print.
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By reaching out his right arm to the foreign visitors while holding a sword in his left hand,
Emperor Meiji conveys to his viewers that he is in charge of this reception.

Although Kunimasa gave a convincing report of the event through his print, he actually
completed the print before the event ever occurred. History provides a more accurate account of
the event than that drawn by Kunimasa. According to M7K, on May 11, 1891 (Meiji 24), while

Nicholai was touring Otsu near Biwa Lake, Tsuda Sanzo #:H — ik (1855-1891), a Shiga

prefectural police officer who was guarding the prince, suddenly turned around and attacked him
with a sword.*® Two deep gashes on his head caused the Russian Prince to cancel the scheduled
diplomatic tour to Tokyo. The day after the assault, Emperor Meiji visited the wounded Nicholai
at the Joban Hotel in Kyoto where he was recovering.**' Despite the imperial plea that he stay in
Japan and visit Tokyo, Nicholai decided to leave Japan upon his father’s order. On May 19,
Nicholai invited Emperor Meiji to dine on his ship docked in Kobe to show his gratitude, and
then he hurriedly left Japan later that evening.*** Because of this incident, known as Otsu jiken

K #: F {, Kunimasa inadvertently published the Arrival of the Russian Crown Prince,

illustrating an event in Tokyo which did not actually occur. Furthermore, when Franz Ferdinand
(1863 -1914),** the Duke of Austria, visited the Shinbashi station two years later in August, the
publisher recycled Kunimasa’s woodblock by changing the Russian flag to the Austrian flag and
then updating the title of the print. It is clear that the publishers did not consider the accuracy of

.7 e .. . 424
nishiki-e as a critical issue.

20 MTK, vol. 7, 811. Allegedly, Tsuda was infuriated because Nicholai was first touring around the Western part of
Japan before visiting Emperor Meiji to show his respect. For more information, see the entries from April 27 (the
day Nicholai arrived Nagasaki) to May 19 (the day he left Japan) in the MTK, vol. 7.

! Tbid., 818-819.

*2 Ibid., 830 and 831.

2 His full name is Franz Ferdinand Karl Ludwig Josef von Habsburg-Lothringen.

24 Kanagawakenritsu Rekishi Hakubutsukan currently houses this print.
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Since the Edo period, nishiki-e traditionally parodied current and historical events, and
incorporated imaginary details to entertain and inform their audience. Rather than emphasizing
Emperor Meiji’s role as a political leader, nishiki-e treated him as a “hero” in a story. As long as
the prints depicted the emperor in a positive manner, the government rarely interfered with the
artists or with the publishers. Because the government did place a strict regulation on
photographs of the emperor, as the following chapter examines, it is evident that the government

treated the nishiki-e prints differently from the official portraits.

3.9 THE GOVERNMENTAL BAN ON IMPERIAL PRINTS
According to an April 20, 1881 (Meiji 14) article in the Tokyo nichinichi shinbun, commoners
could purchase these imperial prints and lithographic images of the emperor and empress without

3 The government primarily tolerated these unregulated purchasing

a great deal of difficulty.
and publishing activities; however, it occasionally banned printed imperial images. For example,
in 1874 (Meiji 7), some prefectures such as Tokyo prohibited the sale of the imperial images. On
February 14, 1881 (Meiji 14), the Imperial Household Agency sent letters to each prefecture and

to Kabayama Sukenori #|L/%&# (1837-1922), the General of the Police Force (keishisokan 4
k8 kE), which forbade the purchase and sale of nishiki-e prints and fan paintings depicting

Emperor Meiji, Empress Consort Haruko, and the dowager empress.*** On July 15 of the
following year, the government extended its ban to include the sale of all imperial portraits.**’
This later ban corresponded with the increase of popularity of lithography in the early 1880s.

Lithography may have made the government uneasy because this medium, even more than that

23 Tokyo nichinichi shinbun, April 20, 1881 (Meiji 14). vol. 2806, 5-6. Microfilm.
426 MTK, vol. 5, 276.
7 Ibid., 741.
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of woodblock prints, gave the Japanese artists more freedom to create naturalistic depictions of
the emperor. The government intensified this ban in the early 1880s in preparation for the 1888
official portrait and the rituals associated with it.

By the 1890s, the government no longer needed to enforce any ban due to the
contemporary patriotic political climate. Japan engaged in both the Sino-Japanese War (1894-
1895, Meiji 27-28), the first war won against a foreign nation, and the Russo-Japanese War
(1904-1905, Meiji 37-38), the first victory against a Western nation. These wars and victories
created a sense of patriotism that helped the Japanese government cultivate an emperor-centered
nationalism among its citizens. Therefore, by the end of the Meiji period, Japanese commoners,
some willingly and some out of fear, treated the images of Emperor Meiji with care and respect.
Regardless of the governmental ban, the fact that the people wanted to illegally purchase and sell

the prints confirms an increased interest in the imperial family among the commoners.

3.10 CONCLUSION
Since Emperor Meiji symbolized Japanese culture and historical continuity, such rapid shifts in
representing the emperor, from completely invisible to relatively accessible, could only have
occurred under the changing social and political climates of the early Meiji period. These
imperial images represent more than simple visual records of events as they happened; instead,
they embody sociopolitical messages. At this time, the identity of the emperor was constantly
being renegotiated and reconstructed. By examining these shifting representations, it is possible
to gain a deeper understanding of the construction of the emperor’s identity and how the general

public perceived him.

Page 158 of 282



Ernst Hartwig Kantorowicz, a historian who studies medieval European kingship,
explains that a king has “two bodies,” an analogy that also applies to Emperor Meiji:
The King has two Capacities, for he has two Bodies, the one whereof is a Body
natural, consisting of natural Members as every other Man has, and in this he is
subject to Passions and Death as other Men are; the other is a Body politic, and
the members thereof are his Subjects, and he and his Subjects together compose
the Corporation...and he is the Head, and they are the Members, and he has the
sole Government of them; and this Body is not subject to Passions as the other is,
nor to Death, for as to this Body the king never dies...***
Both chapters three and four show how Meiji Japanese artists used unofficial printed images and
the official portrait to illustrate the two bodily aspects of Emperor Meiji. While chapter three
presents one body of the emperor as a humanized political leader and father of the imperial
family, the following chapter four will emphasize his other body as a divinity free from human
limitations. The Japanese used the prints to satisfy their curiosity about the emperor as a man;
these print images of Emperor Meiji set the stage for the government to use the official portraits

of the emperor as propaganda. With the goshin ei, discussed in the next chapter, the people were

instilled with reverence for the official imperial portraits as if they were the emperor himself.

2% See Ernst Hartwig Kantorowicz, The King’s Two Bodies: A study in Mediaeval Political Theology (Princeton,
N.J: Princeton University Press, 1957), 13.
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4.0 GOSHIN’El: OFFICIAL PORTRAITS OF EMPEROR MEIJI

While artists created mortuary portraits of emperors for private commemorative functions in pre-
modern Japan, the Meiji government made the portraits of Emperor Meiji public and used them
for propaganda. Because the emperor represented, expressed, or symbolized a “nation,” the
official portraits of Emperor Meiji, often paired with portraits of Empress Consort Haruko,
cultivated a sense of national unity and became a new means of establishing bonds of loyalty.
This chapter analyzes how the Japanese government, by the mid-Meiji period, successfully
formed a ritual culture around imperial portraits, using them as a political tool.

The Meiji government ordered portraits of Emperor Meiji on three separate occasions.
After analyzing the development of portrait-making by examining the portraits from 1872 and

1873, this chapter focuses on the official portrait called goshin’ei #1552, which appeared in

1888 (Meiji 21) and treats Emperor Meiji as a political and divine ruler. Goshin ’ei is a black and
white photograph of a conté¢ crayon drawing of Emperor Meiji, who wears a Western-style
military uniform while sitting confidently holding a sword. Once the Japanese government
officially circulated the 1888 portrait to public institutions, such as schools, the portrait became
more than an image of Emperor Meiji: it became a substitute for Emperor Meiji, signifying the
nation and its national value. The official circulation of imperial portraits promoted a ritualized
practice of emperor devotion, which eventually treated the portrait of the emperor as both a

political and devotional object, an icon infused with deeper significance.
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The official portrait of Emperor Meiji raises such pertinent questions as: 1) what makes
the portrait more than a piece of paper; 2) what gives the image such meaning; and 3) how can
such a portrait become a focus of desires and aspirations. Four conditions explain why the
portrait of Emperor Meiji was transformed into an object of devotion: 1) constructed ideal image,
2) restricted circulation, 3) ritualistic treatment of the image, and 4) the rise of the medium of
photography. After defining the term goshin ’ei, this chapter will explore these four conditions to

answer the above questions.

4.1 THE TERM “GOSHIN’EI”

b

Goshin’ei, which literally means “honorable true shadow,” served as the official portrait of
Emperor Meiji, unlike the unofficial woodblock and lithographic representations of the emperor

reflecting the popular culture of the time. According to extant official records, such as Goshashin

kafuzumi jinmeibo 1815 5. T+ N4 #, the Imperial Household Agency originally referred to
the portraits of Emperor Meiji as goshashin 115 E., “honorable photographs.” Although shashin

exclusively refers to photography today, this term was originally used to describe “realistic”
paintings before the introduction of photography in Japan in the mid-19™ century.*” In China,

from where the term originated, the same characters (xiezhen 5-E.) historically meant depicting
lifelike portraiture. As explained in chapter one, while the literal meaning of zhen H. is “true,”

“real,” or “genuine,” the Chinese used this term for portraiture, especially memorial portraits of
emperors, high officials, and priests, as early as the Six Dynasties period.*® In the ZOth-century

Japan, the portrait of Emperor Meiji became better known by the public by the term goshin’ei

* Kadokawa kogo daijiten )1 1555 K&, compiled by Nakamura Yukihiko #4372 et al., vol. 3 (Tokyo:
Kadokawa Shoten )11k, 1987), 250.
¥ Foulk and Sharf, 160.
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than goshashin. The term goshin’ei was historically reserved for images of Japanese emperors
and religious leaders, such as Buddhist deities and abbots, which were for the purpose of worship
and commemoration. The words goshin’ei and goshashin were used interchangeably at the

beginning of the Meiji period by both the Imperial Household Agency (Kunaishd = PN4)*" and
the Ministry of Education (Monbushd 3Ci%344). Besides these two terms, Japanese laws and

regulations also referred to the portraits of Emperor Meiji as miei f#l5% (alternatively read as

goei, the honorable shadow), goseiei #1525 (the honorable sacred shadow),”” and goson ei 7

BEEY (the honorable respectful shadow). Today, when Japanese scholars use the term goshin e,

they usually refer to the official portrait of Emperor Meiji created in 1888 (Meiji 21).

4.2 CONSTRUCTION OF THE IDEAL IMAGE

Portraits usually represent more than an unintentional snapshot of a sitter; instead, portraits often
reflect an ideal image of the sitters as perceived by the artist and/or commissioner. Artists often
produce portraits as a way to honor wealthy, cultured, and authoritative patrons.*’ To indicate
the social status of the sitter, artists tend to include such identifying details as dress, objects, and
background settings in the portraits.

The following sections visually examine official portraits of Emperor Meiji taken at three
different times, in 1872 (Meiji 5), 1873 (Meiji 6), and 1888 (Meiji 21). By comparing and
contrasting these portraits, the way the government developed the idealized representation of

Emperor Meiji becomes apparent. The 1888 portrait, which was more tactfully constructed and

! The Imperial Household Agency was called Kunaishd = N4 instead of Kunaichd & PNJT° until after World War
11 (1949).

B2 Nihon kokugo daijiten, vol. 7, 1137. According to the Nihon kokugo daijiten, the term goseiei was first used in
the Tokyo asahi shinbun newspaper in June 6, 1905 (Meiji 38).

33 John Tagg, The Burden of Representation: Essays on Photographies and Histories (Minneapolis: University of
Minnesota Press, 1993), 50.
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effectively used than the earlier portraits of 1872 and 1873, demonstrates how these portraits

reflect the contemporary sociopolitical circumstances of the early to mid- Meiji period.

4.2.1 The First Portraits in 1872
The original purpose of creating an official portrait of Emperor Meiji lay in Japan’s foreign
affairs policy. By the mid-19"™ century, Western foreign affairs ministers had established a
tradition of exchanging portraits of their leaders. In 1871 (Meiji 4), as mentioned in chapter
three, Iwakura Tomomi led the Iwakura Mission to the United States and Europe. Although
Iwakura’s primary goal was to renegotiate the unfair treaties,”* he and his contingency also
became aware of the custom of portraiture exchange. As a result, Iwakura and his fellow
Japanese ambassadors felt obligated to follow this tradition. M7TK records the commission
process of the imperial portraits.

During a temporary return to Japan from the Iwakura Mission, Ito Hirobumi and Okubo
Toshimichi, two of the four vice-ambassadors, submitted a request to the Imperial Household

Agency in the second month of 1872 (Meiji 5).***

They asked for official portraits of Emperor
Meiji so they could exchange these royal images with the leaders of other countries. Not only did
the Agency agree to this request, but it also promised to produce portraits of the sovereign as

soon as possible. However, the process took longer than anticipated, and the Agency could not

prepare the imperial portraits before Ito and Okubo’s departure to rejoin the Mission in May.

% The Meiji government thought that the foreign treaties of 1858, which it inherited from the Tokugawa
government, were unequal and unfair. The new government wanted to renegotiate the old treaties or to replace them
with new treaties. For more information, see Kunitake Kume, Japan Rising: The Iwakura Embassy to the USA and
Europe 1871-1873 (Cambridge, UK; New York: Cambridge University Press, 2009). and Ian Nish, The Iwakura
Mission in America and Europe: A New Assessment (Richmond, Surrey, U.K.: Japan Library, 1998).

5 MTK, vol. 2, 739.
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MTK also reveals insights about the clothing the emperor wore for his official portraits.

Based upon textual records and images, the emperor dressed in two different outfits—sokutai R
#r formal court dress and okonoshi #l7]NE A< less formal court attire—for his official portraits
taken in the eighth month of 1872 (Meiji 5).*° Uchida Kuichi PN H JL— (1844-1875), a

professional photographer born in Nagasaki, took collodion processed photographs of Emperor
Meiji, Empress Consort Haruko, and Dowager Empress Eishd in traditional dress for this photo
session; he then officially submitted 72 portrait photographs to the Agency on September 15.*’
However, four months earlier, on 1872 (Meiji 5) 4.7, a foreign designer came from Yokohama to

custom-make the emperor’s first Western style clothes.*®

Therefore, even though the emperor
owned a set of Western-style clothes by the time of the first photo shoot, this decision confirms
that the Agency and the government made a conscious decision to dress the emperor in
traditional garb for his first official photographs.

The first photo session therefore captured the emperor in traditional attire. These court
robes, which originated in the Heian period (794-1185), had become the most respected,
ceremonial garments for the emperors by the Meiji period. The robes symbolized the long
history and tradition of the Japanese court, thereby further enhancing Emperor Meiji’s authority.

The stiff and puffed-up robe with square shoulders, made the emperor look bigger than his actual

size. In the first picture, the emperor wore a sokutai W7, formal court dress. The emperor wears

8 The exact date of the photo shoot is unknown. Although Uchida created the first official photographic portraits of
Emperor Meiji, it was not the first photo shoot Emperor Meiji experienced. According to MTK, an anonymous
photographer took pictures of the emperor with some twenty people, including ministers, servants, and even two
foreigners, during the imperial visit of the Ship Factory in Yokosuka on 1871 (Meiji 4) 11.23. The emperor wore
okonoshi (explained in the main text) for this occasion. MTK, vol. 2, 599. For more information on and diagrams of
sokutai and konaoshi, see Kokushi daijiten, vol. 8, 628-630 and vol. 5, 937 respectively.

BT MTK, vol. 2, 739. The record indicates that Uchida submitted 72 photographs of the emperor and the dowager
empress. The reasons why the Imperial Household Agency chose Uchida for this job is unclear. However, there
were not many Japanese photographers who were experienced at this time.

% MTK, vol. 2, 666.
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A

a black ryiei no onkanmuri NLFROH 5, a formal crown with a long, thin piece of cloth

protruding high up above his head. In order to capture the entire crown on a limited picture
plane, the photographer had to take the picture from afar. As a result, this composition creates a
large negative space that minimizes the emperor within the space. Since the royal face is small, it

is difficult to see the emperor’s features. The emperor also wears a pair of on ‘uenohakama 1#7%
# (loose-fitting pants) and a pair of striped, high onsokai H#I4fi# (clogs). These oversized pants

and clogs also make the Emperor look larger. The photographer did not pay close attention to
how the bottom of the pants fell over the shoes; the untidiness unintentionally makes the portrait

less formal. The emperor lightly holds with both hands an onshaku 1#17%; (wooden scepter) or
onhiogi HHIF8E (cypress folding fan), which rests on his lap. Because the emperor wore this

outfit at his enthronement ceremony five years earlier, his appearance represents the decision of
the Imperial Household Agency to dress the emperor in his most formal imperial attire for this
diplomatic portraiture.

The second portrait shows the emperor dressed in a less formal ceremonial court robe

(okonoshi). He wears a pair of loose-fitting pants (okiribakama fH81#5), and a black crown
(okinkoji no okanmuri 1814 1111 O1EIE); he carries a folding fan (onsuehiro f1K)). Although
this crown also has a long, thin cloth protrusion called ei #%, the cloth has been folded and
clipped with kojigami %%, a gold foiled square paper.*’ Since the emperor wears a simpler,

less formal robe in this second photograph, the Oriental carpet under his chair seems more

decorative and luxurious compared to the simple rug used for the first picture. The emperor

¥ Fora diagram, see Kokushi daijiten, vol. 2, 791.
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appears more informal in this second photograph also because of the untidy folds of his
sleeves.**

In both pictures, the emperor wears his hair long and tied up. His lack of facial hair and
his expression both accentuate his youthfulness, inexperience, and naivety. Additionally, both
portraits have similar compositions. The emperor stiffly sits on a black lacquered traditional
Japanese throne with decorative gold trim. By looking slightly to the viewers’ right, the ruler
exposes his right ear. The plain background and stiff pose in both portraits remind the viewers of
the imperial portraits at Sennydji.

In both portraits, the emperor sits next to a traditional lacquered table upon which rests a
long, embellished sword. This ceremonial sword not only represents the emperor as a military

leader of Japan, but also symbolizes the Kusanagi sword (Kusanagi no tsurugi F¥E%7), one of
the three imperial regalia of Japan (sanshu no jingi — & D #i#5).**" Allegedly, Ninigi-no-

Mikoto BB 724, legendary ancestor of the Japanese imperial line, brought these regalia to

442
Japan.

Therefore, a sword next to Emperor Meiji visually declares the emperor as a descendant
of Amaterasu, the Sun Goddess, who makes the emperor a legitimate ruler of Japan.

The photographs were developed and ready in June, and the Imperial Household Agency
immediately sent them to the Iwakura Mission in England in the eighth month of 1872 (Meiji

5).* In addition, in the following year, Nara prefecture requested a portrait of Emperor Meiji to

0 While the first picture was most likely used for such diplomatic functions as the portrait exchange, further
research is needed to explain the use of this less formal second picture.

*! The three Regalia consist of the Kusanagi ceremonial sword (Kusanagi no tsurugi . H#:#7)), the Yata mirror (Yata
no kagami J\J2%%), and the magatama jewel (Yasakani no magatama )\ 37 E).

"2 Nihon shoki F AL, “The Age of the Gods I1 #1{% T, Japanese Historical Text Initiative (JHTI) at University
of California at Berkeley: http://sunsite.berkeley.edu/JHTI/ p. 180.

3 Taki, Tenno no Shozo, 100-101. According to the latest study by Higashino Susumu HEF i and his team,
Uchida Kuichi took the photographs of Emperor Meiji on 1872 (Meiji 5) 4.12 and 1872.4.13; however, Okubo did
not think the portraits of the emperor in his traditional clothes were appropriate. Therefore, yet another set of
portraits of the emperor in Western clothes were taken in May by Uchida and were delivered to the Iwakura Mission
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employ for ceremonies on such holidays as the New Year and the birthday of Emperor Meiji.
The Imperial Household Agency fulfilled this request on June 4, 1873 (Meiji 6), by presenting a
portrait to Nara prefecture.*** This marks the first time that a prefecture requested and received a

portrait of the emperor.

4.2.2 The Second Portraits in 1873
On October 8, 1873 (Meiji 6), Uchida once again photographed Emperor Meiji, who this time
wore a military uniform.**> Uchida submitted two types of pictures, whole body and bust

% As a diplomatic

portraits of the emperor, to the Agency on October 10, 1873 (Meiji 6).
measure, the Imperial Household Agency immediately sent a copy of this new portrait, instead of
the 1872 portrait, to foreign countries such as Italy.*”’ On November 7, 1873 (Meiji 6), the
Agency permitted requests of this new, updated portrait from all prefectures.**®

This 1873 portrait of Emperor Meiji drastically differs from the portraits taken only the
previous year. In this portrait, the emperor still exudes the youthful appearance that characterizes
his first portraits taken when he was 21, but his facial hair and demeanor show his evolving
maturity. As explained in the previous chapter, the facial hair of the emperor has sociopolitical
significance because it was not customary for Japanese young adults at that time to grow facial

hair. Therefore, the emperor’s facial hair demonstrates Western influence and the effort to make

the young emperor more mature and powerful according to the Western custom.**’ As discussed

in August. If Higashino’s assessment is correct, scholars have not yet found these photographs of the emperor in
Western clothes that were taken in 1872 (Meiji 5).

4 MTK, vol. 3, 78.

“3 Tbid., 134.

¢ Tbid.

“7 Ibid.

“* Ibid.

9 Mizutani, Kanryé no fiiba, 10. Also see Chya shinbun on June 18, 1881 (Meiji 14). Male courtiers from the
Heian period (794-1185) wore facial hair as seen in the Tale of Genji scroll. It is possible that the facial hair of
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in depth in chapter three, his short hair with a part in the middle demonstrates that he is a

40 The government reinforces this

progressive thinker who is open-minded about modernity.
attitude and status through the clothes the emperor wears. While some imperial relatives, such as

Nakayama Tadayasu H [LI/I2GE (1809-1888), opposed changing the Japanese court dress code,
Meiji politicians such as Okubo Toshimichi, realized that modernizing (Westernizing) the court
dress code would have positive political impacts.*>' In March, 1872 (Meiji 5), Chancellor Sanjo
Sanetomi —f4&H 3 (1837-1891) and Saigd Takamori FE4FFERS (1828-1877), two of the most
important politicians at that time, had a discussion on the new Western-style dress code for
Emperor Meiji. Sanjo and Saigd then assigned Miyajima Seiichird &= &k —ES (1838-1911),

who consulted with Yoshii Tomozane & & 3% (1828-1891), to conduct research on an

appropriate design for the new Western-style military uniform for Emperor Meiji.** Based on

the research done by Miyajima and Yoshii, it was decided that Emperor Meiji should wear a
Western military uniform in his 1873 portrait to emphasize his status as the commander-in-chief.

Emperor Meiji’s jacket, whose design was taken from various uniforms of Western
countries, ™ is black wool with gold trim and numerous replications of the chrysanthemum

motif, the Japanese imperial crest. The design of the hat was based on a French military hat.*** I

n
choosing a black velvet French hat covered with white feathers, the emperor and his government
visually demonstrate their knowledge of not only French uniforms, but also French military

power. The white slacks with a gold braid on each side sharply contrast with his black jacket and

shiny black shoes. Such an outfit represents Japan’s modernization as a protective measure

Emperor Meiji was meant to link him back to the traditional custom. However, considering his Western-style
military uniform, it is more likely that his facial hair was chosen based on Western custom.

% The emperor cut his hair on April 20, 1873 (Meiji 6). MTK, vol. 3, 47.

41 Osakabe, 17.

2 1bid., 64-67. Both Miyajima Seiichird and Yoshii Tomozane are important upper-class politicians at the time.
3 MTK, vol. 3, 77-78.

“*Ibid., 77-78.
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against the threat of the West. The emperor sits in a Western armchair and grasps a Western
saber, again emphasizing his status as a military leader. While the saber replaces the traditional
sword, it still reminds the Japanese viewers of the legendary Kusanagi sword, which legitimizes
the sovereignty of Emperor Meiji. The carpet with its intricate patterns, a luxurious and rare
commodity at that time, seems to reflect the image of wealth and power that the government
hopes to convey through the portraits. His nontraditional look, combined with Western props,
expresses the high sociopolitical status, wealth, intelligence, and modernity of the Japanese
emperor.

Because he slouches in his chair, however, Emperor Meiji’s posture contrasts with these
positive, regal attributes. His arms in front of his body make him look smaller, and his crossed
legs give him less authoritative appearance. In another less known variation of this portrait taken
at the same time, the emperor presents a slightly different appearance. While he still relaxes his
right leg, his arms no longer diminish his stature. In this version, the emperor keeps his arms
wide open — his right hand holds the arm of a chair his left hand holds his saber. Based upon
portraitures of contemporary male monarchs in Europe, these two 1873 portraits illustrate the
intent of the Meiji government to establish Emperor Meiji as a modern ruler. However, they also
demonstrate the photographer’s amateur understanding of Western portraiture practices.

Two possible reasons may explain why the government commissioned Uchida to take
another set of photographs of Emperor Meiji only a year after the first set. On June 3, 1873
(Meiji 6), the government officially designed a military-style uniform for the emperor;*”
therefore, it perhaps needed another photograph of the emperor wearing a Western military

uniform. Moreover, the government might have thought that the official portraits for diplomatic

exchange should show the emperor in the Western-style uniform.

435 MTK, vol. 3, 77-78.
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4.2.3 Traditional Versus Western Attire

As discussed in chapter three, late-19"-century commoners positively equated Western attire to
modernization, advanced technology, authority, and wealth. However, Western attire meant
more than simply impressing the Japanese commoners. By wearing Western dress, Emperor
Meiji and his politicians hoped to gain international recognition and approval from Western
countries. Two British men described their impression of Emperor Meiji in traditional attire in
the following excerpts. Working as an interpreter, Ernest Satow had an opportunity to have an
audience with the emperor and to see his face during the meeting at Ozaka in May 1868. Satow
describes the emperor as follows:

His complexion was white, perhaps artificially so rendered, his mouth badly

formed, what a doctor would call prognathous, but the general contour was good.

His eyebrows were shaven off, and painted in an inch higher up. His costume

consisted of a long black loose cape hanging backwards, a white upper garment or

mantle and voluminous purple trousers.**°
Satow’s account illustrates that the emperor’s traditional white make-up, shaved
eyebrows, and voluminous robe seemed strange to him.

Another British diplomat who is less known in Japan also accompanied Sir Harry Parkes
and Ernest Satow to the audience with the emperor. Baron Algernon Bertram Freeman-Mitford
(1837-1916), in his memoir of his stay in Japan from 1866 to 1906 reports the following
impression of Emperor Meiji:

[Emperor Meiji] was at that time a tall youth with a bright eye and clear

complexion: his demeanour was very dignified, well becoming the heir of a

dynasty many centuries older than any other sovereignty on the face of the globe.

436 Satow, 371.
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He was dressed in a white coat with long padded trousers of crimson silk trailing
like a lady’s court-train. His head-dress was the same as that of his courtiers,
though as a rule it was surmounted by a long, stiff, flat plume of black gauze. I
call it a plume for want of a better word, but there was nothing feathery about it.
His eyebrows were shaved off and painted in high up on the forehead; his cheeks
were rouged and his lips painted with red and gold. His teeth were blackened. It
was no small feat to look dignified under such a travesty of nature; but the sangre
azul would not be denied.*’
Based on these accounts by the two British men, the Japanese leaders possibly feared that their
emperor in traditional attire would create a negative impression of Japan. The fact that Emperor
Meiji no longer has shaved off eyebrows (even in the 1872 portrait) shows how the government
carefully considered the pros and cons of keeping the traditional attire.*®

An episode of the Iwakura Mission may better exemplify this apprehension. While a
Western-style uniform symbolized forward, progressive thinking, traditional Japanese costume
represented backward thinking. An article on page five of the New York Times published on
January 17, 1872 (Meiji 5) reported the arrival of the Iwakura Mission two days earlier on the
15",

The Embassy and suite, with the exception of the Prime Minister,”’ arrived here

in the most outlandish English ready-made garments of all styles since the flood,

but have already discarded them for the most fashionable clothing attainable here.

7 Algernon Bertram Freeman-Mitford, Mitford’s Japan: The Memoires and Recollections, 1866-1906, of Algernon
Bertram Mitford, the First Lord Redesdale, ed. Hugh Cortazzi (London; Dover, N.H.: Athlone Press, 1985), 120.
“Sangre azul (blue blood)” means “noble blood.”

% To my knowledge, no extant document states when exactly Emperor Meiji stopped shaving his eyebrows.

9 New York Times misidentified Iwakura Tomomi as the Prime Minister of Japan.
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The Prime Minister still adheres to the native costume of richly embroidered
satin.*®
The members of the Mission hastily acquired and changed into new and more stylish clothes so
that the Americans would better respect them.

Furthermore, as seen in a photograph taken in San Francisco at the beginning of the
Mission, the members of the Iwakura Mission already wore short hair and Western clothes, but
Iwakura Tomomi, the head of the Mission, still appeared with a topknot and the traditional

TGS

kimono.**" According to Sasaki Hiroyuki &% AE1T (1830-1910), who was a member of this

Mission, Iwakura finally got a Western-style haircut and changed his outfit in Chicago due to the

persuasion of his son, Iwakura Tomosada /& E. /& (1851-1910). Tomosada told his father that,

as the leader of the Mission, he should avoid giving a barbaric, uncivilized impression and

should instead choose to wear a modern outfit.*?

These two episodes demonstrate how much the
Japanese ambassadors cared about updating their appearance and how they were aware that their

new look could earn respect from the Americans.*® This notion also applies to the emperor;

40 «“The Japanese: Landing of the Entire Embassy at San Francisco,” in New York Times, January 17, 1872. p. 5.
This article suggests that Iwakura Tomomi took pride in his traditional dress.

! The other figures in the photograph are (from left): Kido Takayoshi A =21t (also known as Katsura Kogord £
/INFLER, 1833-1877), Yamaguchi Masuka (L 1 % 75 (1839-1894), 1td Hirobumi, and Okubo Toshimichi. It is
interesting that even Iwakura in kimono is wearing a pair of Western style shoes and carrying a tall silk hat in the
photograph.

%62 See the section under 1872 (Meiji 5) 1.14. Sasaki Hiroyuki V£ K17, Hogohiroi 5 1315 7€ ke (Tokyo:
Tokyo Daigaku Shuppankai 8 K2 HIRZS, 1974), 288-289. 1 translated Iwakura’s “kindachi /N3 as “son.”
Hogohiroi consists of twelve volumes and is also known as Sasaki Hiroyuki nikki =% A 17 H &t The Diary of
Sasaki Hiroyuki. Sasaki was a politician originally from the Tosa domain.

3 This claim is not farfetched considering the negative attitude toward Chinese traditional dress and hairstyle
displayed by Augustus Frederick Lindley (1840-1873), a British navy officer. In 1866, Lindley wrote: [Chinese
people’s] shaven head, tail, oblique eyes, grotesque costume, and the deformed feet of their women, have long
furnished subjects for the most ludicrous attempts of caricaturists...The Chinese are known as a comparatively
stupid-looking, badly-dressed race; the disfigurement of the shaved head not a little causing this. If Lindley’s harsh
comment toward the Chinese is any indication, it is reasonable for the members of the Iwakura Mission to be
concerned about Iwakura Tomomi’s Japanese attire. Augustus Frederick Lindley, Ti-Ping Tien-Kwoh XV- K%
The History of the Ti-Ping Revolution (London: Day & Son Ltd., 1866), 67.
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therefore, the Meiji government decided to discard the emperor’s traditional attire for the 1873

portrait.

4.2.4 The Third Portrait in 1888

Because the previous official portrait photograph of Emperor Meiji was taken in 1873 when the
emperor was 22, the Japanese government felt an urgent need to update the royal portrait to give
to foreign diplomats. As a result, a third portrait was commissioned in 1888 of the then 37-year-
old emperor. Due to its much wider circulation among the general public, this portrait is the best
known of all the official portraits of Emperor Meiji. The term goshin’ei (‘“honorable true
shadow”) usually refers to this version of the official portrait of the emperor.

To illustrate the divine and absolute power of the emperor, the 1888 portrait was
carefully planned and framed. In this portrait, a mature Emperor Meiji wears an air of dignity,
visually representing his unquestionable authority. He wears his hair short and is shown with a
much thicker, darker moustache and beard. The emperor confidently sits alone in front of a plain
background and looks directly at the viewer. He holds a saber in his left hand, while his right arm
rests on the table. This pose, which fills the majority of the picture space, makes him look larger,
more authoritative, and more powerful than he actually is. In both the 1873 and 1888 portraits,
his Western-style military uniform with gold braids indicates not only his power and leadership
over the Japanese military, but also his worldliness and modern progressive thinking. However,
in this latter portrait, medals, usually indicative of military achievements, bedeck his uniform.

Takashi Fujitani, a historian of modern Japan, has pointed out that this transformation

from the traditional to more modern attire represents a metamorphosis of Emperor Meiji from
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“feminine” to “masculine.”*** The portraits taken in 1872, 1873, and 1888 illustrate how
Emperor Meiji was progressively masculinized via images and finally emerged as the
commander-in-chief. His physical appearance drastically changed from feminine, passive, and
nonmartial to masculinized, active, and militaristic.*®> Fujitani explains that “[t]hrough the image
of their monarch, Japan’s leaders represented their nation, state, and people not as childlike,
weak, dependent, or womanly, but rather as virile and mature. This pictorial allegory asserted
Japan’s right to independence from subordination by the Western power.”*%

The January 14, 1888 (Meiji 21) entry of MTK describes the process of creating the
goshin’ei portrait of Emperor Meiji. Frustrated by questions about the out-of-date imperial
portrait, [td Hirobumi, the previous Minister of the Imperial Household Agency, suggested the
idea of an updated portrait to the emperor. However, the emperor refused to comply with the
requests because he disliked having his photo taken.*”” The Agency then had to take an extreme

measure. Hijikata Hisamoto 1= /7 /A Jt (1833-1918), the new Minister of the Imperial Household

Agency, was the mastermind behind this portraiture-making scheme: He decided to create a
portrait without the emperor’s permission.

On January 14, 1888 (Meiji 21), the emperor was scheduled to travel to Shiba Park.
Hijikata seized upon the opportunity by ordering Edoardo Chiossone (1832 — 1898), an Italian
artist employed by the Japanese Mint Bureau, to study the appearance of the emperor during the

journey.*®® Chiossone had another occasion to directly see the face of the emperor from the front

% See Fujitani’s chapter 4, 171-194, on “gendering” of Emperor Meiji. Because this notion may reflect the Western
perspective of Fujitani, it may require further analysis.

“° Ibid., 174.

“ Ibid., 173.

*7 MTK, vol. 7, 7-8. Why the emperor disliked having his photo taken is unclear.

48 Chiossone was born in Arenzano, a town west of Genova, in Italy. He also painted famous Japanese politicians
such as Kido Takayoshi, Okubo Toshimichi, and Sanjo Saneyoshi. For more information on biography of Chiossone,
see Meiji Bijutsu Gakkai BI{R 3=, Oyatoi gaikokujin Kiyossone kenkyit BEWMENF 3 v ) — R W50
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during dinner on the same day. Chiossone hid behind a folding screen in a room adjacent to the
dining room and secretly drew the emperor for the royal portrait.*®’

In addition to written records, a photograph of Chiossone sheds more insight into the
process of imperial portrait making. In this photograph, Chiossone wears the same military
uniform with medals that Emperor Meiji wears in the goshin’ei portrait. The artist sits on the
same Western armchair and strikes the appropriate, dignified pose of a ruler. Because everything
in this photograph, from the hat on the table to the angle of the chair, is the same as in the
portrait of the emperor, it is easy to assume that Chiossone posed for the imperial portrait himself
and used this photograph as a study. Under normal circumstances, a foreign artist being allowed
to wear imperial military dress seems impossible. However, because the Agency desperately
wanted a new official portrait, it allowed Chiossone to use his body as a model of the emperor.
By using a Westerner (himself) as a model, Chiossone enhanced the royal portrait with a bulkier
and bolder image of the emperor. Created by an Italian artist, the 1888 portrait shows a much
better understanding of Western portraiture style. For example, the body of Emperor Meiji fills
the majority of the picture plane and his pose is authoritative, as explained earlier. Under the

supervision of Chiossone, Maruki Riyd FAF]FS (1854-1923) then spent several weeks taking

photographs of the drawn portrait in order to get the best result.*”’

Upon completion of the goshin’ei portrait, MTK records that Hijikata met with the
emperor to show him the portrait, explain the situation, apologize for his guilty conduct, and seek
the emperor’s forgiveness. When the emperor did not respond, Hijikata asked him to autograph

the portrait so that he could give it to a foreign diplomat. Hijikata understood the emperor’s

(Tokyo: Chiiokoron Bijutsu Shuppan H1J&AF@HSENMT AR, 1999) and Kumamoto Kenjird FEITHEVER, “Edoarudo
Kiyosone ni tuite T K 7 )V}« &3 Y —R(ZHEVNT 1 and 2,” Bijutsu kenkyii FEFFSE, vol. 91 (July, 1939): 263
(17)-273 (27) and vol. 92 (August, 1939): 295 (15)-305 (25).

* MTK, vol. 7, 7-8.

7% Ibid., 336-337.
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writing his name on his portrait as a sign of imperial pardon.*”'

The emperor was perhaps
satisfied with his new portrait, because the Agency officially and openly rewarded Chiossone for
his work. A year after Chiossone completed the assignment, the Imperial Household Agency
showed its gratitude to the artist by holding a banquet with the Agency’s prominent High
Officers at the Hama Rikyili Detached Palace in Tokyo on August 19, 1889 (Meiji 22). The
Agency presented Chiossone with a bronze vase and a censer with the imperial crest to honor his
service. Moreover, the Agency gave Chiossone 100 yen as compensation for the weeks he spent

on advising Maruki Riyd on photo shooting the original drawing.**

The Agency handsomely
rewarded Chiossone for successfully incorporating the nuanced style used for depicting the

authority of European monarchy in this 1888 portrait of Emperor Meiji.

4.2.5 Portrait of Empress Consort Haruko

Although portraits of Empress Consort Haruko, the wife of Emperor Meiji, create pairs with the
portraits of the emperor, scholars often overlook the empress consorts’ portraits. Two types of
portraits, based on two separate photographs of Empress Consort Haruko exist today. In the first
type of portrait, she wears traditional robes, but in the second portrait, she appears in a Western

473
dress.

The dating of the first portrait is uncertain. However, MTK clearly recorded three
incidents of portrait-making for Empress Consort Haruko in 1872 (Meiji 5), 1873 (Meiji 6), and
1889 (Meiji 22) to form pairs with the portraits of Emperor Meiji. While scholars agree that the

portrait of Empress Consort Haruko in Western dress was taken in 1889 (Meiji 22), many

7! Ibid., 7-8.

“ Ibid., 336-337.

47 Two variations of the portraits of Empress Consort Haruko in her traditional robe exist. In these portraits, only
the opening angle of the fan is slightly different; therefore, I will count these as one.
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publications disagree by labeling the one in traditional clothes as either 1872 (Meiji 5) or 1873
(Meiji 6).*™

MTK states that on 1872 (Meiji 5) 8.5, Dowager Empress Eisho received portraits of the
emperor and empress consort previously taken by Uchida Kuichi.*”” On 1872 (Meiji 5) 9.3,
Uchida then took a photographic portrait of the dowager empress.*’® Although MTK does not
specify what the empress consort wore for this photo shoot, considering the year and the fact that
the emperor was in his traditional clothes, all three sitters must have worn traditional clothes for
this first photo session in 1872. A year later, on October 14, 1873 (Meiji 6), MTK reports that an
unspecified photographer took some photographic portraits of the empress consort wearing
Japanese traditional dress.*”” Such a “mismatched” pair (the emperor in Western dress and the
empress in traditional dress) reveal the gender policy of the Meiji government as explained in
chapter three. While the men were expected to be more modern and play public roles, women
were expected to keep the Japanese traditions alive by being obedient and submissive. Although
the record does not specify the photographer, Uchida, the same photographer as the emperor’s
portraits, probably took the pictures of the empress consort. Some scholars speculate that this
existing portrait of the empress consort was taken in 1873 (Meiji 6) to make a pair with the
portrait of the youthful emperor wearing military uniform taken a week before on October 8§,
1873 (Meiji 6).*"

In this portrait, Empress Consort Haruko no longer displays the traditional, shaved

eyebrows with painted dot-shaped eyebrows (mayuzumi £%). Instead, her arched eyebrows are

" For example, while Meiji tenné no goshozo WTH K E DI 4 (p. 16) and Kogo no shozo BJa D HE (p. 23)
state that this portrait of Empress Consort Haruko in a traditional robe was taken in 1872 (Meiji 5), Oke no shozo +
FDHE (p. 31) states it was done in 1873 (Meiji 6). Meiji Jingii, Meiji tenné no goshozo W R 2 OENH 4.

> MTK, vol. 2, 739.

“7¢ Ibid., 739.

77 MTK, vol. 3, 139.

7% Ibid., 134.
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nicely groomed according to the contemporary European style. Since it is recorded that the
empress consort abandoned the custom of shaving off her eyebrows on March 3, 1873 (Meiji
6),*” her beautifully shaped eyebrows also indicate that the photograph was taken in 1873, not in
1872. The ornate oriental carpet on which Empress Consort Haruko stands reinforces this dating
because this same carpet was used as a prop in the 1873 (Meiji 6) photograph of the emperor. In
addition, the dowager empress consort stands on the same simple rug as in the 1872 portrait of
Emperor Meiji. Therefore, it is likely that Empress Consort Haruko also posed on the same
textile in the 1872 portrait. If this is true, then scholars have not yet discovered the 1872 (Meiji
5) portrait of Empress Consort Haruko, which the dowager empress supposedly received on 1872
(Meiji 5) 8.5.

Regardless of exact dating, this first portrait of the standing Empress Consort Haruko
against a plain background reflects the Japanese sociopolitical circumstances of the early 1870s.

In this portrait, the empress consort wears traditional, multi-layered robes (onkachiki 18/]Mdz)*™
with the imperial circular double parrot design (6mu no maru $58% #), and a pair of long baggy
pants (on’nagabakama 1 & #5). She wears a metal hair pin (osaishi 1l 8¢ ¥) in her
voluminously tied up hair and carries a cypress folding fan (onhiogi ##1F&)5) with an ornate

design of bamboo and clouds.*®" Although it represents her high status, the open fan with tassels

placed just below her face is so large that it takes the viewers’ attention away from her face.

47 Empress Consort Haruko also abandoned the custom of teeth blackening (ohaguro k5 or 1811 ) on March 3,
1873 (Meiji 6). Rekidai kogo jinbutsu keifi soran FERE G AN R 7R % (Tokyo: Shinjinbutsu draisha 1 A1t
kAt, 2002), 278, and Kanagawa Kenritsu Rekishi Hakubutsukan, 72. The original source is in Kogo giishiki nikki
B J5 = Wk B 52, On December 13, 1856, based on the narrative of Commodore Perry’s expedition to Japan, The
Hllustrated London News negatively introduced the practice of teeth blackening of married Japanese women. Like
the case of the emperor, the Japanese government perhaps feared that the empress consort with black teeth would
create a negative impression of Japan. “Characteristics of Japan: The United States’ Expedition.” The lllustrated
London News (reprinted copy), ed. William Little, vol. 29b no. 834 (December 13, 1856), (Tokyo: Kashiwa Shobo
I, 2000), 260-261 (590-591).

0 Kokushi daijiten, vol. 5, 442-443 . 1t is also pronounced as onkachigi.

1 Meiji Jingd, 16.
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Japanese empresses traditionally wore this formal outfit for state ceremonies and rituals, so here
the formal dress of Empress Consort Haruko represents her status as the empress of Japan.

The second portrait of the empress consort forms a pair with the goshin ’ei. On June 14,
1889 (Meiji 22), Suzuki Shin’ichi /K E— (1834-?) took photographs of the empress.*® The
following day, Maruki Riyd took more photographs of the empress.*** In this 1889 (Meiji 22)
portrait, Empress Consort Haruko in modern European dress stands in a European-style room.
The Imperial Household Agency prepared a Western-style room as a backdrop for the empress
consort to indicate her authority and sophistication as explained in chapter three. The cost of her
dress, which was purchased from Germany, was approximately 12,000 to 130,000 yen, the
equivalent of the cost of building a palace.*® Such a large amount of money spent on the outfit
indicates the government’s commitment to dressing Empress Consort Haruko in proper Western
attire. The empress consort wears a pair of long gloves and a tiara, a three-strand necklace, and
bracelets; all accessories are meant to be indicative of her high status and wealth. However, she
is missing her dress train in the back. The long, flowing train was later added to the empress

consort’s dress; 485

this indicates that the photographer and the Japanese leaders were not
knowledgeable of the Western court dress code that equated the train with the status of the

wearer.

*2 Suzuki Shin’ichi studied under Shimooka Renjd T if]3#£1: (also known as Sakurada Hisanosuke £ FH /A 22 By,
1823-1914).

3 MTK, vol. 7, 287. The intention behind the government commissioning two different photographers in two
consecutive days is unclear.

4 1t6 wrote to Kagawa Keizo 7)1[4% = on July 25, 1886 (Meiji 19). Kagawa Keizé Monsho 7 )115% = 3, in
Sakamoto Kazuto Y AR —%%, Itd Hirobumi to Meiji kokka keisei {FtfE&18 3¢ & BIIGE F I K: Kyiichii no seidoka to
rikkensei no donyii B H ] OF|EAL & AEEH] DE A (Tokyo: Yoshikawa Kobunkan 71154 3CAE 1991), 188.
Also see footnote 19 on p. 197. The Japanese prime minister’s annual salary was 9,600 yen in 1886. Asahi
Shinbunsha, Nedanshi nenpyo, 113. Also see Wakakuwa, 58 and 113.

3 Satd Hideo VEfiF5 %, Zoku gendaishi shiryo i Bl &k} 8: Kvoiku #E 1 (Tokyo: Misuzu Shobd 79~ 3 &
5, 1994), 7. The train was “fixed and added” (f& IE/NZE) later.
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By applying Western gender theories, I clarify the iconography and symbolism of the
portrait of Empress Consort Haruko. Haruko’s Western attire, and the traditionally bound books
and beautiful flowers on the table next to her, provide valuable visual clues to understanding this
portrait. While her Western dress represents the ideas of the modern, progressive upper-class, the
flowers intended to suggest her feminine beauty. The long vase with handles on the table is in the
shape of an ancient Chinese bronze vessel (gu fill) symbolizing her understanding and respect for
ancient tradition. Furthermore, the eight books on the table are a result of Empress Consort

Haruko commissioning scholars Motoda Nagazane 7t H 7K~ (1818-1891), Fukuwa Bisei &3
FFF (1831-1907), Kondd Yoshiki ¥THES # (1801-1880), and Nishimura Shigeki 78 AT /S48
(1828-1902). **® The volumes include the Fujo kagami 7 2<% and Meiji késetsuroku W15 2%
#%, both examples of Confucian didactic literature. These books signify that the empress consort,

despite being a modern thinker, still valued the traditional Confucian ideology that defined the
role of the Japanese woman as one of submission and support.

Besides its visual merit, the portrait of Empress Consort Haruko demonstrates political
significance when paired with the official portrait of Emperor Meiji. Until the Meiji period,
artists depicted Japanese emperors without their empress consorts. It is meaningful, then, that
portraits of the empress consort were commissioned to create a pair with the goshin’ei. This
pairing of the portraits reflects contemporary political circumstances. As explained in the
previous chapter, Emperor Meiji, like all the previous emperors, practiced polygamy. The pairing
of the portraits represented a monogamous marriage, which was a Western concept. To earn

respect from the Western Christian countries and to show the Japanese commoners the change in

48 Wakakuwa, 114-115. and Satd, Zoku gendaishi shirys, 7. Nagazane is also known as Nagasane and Eifu.
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imperial marital policy, the Meiji government emphasized the marital position of Empress
Consort Haruko by presenting her portrait with that of Emperor Meiji.

However, Empress Consort Haruko stands while the emperor sits in an armchair. For
the Japanese viewers, such different stances of the imperial couple imply their traditional
hierarchical relationship as a couple. As will be explained later in this chapter, Giuseppe Ugolini
(1826-1897), who painted a pair of portraits of the imperial couple in 1874 (Meiji 7) based on the
1873 portraits, perhaps felt otherwise.”®” Although the empress consort was standing in the
photograph, Ugolini decided to paint her sitting down. This Italian artist perhaps thought it was
not appropriate for a man (the emperor) to sit before his female partner (the empress consort) and
thought it would look better if they both took a seated pose. Based on Japanese custom, the
portrait photographers, Uchida and Maruki (and probably Suzuki), after consulting with the
Meiji government, decided to have the emperor sit while the empress consort stood. Empress
Consort Haruko’s standing pose may not seem detrimental at first, but it actually places her in a
lower position than the emperor who sits on his chair. Such hierarchical representation reflects
the Confucian value of filial piety.**® As a pair, these official portraits further elevated the status

of Emperor Meiji.

4.3  RESTRICTION OF CIRCULATION
Like the idealization of imperial sitters, restricted access transformed this portrait into an object
of devotion. The goshin’ei’s ritualistic meanings and effects were created through the
distribution process of the imperial portraits by the government to the general public. Having

control over the gaze of a mass audience was crucial to establishing and maintaining the

7 MTK, vol. 3, 332.
8 The commissioning of portraits of the dowager empress, together with the creation of the portraits of the imperial
couple, also reflects the power structure of the court based on the Confucian value in the early Meiji period.
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importance of goshin’ei. Walter Benjamin (1892 - 1940), a German literary and cultural critic,
analyzed how “mechanical reproduction” destroys uniqueness and authenticity, which he labeled
as the “aura.” By “aura,” Benjamin meant the sense of awe and reverence a viewer experiences
in the presence of exceptional works of art. His analogy could reasonably explain why the
Japanese government strictly limited the distribution of goshin’ei. Endless reproduction would
have diminished the portrait’s value by turning the portrait into something popular and
mundane.*® With easy accessibility, the portrait loses its aura and encourages a casual way of
gazing. As a result, the photographic portrait would have lost its power and authority over its
viewers. Since the “aura” resided in the minds of spectators, it was important for the government
to limit the portrait’s distribution in order to prevent the “aura” from disappearing.

The Imperial Household Agency initially gave imperial portraits only to selected upper-

class courtiers, such as Kujo Michitaka JL5%1E % (1839-1906) and Matsudaira Yoshinaga #F-
Bk (1828-1890).*° Once the Agency decided to expand the circulation to public institutions,

the practice of distribution of the imperial portraits was institutionalized. The process was closely
controlled, with the portrait being presented to schools, military facilities, local government
offices, and so forth, throughout the country. From the beginning, it was never compulsory to
have a goshin’ei, but rather it was voluntary. Public institutions were allowed to request the
government to provide them with a portrait; however, only selected institutions were able to
receive one. Since they were not allowed to purchase or trade the portrait, it became a status

symbol to have an imperial portrait. This rather slow hierarchical distribution and limited access

% Benjamin, Internet resource: http://www.marxists.org/reference/subject/philosophy/works/ge/benjamin.htm
(accessed on September 20, 2013).

0 See the Goshashin kafuzumi jinmeibo #) 5. T 1% N4 #% (The Distribution Lists of the Imperial Photographs)
at the Imperial Household Agency Library.
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made the possession of goshin’ei prestigious. And such careful handlings successfully kept the

portrait from becoming proletariat and demystified.

4.3.1 Institutionalized Distribution Process
Giving an imperial portrait to a public institution was a complex official procedure. First, a
school, village, or city had to send its request for a portrait to its county office. Once approved,
the request went to 1) the prefectural office, 2) the Ministry of Education, and 3) the Imperial
Household Agency. If granted, the acceptance letter and the portrait followed the reverse path,
ending at the school, village, or city that had originally initiated the request.

Prior to the creation of the 1888 portraits, the Imperial Household Agency began to
present a limited number of portraits of Emperor Meiji to certain upper-level schools. For

example, government colleges (kaisei gakko Bf %74, the forerunner of community colleges)
and national schools (kanritsu gakko B SI.5##%, the forerunner of national universities) received

their portraits in 1874 (Meiji 7). In September and October of 1886 (Meiji 19), teachers’ colleges
in Okinawa and Tokyo, respectively, received their copies of the portraits.*’’ Therefore, by 1889
(Meiji 22), when the Ministry of Education requested that the Imperial Household Agency give

L e

the 1888 portraits to public high schools (Kokuritsu koto shogakko 23371 % /1NF4%), the system
of “gifting” imperial portraits had become a well-established one. The following year in 1890
(Meiji 23), all the middle schools in Japan received permission to request the portraits. Even

then, the government only granted these institutions permission to request; it did not promise

1 Kobayashi Teruyuki /M1 T. “Naganokenka shogakkd e no goshin’ei no kafu to sono fukyi I 5= 5 It T3¢ 2%
B~ HHERE] O T EZFDE K (1).” Shinshii Daigaku kyoikugakubu kiyé 15N K FEE FHAIE. vol. 68
(February, 1990): 146. The government gave the imperial portraits to Okinawa early on perhaps because Okinawa
was finally added to the Japanese prefecture system in 1879. The desire of the government to reinforce its rule over
this recently annexed island is reflected in this early distribution to Okinawa.
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approval of the request. This slow and uncertain gifting system built high anticipation toward
receiving the portraits. Therefore, those schools selected to receive the special imperial gift felt a
sense of pride.

Extant documents illustrate the high status of the imperial portraits and the difficulty in
obtaining a set of portraits. On May 1, 1891 (Meiji 24), Inagaki Shigetame Fi#E B % (d.u.), the
county chief, wrote such a document on behalf of the Matsumoto Jinjo Elementary School.** In
that letter, Inagaki requested imperial portraits of Emperor Meiji, Empress Consort Haruko, and
the Crown Prince, arguing that the school deserved the honor of receiving such esteemed gifts.
Specifically, the school had a close tie to the imperial family because Emperor Meiji had stopped
there when traveling through Matsumoto in June of 1880 (Meiji 13). Even though Inagaki
understood that the Imperial Household Agency rarely granted imperial portraits to elementary
schools at this time (in the late 1880s), he pleaded for an exception. The county chief submitted
the letter to the prefectural office, which then forwarded the letter to the Ministry of Education.
After giving its approval, the Ministry eventually sent the request to the Imperial Household
Agency in Tokyo.

According to school records kept by the teachers of the Matsumoto Elementary School,
the school received a favorable response in regards to the gift of the imperial portrait on October
19, 1891 (Meiji 24).** Although the school had originally requested three portraits of Emperor
Meiji, the empress consort, and the crown prince, the Imperial Household Agency granted the

school only one portrait of the emperor in honor of the emperor’s visit in June 1880 (Meiji

2 Matsumoto Jinjo Shogakko nisshi FAA =5 /INF1E A 58, in Shiryé Kaichi gakke SUEFBRE 4E 1: Gakkonisshi
2 HEE 1, compiled by Sato Hideo 7255 K (Nagano: Densan Shuppan Kikaku &5 H /&, 1988), 85.
According to the journal entry on May 2, 1891 (Meiji 24), Matsumoto Elementary School sent its request to Inagaki
on April 28.

43 1bid., 89-90. See Satd, Zoku gendaishi shirys, 64-67 for the related official letters.
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13).%* As this example demonstrates, obtaining portraits was not automatic. This limited,
controlled distribution of imperial portraits was calculated to create an air of honor and
achievement, thereby increasing the psychological value of each portrait.

From the early Meiji period, the government carefully handled the circulation of imperial
portraits, forbidding any circulation of other unauthorized photographs of the emperor. On
March 3, 1874 (Meiji 7), Uchida Kuichi, an officially appointed court photographer, requested
that the government return to him the negatives of the photographs of the emperor he had taken a

few years earlier so that he could reproduce and sell the image. Even though Okubo Ichio K/A
{F—45 (1818-1888),*” the Prefectural Director of Tokyo, and Tokudaiji Sanetsune f k<5 52 HI|

(1840-1919), the Minister of the Imperial Household Agency, agreed and forwarded this request
to the Imperial Japanese Council of State, Sanjo Sanetomi denied Uchida’s request on March
24.%° No extant primary record clearly states the reason for denial. However, this decision
helped the Japanese Council of State maintain limited access to the portrait, which kept alive the
“aura” of the portrait; saturating the market with the imperial images would diminish their value.

In addition, the prohibition of printing a portrait of Emperor Meiji on paper money in the
early Meiji period reflects the persistent resistance of the Japanese toward depicting their
emperor. Because European nations customarily printed portraits of rulers on their monetary
bills, Thomas William Kinder (1817-1884), the director of the Japanese Imperial Mint from

1870-1875, suggested in 1872 (Meiji 5) that the Japanese government print a portrait of Emperor

% Matsumoto Jinjo Shagakké nisshi, 90.

5 Okubo Ichid is also known as Okubo Tadahiro K/Aff A E

4% Although this request by Uchida Kuichi was eventually denied, it is interesting that both Okubo and Tokudaiji
thought Uchida’s request for his negative was reasonable. Nihon kindai shiso taikei 2: Tenné to kazoku, 38-39.
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Meiji on Japanese paper money.*’ However, the Japanese government vetoed this idea because
it considered it disrespectful to print a portrait of the emperor on bills that commoners would
handle.*® Thus, in the early Meiji period, printing a portrait of Emperor Meiji on money was
banned, since using the money for goods would dishonor the emperor. This careful treatment of
the imperial portrait reinforces the government’s determination to maintain the high status of the
emperor.

Although the government closely controlled the spread of the portraits from the early
Meiji period onward, it did not have total control over the circulation of the portraits. According
to an article in the Choya Newspaper on June 3, 1875 (Meiji 8), the government fined Horiuchi

Motonobu JE N 761§ of Mie prefecture and Matsumoto Kotard #2745 AR of Mita Shinmachi

75 sen each because Horiuchi sold Matsumoto 23 portraits of Emperor Meiji and Empress
Consort Haruko.*”” It is interesting that the author of the article argues that these two offenders
did not deserve punishment because their behavior stemmed from their desire to better know the
emperor. Furthermore, as explained in chapter three, the Japanese government occasionally
enforced the ban on the selling and purchasing of imperial portrait prints in the local markets
throughout the Meiji period. This ban proves two points: 1) the government carefully avoided
flooding the market with both unofficial and official portraits and 2) merchants sold
unauthorized, unofficial portraits in the market, indicating the popularity of the portraits among

Commoners.

¥ MTK, vol. 2, 773. It was recorded on 1872 (Meiji 5) 5.19. Kinder was known in Japan as Kindoru % >~ K /L
more information on Kinder, see Roy S. Hanashiro, Thomas William Kinder and the Japanese Imperial Mint, 1868-
1875 (Leiden; Boston; Koln: Brill, 1999).

8 Taki, Tenno no shazo, 101-105. Also see chapter seven (pp. 77-88, especially pp. 79-80) of Uemura Takashi fi
KW, Shihei shozo no rekishi #&H H 14 O 1 (Tokyo: Tokyo Bijutsu HUA 7, 1989).

* Takagi Noboru A%, “Shin’ei no kin o ronzu BL5 / #8735 X, The Choya Newspaper on June 3, 1875
(Meiji 8), vol. 537, in Chéya shinbun 1 (Tokyo: Perikan Sha -~ ¥ 7>/t 1981). Takagi’s article responds to the
earlier article in Chéya shinbun vol. 533 published on May 29, 1875.

Page 186 of 282



4.3.2 The Official and Unofficial Copies of Portraits

To build national patriotism among students, Yoshikawa Akimasa 5 )I[EH1E (1842-1920), the
Minister of Education, requested on August 12, 1890 (Meiji 23) that Hijikata Hisamoto =757 /A
Jt (1833-1918), the Minister of Imperial Household Agency, should amend the current

regulation so that elementary schools and kindergartens would have access to the official

500

portrait.” A month and a half later on October 4, the Imperial Household Agency responded to

Yoshikawa’s request by suggesting a new “official copy”>”'

system of dispersing Emperor
Meiji’s portraits.”®* Although the Agency could not comply with the request to gift official
portraits to all the schools, it did acknowledge the important educational and political (patriotic)
values of portrait veneration to cultivate loyalty to the emperor among students.

MTK states that since schools would be responsible for making duplications under the
new system, it would minimize the government’s time and cost of distributing the official
portraits to elementary schools and kindergartens.”” One year and seven months later, on May

21, 1892 (Meiji 25), Tsuji Shinji 3#17% (1842-1915) of the Ministry of Education sent letters to

the prefectural offices permitting elementary schools and kindergartens to make copies of the

official portraits of the emperor and empress consort.”*

Why it took the Ministry over a year and
a half to send the permission letters is unclear; however, the letters were eventually forwarded to

all the prefectures throughout Japan.

% MTK, vol. 7, 644-645. Higher educational institutions than elementary schools and kindergartens were already
allowed to request the portraits since December 6, 1889 (Meiji 22). Ibid., 424.

31 All the correspondence letters from the government do not have a specific, standardized term for the official
copies of the portrait of Emperor Meiji. However, Japanese scholars today use the term fikusha goshin’ei #5354 5
5.

> Ibid., 644-645.

* Ibid., 645.

% Monbushd 3L, From Meiji 20 to Meiji 26 Monbushé reikiruisan B BT 20 4 BIR 26 4304 BIHE
£, originally compiled by Monbu daijin kanbd monshoka 3G L E 55 SCE R in 1924, vol. 1 (Tokyo: Ozorasha
KZE+L, 1987), 2.
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Reproducing the imperial portraits was never a casual matter. According to the
permission letters, all the care and precautions taken for the goshin ei also applied to the official
copies. For example, Tsuji not only ordered each prefectural office to oversee the process of
duplication of the imperial portraits, but he also required each office to submit a report on the
procedure and a list of which schools owned the official copies of the portraits.”® These reports
typically included information on how the schools were selected and the names of the
photographers who duplicated the imperial portraits. Although schools may have found it less
complicated to apply for these copies than for the official portraits, they still had to apply to the

prefectural offices; only the selected schools received permission to duplicate the portraits.”* T

n
addition, these elementary schools and kindergartens formally welcomed the copies as they

would have done with the original by holding a receiving ceremony (haitaishiki £F£#=\), which

will be discussed in the next section.”®’ Such special treatment suggests that the general public
considered even the copies as a substitute for Emperor Meiji. The major difference between the
official copies and the original goshin’ei is that the schools (or the prefectures) now had to pay
for the reproduction. As such, even distribution of the official copies of the goshin’ei was
limited.

To demonstrate its concern over the spread of the imperial portraits, the Ministry of
Education, on June 17, 1892 (Meiji 25), again sent letters to the prefectural offices regarding the
regulation of unofficial copies.”® This time, its concerns addressed the unofficial copies acquired

from the local markets. The Ministry of Education insisted that schools housing these unofficial

395 Monbushd, vol. 1, 2. Also see Naganokenchd monsho B W7 302, “Kobunhensatsu Meiji 25 nen
Shogakkounobu A SCEHwR M AT —+ FAR/NFALZ EB.°

3% There were cases of rejected applications due to the poor condition of school facilities.

7 Yamamoto Nobuyoshi [LIA{Z 2 and Konno Toshihiko 4 B2, Kindai kysiku no tennései ideorogi Y1 1%#%
B DORERA T A 1 X —: Meiji gakko kyoiku no kosatsu BIIRSHEEE D5 %% (Tokyo: Shinsensha 75t
1973), 91.

308 “l}nofﬁcial” copies of goshin ’ei are not the same as the illegal ones. Monbushg, vol. 1, 2-3.
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copies must file for permission from the prefectural offices; it took this action to ensure they
were high quality prints that were produced by registered publishers and had passed the
inspection process.”” For example, a June 24, 1892 (Meiji 25) letter issued by Kagawa
prefecture explicitly states that schools can request permission to use unofficial lithographic
portraits of Emperor Meiji from registered publishers for school rituals. If a school successfully
obtained permission from the local government, it could use its unofficial copies of goshin’ei in
rituals on imperial holidays.’'

The following documents from Nagano prefecture exemplify the filing process for
permission. Following the decree on April 5, 1893 (Meiji 26), the mayor of Asakawa village and
the principal of the Asakawa Jinjo Elementary School together requested permission from the
Nagano prefectural office to use, for school ritual, an unofficial lithographic copy of the imperial

portrait created by Okamura Masako [if] £ B - (1858-1936) and published by Shin’yodo 15 [

of Tokyo. In its April 7 response to this letter, the Prefectural Director asked the village mayor to
submit the portrait with the publisher catalog for inspection. On May 2, the Asakawa Jinjo
Elementary School received permission to use this unofficial copy of the goshin ‘ei.”"!

Although elementary schools in Nagano were already allowed to request and officially

copy the imperial portraits (if granted), some schools, including the Asakawa and Osawa Jinjo

Elementary Schools in Nagano, still requested permission to use unofficial copies acquired on

399 Records from Hokkaidd, Kagawa, Nagano, and Toyama prefectures exemplify this. Information on Hokkaido
and Kagawa prefectures can be found in Monbusho, vol. 1, 3-4. For Toyama prefecture, see Satd, Zoku gendaishi
shiryo, 78-79.

> Monbushg, vol. 1, 3-4.

11 See document numbers 354 and 425: Chokugotohon narabini fukusha FhFENEA =1 5.: Goshin ei kofuzumi
gakkomei torishirabe kaitoan 52 A B AR 40 BUGIIAR A 22 sent from the Nagano Prefectural Director to the
Ministry of Education on April 24, 1899 (Meiji 32. In Kobayashi Teruyuki /NMA§E1 T, “Naganokenka shogakkd e
no goshin’ei no kafu to sono fukyd III £ L FEEFAE~D HHEE ] O T & 2O K (1),” in Shinshi
Daigaku kyoikugakubu kiyo 15 M K208 552, vol. 70 (July, 1990): 29-30.
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512

the market.”’“ Kobayashi Teruyuki /NKJ#{T, a historian, presumes that this situation occurred

because the unofficial copies involved less paperwork and fewer financial constraints. The
unofficial portraits of the emperor and empress consort sold by a store cost the schools 40 sen
each,’'? while an official copy of the portraits duplicated by the prefecture would have cost them
4 yen 50 sen each, approximately 11 times more. Furthermore, Kobayashi reports that in
February 1896 (Meiji 29), the Asakawa Elementary School eventually applied for the official

copy, regardless of the cost.”*

This decision to replace the unofficial copy with the official one
despite the cost indicates a hierarchical relationship between the two copies. While schools must
receive government permission to obtain official copies of goshin ’ei, it must have been easier for
the schools to purchase unofficial copies.

Scholars have not yet located the lithographic portraits of Emperor Meiji by Okamura

Masako. However, my investigation suggests that both Daigensuiheika goson’ei K TRl Tl
B8 (The Portrait of the Great Military Leader of Japan) by Tanaka Rydzo HH E = (d.u.)
published by Shobido [# 35 % in Tokyo on June 4, 1905 (Meiji 38), and Daigensuiheika
goshin’ei RKICHNBE FHEIE 52 (The Portrait of the Great Military Leader of Japan) by Kuzunishi

Torajird %5 Vi EIGEA (d.u.) published by the Seiunddo # =24 in Tokyo on September 23, 1909

312 1bid., 29-30. Officially copied portraits were either printed or hand copied.

>3 Sasaki reports that a print of Emperor Meiji cost 15 sen in 1881 (Meiji 14). Sasaki Suguru = % K 3%, Bakumatsu
no tenné Meiji no tennéd %A D K EIHE D K& (Tokyo: Kddansha & a8k, 2005), 254. According to the Meiji
zenki shomoku shiisei BTG RIHAE H 25K, vol. 40 (April, 1881, Meiji 14) 10, a deluxe size print of Emperor Meiji
by Kamei Shiichi #J1-% — (d.u.) published by Matsuda Atsutomo 2 135/ (d.u.) cost 75 sen which is five times
more than usual. Naimushd toshokyoku PN (XI55 ), Meiji zenki shomoku shiisei BB RTIE: H SRk
Shuppanshomoku geppo HKE B A #, ed. Kimura Takeshi AK41%%, vol. 2 (Tokyo: Meiji Bunken BAVE SCiik, 1972),
33.

Meiji zenki shomoku shiisei BATG T E H #£1K, vol. 2 (Shomoku geppo E H H #t) ed. Meijibunken Shiryd
Kankokai FA{A SCRREEHIA T2 (April, 1972). In Mashino Keiko ¥4 ¥ 551, “Meiji tennd no im&ji no hensen
nituite BPIVERED A A — T DZEHEIZ-DOVT: Seppanga ni miidaseru tenndzo A1 IR (2 RN 72 1 5 KR4,
Bijutsushi kenkyii 97 SHAFSE, vol. 38 (December, 2000): 55.

314 Kobayashi, “Naganokenka shogakkd e no goshin’ei no kafu to sono fukyii III,” 30-31.
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(Meiji 42) exemplify such unofficial but registered lithographic portraits. These high quality
lithographic prints were almost exactly the same as the 1888 original photograph in format and
pose. Tanaka slightly modified the original by making the emperor hold a scroll in this print; this
paper document gives the emperor an air of importance. Unlike the earlier, less realistic prints,
these lithographic portraits clearly identified the emperor by titles in both Japanese and English
on the print. Although it cannot be proven at this time due to the lack of extant records, it is
possible to assume that these two high quality lithographic portraits were unofficial copies
produced by publishers registered with the government. As such, it appears that the government
permitted these unofficial duplications of goshin’ei because it wanted all the schools to have
imperial portraits, unofficial or official, for conducting rituals on holidays. Therefore, the
government did not deny the curiosity of the general public toward the imperial portraiture; it
desired to keep the high quality and limit the quantity of them by controlling the distribution

process of the imperial portraiture.

44  RITUALISTIC TREATMENT OF THE PORTRAIT
The goshin’ei went through a process of formalization and ritualization. According to Ernst Hans
Gombrich (1909 - 2001), an influential art historian, “the common denomination between the
symbol and the thing symbolized is not the ‘external form’ but the function.”'® As analyzed in
chapter three, the Meiji government invented new traditions of emperor veneration. The
government successfully created state rituals’'® by using the imperial portraits. Catherine Bell, an

expert on ritual studies, states that “ritualization is always strategic. Its interests are always

13 Ernst Hans Gombrich, Meditations on a Hobby Horse (Chicago: University of Chicago Press, 1963), 4.

>16 Scholars agree that it is difficult to define what “ritual” is. For various definitions and study on rituals, see the
following two books: 1) Catherine M. Bell, Ritual: Perspectives and Dimensions (New York: Oxford University
Press, 1997 and 2009); and 2) Ronald L. Grimes ed., Readings in Ritual Studies (UpperSaddle River, N.J.: Prentice
Hall, 1996).
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vested, functioning to dominate, therefore it is inherently political.”'” To make the portrait a
ritual object, the process of receiving the portrait itself soon became ceremonial. Therefore, it is
important to study the regulations on how to properly receive a goshin ’ei issued by the Japanese
government in 1891. The careful and ritualistic handlings of goshin’ei successfully kept the
portrait from becoming proletariat and demystified.

The 1872 and 1873 portraits of Emperor Meiji were not treated as sacred relic-like
objects. For example, when such schools as Nagano-ken Jinjo Shihan Gakkd and Nagano-ken
Jinjo Chiigakkd wrote letters to the government to request a gift of the portrait, they stated that
“we would like to display the portraits of the emperor and empress consort in an assembly hall

318 Therefore, any student was

on the school campus so that students can pay their respects.
initially able to look at the imperial portraits at any time of the day and year, and no special
rituals and protections were compulsory.

The situation gradually changed with the 1888 portrait. Schools such as Toyooka High
School in Hydgo prefecture voluntarily held a ceremony even before the government made it
mandatory in 1891. On September 13, 1890 (Meiji 23), one record shows that more than seven
hundred students and teachers from the Toyooka High School marched to the local government
building to receive the official portrait of Emperor Meiji. Upon receiving it, they fired
ceremonial rifles and sang the national anthem. The car carrying the school principal with the

portrait was carefully guarded by fifty students with guns. Over two thousand people awaited the

arrival of the goshin’ei on campus, and they continued the ceremony for the rest of the day.’"

>!7 Catherine M. Bell, “Constructing Ritual,” in Readings in Ritual Studies, ed. Grimes, Ronald L. (UpperSaddle
River, N.J.: Prentice Hall, 1996), 21.

S8 Shinano kyaikukai zasshi 12 F20E 2 HESS. vol. 40 published on January 25, 1890 (Meiji 23). See Kobayashi,
“Naganokenka shogakkd e no goshin’ei no kafu to sono fukyii 1,” 146.

319 Twamoto, Goshin ei ni junjita kyéshitachi, 15.
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The next day, the portrait of Emperor Meiji was displayed for public viewing, and over four
thousand people paid their respects to the portrait of the emperor.>*’

Alice Mabel Bacon (1858-1918), who was a teacher at Kazoku Jogakkd, the Court
Women’s School in Tokyo, explained this portrait-worshipping ritual on February 11, 1889
(Meiji 22), again prior to the governmental regulation of 1891, as follows:

The teachers were engaged in bowing to the Emperor’s picture, a ceremony which

is fortunately not required of foreigners. I am afraid that I could not bring myself

to do it, for I think it is of the nature of an act of worship; at any rate, it is too

much like that for me to want to perform it. The Emperor’s picture is kept in a

room that is only opened for this ceremony, or for the Empress when she visits the

school. The teachers high enough in rank to be received at court are not expected

to bow before the picture, but all of the others must do so on special occasions,

such as the Emperor’s birthday, New Year’s Day, ete.>!
Since Bacon’s father was a pastor and she grew up as a devout Christian, the practice of bowing
before the portrait of Emperor Meiji was too ritualistic for her.”** She did not accept the worship
of an emperor. Fortunately for Bacon, the Meiji government considered foreigners as outsiders
and did not require them to bow before the imperial portraits. While this exception is
understandable, it is interesting that the teachers “high enough in rank to be received at court”

were also not expected to bow in front of the portraits. This hierarchical relationship among the

teachers could have been unique because Bacon worked for a court-affiliated school. In addition,

> Ibid., 16.

*2! Bacon, 132-133.

322 Alice Bacon’s father, Leonard Bacon (1802-1881), was a well-known pastor of the Center Church in New Haven,
Connecticut. New England Historic Genealogical Society, Memorial Biographies of New England Historic
Genealogical Society, vol. 8 (Boston: New England Historic Genealogical Society, 1907), 82.
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Bacon’s account proves that, in the case of the Court Women’s School, the portraits were not on
public view all the time, but were brought out only for special occasions.

As such, some schools voluntarily held ceremonies to pay respect to the imperial portrait
before the government regulated the rituals in 1891. However, ritualistic treatment of goshin ei
became mandatory after the decision of the government to use the portrait as an educational tool

of propaganda on imperial holidays.

4.4.1 Portrait Rituals on Imperial Holidays

Because the imperial portraits were distributed to many schools, proper handling and protection
of the portraits became an issue. On June 17, 1891 (Meiji 24), the Ministry of Education
regulated mandatory rituals to be conducted in front of the portraits on imperial holidays at
elementary schools. The mandate is titled “Ritual Regulations of Holidays and Festivals for
Elementary Schools (Shogakko shukujitsu daisaijitsu gishiki kitei /NFARHL B K48 HAERIR
7£).”°% In order to raise nationalism and patriotism in the younger generation, the Ministry of
Education promoted a wider spread of imperial portraits and promulgated a code of rituals on
national imperial holidays. Prior to the decree, the commoners considered imperial holidays as
days of rest and did not conduct any special ceremonies. This decree required elementary school
teachers and students to perform rituals and preached the virtue of Emperor Meiji on the holidays
to promote patriotism. A closer examination of the ceremonies conducted on imperial holidays
facilitates a better understanding of the imperial portraits.

A June 17 letter from the Ministry of Education to the prefectural offices stated that

elementary school teachers and students must gather at their assembly hall on campus to observe

33 Monbushé Kunrei (3L 3145 decree) number four. Satd, Zoku gendaishi shirya, 67-68.
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Genshisai JC#4%% (the January 3™ celebration of the origin of the Japanese emperorship),

Kigensetsu # 7CHfi (the February 11" celebration of the ascent of Emperor Jinmu), Kan’namesai
FhESS (the October 17™ harvest festival at Ise Shrine [JFZ\#E7), Tenchdsetsu K& (the
November 3™ birthday of Emperor Meiji), and Niinamesai #TE4% (the November 23" harvest

celebration by feasting on the year’s crop). On these holidays, the elementary schools must
conduct the following rituals:
e First, the principal, the teachers, and the students must celebrate the imperial holidays by

bowing to a pair of portraits of Emperor Meiji and his empress consort.”**

e Second, the principal or a teacher must read aloud the Kyéiku ni kansuru chokugo (8 =
B A VHEE (better known as Kyoiku chokugo, the Imperial Rescript of Education, which

will be discussed later).

e Third, in order to evoke and foster a sense of Japanese patriotism, the principal or a
teacher must speak about one of the following: a) swearing allegiance to the Rescript; b)
exultation of the glorious virtue and accomplishments of the historical emperors; or c) the

origin of the holiday being celebrated.

e Fourth, the principal, teachers, and students should sing together appropriate songs

related to the particular holiday they are celebrating.”*

324 The Imperial Household Agency allowed those elementary schools which had not yet received the imperial
portraits to omit this step of viewing the portraits.

325 “Shogakkd shukujitsu daisaijitsu gishiki kitei /N2 L B K48 A #AAE (The Ritual Regulations of Holidays
and Festivals for Elementary Schools)” by the Ministry of Education, decree number four passed on June 17, 1891
(Meiji 24). (See Satd, Zoku gendaishi shiryo, 211). As a part of establishing new traditions, in addition, the Ministry
of Education ordered musicians to create children’s songs for Kigensetsu and Tenchosetsu in 1888 (Meiji 21). [zawa
Shaji fHRAZ - (1851-1917) composed and Takasaki Masakaze /=0 1EJ (1836-1912) wrote the lyrics for the song
for Kigensetsu, and Oku Yoshiisa B47 3% (1858-1933) composed the song and Kurokawa Mayori & )I| EL## (1829-
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The Ministry of Education further states in the decree that elementary school principals, teachers,
and students must gather and conduct the aforementioned rituals of viewing the portraits and
singing on New Year’s Day.”*°

At the end of the decree, after defining the calendar and the rituals which all the
elementary schools in Japan should observe, the Ministry interestingly encouraged the teachers
to make their students play/exercise outdoors or in the gym so that the students will be refreshed
and have fun after the ceremonies on these occasions. It even suggested that schools give their
students some sweets or memorial gifts after venerating the portraits on these holidays to give
them positive reinforcement.”®’ As intended, some students came to associate the ceremonies
with sweet treats and looked forward to the imperial holidays.

According to the original regulation passed by the Ministry of Education, there were ten
mandatory ceremonies per year for elementary schools.”™ Schools followed this order for two
years until the Ministry of Education reduced it to three. If schools held rituals too frequently,
participants would become bored and lose their respect and interest which goes against its

educational purpose. On May 5, 1893 (Meiji 26), the Ministry of Education issued a new rule

stating that elementary schools need observe only Kigensetsu, Tenchosetsu, and New Year’s

1906) wrote the lyrics for the song for Tenchosetsu. The Ministry of Education incorporated these songs into the
rituals on the imperial holidays. Satd, Zoku gendaishi shiryo, 97 and 99. For the Monbushd decree number four, see
Satd, Zoku gendaishi shiryo, 67-68.

326 principal, teachers, and students conduct the rituals of speech (three) and singing (four) on K6myd tennd sai ¢
KELEX (Emperor Komyd Day: the January 30™ memorial day for the father of Emperor Meiji), Shunki korei sai %
75 B SE4% (spring imperial spirits day: imperial ancestors’ day during the spring equinox in March), Jinmu tennd sai
#hEE K 4% (Emperor Jinmu Day: the April 3 death date of Emperor Jinmu), and Shiki korei sai £kZ= 55245 (fall
imperial spirits day: imperial ancestors’ day during the fall equinox in September).

T Shogakko Shukujitu Daisaijitsu Gishiki Kitei, The Ministry of Education, decree number four, rule numbers four
and seven. Satd, Zoku gendaishi shiryo, 67-68. For example, on November 3, 1889 (Meiji 22), students of
Urushiyama Elementary School in Yamagata prefecture each received two sweet rice cakes after the Tenchdsetsu
ceremony. Nanyoshishi henshii shiryo T B SEfwEE &R Urushiyama shogakko nisshi BRILINFALZ HEE, vol. 31,
Originally written by the teachers of Urushiyama Elementary School (Yamagata: Nanydshi kydiku iinkai [ 5517 2
BEEZS,2001),31.

528 The ten mandatory ceremonies are: New Year, Genshisai, Komyo Tennd sai, Kigensetsu, Shunki Korei sai,
Jinmu Tenno sai, Kan’namesai, Shiiki Korei sai, Tenchosetsu, and Niinamesai.
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Day, but left the other seven holidays up to the schools.”® By reducing and simplifying the
mandatory veneration of the portraits and reading of the Rescript from ten down to three
holidays per year, the Ministry ensured that the children had a positive experience with the

rituals.

4.4.2 The Imperial Rescript of Education
Not only did the government use imperial portraits as a way to celebrate imperial holidays, but
the government, through its Imperial Rescript of Education (hereafter Rescript) of 1890, also
wrote a guideline for special occasions called the Ritual Regulations of Holidays and Festivals
for Elementary Schools.”®® The Rescript structured the new national educational system and
defined the Japanese national moral codes. The government placed this document, in conjunction
with the official portraits of the Emperor and Empress Meiji, in every school throughout Japan
until the end of World War II. Every school child memorized this document. Since schools used
both the portraits and the Rescript on imperial holidays, a closer examination of the Rescript will
provide a better understanding of the imperial portraits.

The development of the Rescript originated during the Meiji Restoration. To counteract
the social and political disunity of this period, the government revived and restored traditional
values as a way to unite the citizens. The Rescript demanded that the Japanese people cultivate a

sense of belonging and identify themselves as loyal citizens of Japan. Even though forward-

329 Ministry of Education decree number 9. In Satd Hideo, “Wagakuni shogakkd ni okeru shukujitsu taisaibi gishiki
no keisei katei,” 50.

339 The Imperial Rescript of Education is different from Rikukaigun gunjin ni tamawaritaru chokuyu V& % 5 A2
WX 0 7= 2 B Gunjin chokuyu = \#)j3i, the Imperial Rescript to the Soldiers and Sailors, composed by Nishi
Amane VP58 (1829-1897) and given by Emperor Meiji to his soldiers and sailors on January 4, 1882 (Meiji 15). The
Imperial Rescript to the Soldiers and Sailors is included in Sato, Zoku gendaishi shiryo, 471-474. (See pp. 482-478
for English translation).
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thinking politicians, including Mori Arinori A fL (1847-1889),' originally opposed the
propagandistic Rescript at the early stage, they eventually compromised and helped create this
manifesto to foster the patriotism of all citizens, especially the youth. An English translation of
the Imperial Rescript on Education is as follows:

Know ye, Our subjects:

Our Imperial Ancestors have founded Our Empire on a basis broad and

everlasting and have deeply and firmly implanted virtue; Our subjects ever united

in loyalty and filial piety have from generation to generation illustrated the beauty

thereof. This is the glory of the fundamental character of Our Empire, and herein

also lies the source of Our education. Ye, Our subjects, be filial to your parents,

affectionate to your brothers and sisters; as husbands and wives be harmonious, as

friends true; bear yourselves in modesty and moderation; extend your

benevolence to all; pursue learning and cultivate arts, and thereby develop

intellectual faculties and perfect moral powers; furthermore advance public good

and promote common interests; always respect the Constitution and observe the

laws; should emergency arise, offer yourselves courageously to the State; and thus

guard and maintain the prosperity of Our Imperial Throne coeval with heaven and

earth. So shall ye not only be Our good and faithful subjects, but render illustrious

the best traditions of your forefathers.

The Way here set forth is indeed the teaching bequeathed by Our Imperial

Ancestors, to be observed alike by Their Descendants and the subjects, infallible

331 Mori Arinori was the first Minister of Education.
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for all ages and true in all places. It is Our wish to lay it to heart in all reverence,

in common with you, Our subjects, that we may thus attain to the same virtue.

The 30" day of the 10™ month of the 23" year of Meiji.
(Imperial Sign Manual. Imperial Seal.)**

The Rescript takes the form of a personal message from Emperor Meiji to his citizens.
The emperor began his speech by stating how the Japanese historical emperors established the
nation and fostered its national virtue. The center of the nation and the origin of the nation’s
education have roots in the traditional faithfulness and piety of the Japanese citizens. The
emperor emphasized twelve virtues, including harmony in all relationships, an education of
cultural and intellectual richness, a respect for the country’s laws, and a devotion to the nation.
Because Emperor Meiji claimed that the historical emperors bequeathed these teachings to the
people, the citizens of Japan have an obligation to follow these moral codes. Together with his
citizens, the emperor swore to abide by these virtues. The Rescript, therefore, seems to focus on
traditional moral values to balance the threat from the Western-based education and culture.

Despite the similarity between these moral codes and the Confucian and Buddhist
ideologies, the policy of the new government forbade the Rescript to make any mention of these
old and allegedly backward religious values. In 1907, for example, the Ministry of Education
published an English translation of the Rescript with the following caveat: “Our education has

had no connection with religion since olden times, and the new system is also entirely free from

any sacerdotal influence. Secular morality has always been taught in the schools and forms the

332 The Imperial Rescript on Education is in Satd, Zoku gendaishi shirya, 459. For English translation, see p. 465.
Several English versions of the Rescript exist; this is the official translation by the Ministry of Education published
in 1907. Also see Elise K. Tipton, Modern Japan: A Social and Political History (London; New York: Routledge,
2008), 60. The contemporary reactions to the Rescript are discussed in Kenneth B. Pyle, The New Generation in
Meiji Japan: Problems of Cultural Identity, 1885-1895 (CA: Stanford University Press, 1969), 122-140.
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distinctive feature of our [educational] system.”*® Although this Note was published 17 years
after the creation of the Rescript for English readers, the Ministry clearly stated that the Rescript
had no foundation in ancient religious teachings. Instead, the Rescript presents these moral codes
as traditional Japanese values based on the teachings of the historical Japanese emperors. The
unity of Japan, perhaps, necessitated this kind of nationalist education. Both the Rescript and the
1888 portrait played ritualistic roles in the celebration of the imperial holidays.

By creating the Rescript, the Japanese leaders attempted to establish Japanese nationalist
education and patriotic moral codes. Takashi Fujitani explains that the practice of state rituals on
imperial holidays serves as an effective way to create a true national communion:

[These rituals] enabled the people of the nation to imagine a simultaneous link:

regardless of where they lived, they could believe themselves to be joined at

exactly the same moment in history that was marked by the ceremonial event.>**
Therefore, these simultaneous ritualistic participations in various parts of Japan have more
impact than such regional events as the processions of the early Meiji period. The Meiji
government valued the physical expression of the rituals to heighten the notion of emperor
veneration. Yoshikawa Akimasa, the Minister of Education, encouraged educators to not only
chant the Rescript and provide information to the students, but also serve as role models for their
students. Yoshikawa argued that Japan, like Western countries, should put a portrait of their
535

emperor (king) on campus as a way to spontaneously develop the patriotism of their students.

Eki Kazuyuki /LA T2 (1853-1932), the politician who initiated the Elementary School Code

533 Satd, Zoku gendaishi shiryo, 462-463.

334 Fuyjitani, 202.

>33 Yoshikawa Akimasa 75118 1E, “Kydiku chokugo kanpatsuchokugo Yoshikawa Monshé kydiku ikensho 275 #
REURTE A% 5 )| SCF#CE B ALE,” in Kyoiku ni kansuru chokugo kanhatsu 50 nen kinen shiryé tenran zuroku %
BT 2 fhEE s 450 E BHE X 6%, exhibition catalog, Stigakukyoku %2°#J7) (Tokyo: Naikaku
insatsukyoku PN BRI, 1943), 134. Also, Kagotani Jird 5843 YK BE, Kindai Nihon ni okeru kyoiku to kokka no
shiso TR HARIZI T 2 8F & EF O EAR (Kyoto: Aun Sha [Fi[If-£L, 1994), 49 and 52.
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(Shogakkorei /N5H247), noted that an educational system dependent upon books can teach the
g

greatness of the historical emperors, but does not evoke patriotic feelings among the students. To
cultivate a sense of nationalism requires reading the Rescript to gain an understanding of the
theory behind the rituals involving imperial portraits and then enacting such rituals as bowing to
the imperial portraits and singing about the glorious achievements and virtue of the emperors on
certain holidays.”*®

To make the Rescript more understandable to all people, the Ministry of Education, in
1911 (Meiji 44), standardized the pronunciation of the Rescript in the Jinjo Elementary School
Ethics Textbook (Jinjo shogaku shiishinsho =35 /INFAE 5 #).77 Through this standardization,
the government ritualized the reading of the Rescript.”® The government did this so that
Japanese citizens, regardless of where they lived, could perform the state rituals in unison on
imperial holidays.

I propose two theories to elucidate the relationship between the goshin’ei and the
Rescript, and the imperial holidays. The first proposes that the government passed the the Rifual
Regulations of Holidays and Festivals for Elementary Schools on June 17, 1891 (Meiji 24) to

eliminate any mistreatment of the portraits and the Rescript. Because schools conducted the

336 Eki Kazuyuki /LK T2, Eki Kazuyuki okina keirekidan 7TAT 2§58 1, ed. Eki Kazuyuki okina
keirekidan kankokai LA T2 §5#% B F14T7 2 (Tokyo: Eki Kazuyuki okina keirekidan kankokai { A T2 548 i
FFIFT£, 1933), 106. Also, Kagotani, 48-49.

537 In addition, the intonation and speed (pace and rhythm) of reading varied depending on local dialect and personal
preference. In 1930 (Showa 5), the government regulated the reading speed and tone by using such punctuation
symbols as “v ”“. .” A scholar, Watari Shosaburd E.PEZ =[S elaborated this regulation by adding “-” and “©”
as well as inserting such words as “osaeru #]! (lightly)” and “chikara o ireru 7] 7 A L)L (with force).” This
regulation of intonation also suggests the government’s intention to reinforce this national Rescript ritual with the
imperial portraits. Watari Shosaburd B ¥ % — R[S, Kydiku chokugo to gakkd kyoiku 26 Wk & FAHE
(Meikeikai %1%, 1930), 704-707.

>3 For example, Watari Shosaburd P 2 =} (1873-1946), an educator, listed many localized variations of word
pronunciation found in the Rescript. According to Watari, depending on the geographic location of the readers, the
term kokutai [E#&, which refers to the national constitution, can be pronounced as kokutei, while the phrase kono
gotokiwa #& / W1 7~ (“this, therefore,”) can be pronounced as kakuno gotokiwa. Watari, 627.
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voluntary rituals with the portraits and the Rescript prior to this regulation, the government
regulated the ceremonies as an afterthought. Furthermore, the government regulated the rituals to
promote and popularize the portrait and the Rescript. According to this second theory, the Meiji
government passed the Regulation because it had wanted both the portrait and the Rescript to
create state rituals and promote loyalty to the emperor. In addition, the government permitted
kindergartens and elementary schools to officially copy>’ goshin ei in May of 1892 (Meiji 25), a
year after it passed the Ritual Regulations of Holidays and Festivals for Elementary Schools; this
approval explains the desire of the government to equip all the schools with goshin ei portraits so
that the educators could effectively implement rituals on campuses. If the government did not
supply the schools with the portraits and the Rescript, the government could not enforce the state
rituals.

Understanding the Rescript and its distribution process would lead to a better
comprehension of goshin ’ei. Although the government simultaneously used the imperial portraits
with this propaganda document, the methods of distribution fundamentally differed. While
selected schools only received the portraits upon request and after a painstakingly long and
complicated process, the government distributed equal numbers of copies of the Rescript to
every school. Moreover, the Ritual Regulations of Holidays and Festivals for Elementary
Schools states that individuals must bow to a pair of portraits of Emperor Meiji and Empress
Consort Haruko during the rituals, but the Rescript does not require this action.

Lastly, the different treatment of the two events (receiving ceremonies for the Rescript
and the portrait) is apparent in the length of the school journal entries. While a teacher of

Urushiyama Elementary School of Yamagata prefecture wrote 27 lines for a Tenchdsetsu’*

339 Officially copied portraits were either printed or hand copied.
% Tenchésetsu is the November 3™ birthday of Emperor Meiji.
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ceremony involving goshin’ei, he did not even mention the receiving of the Rescript on
November 10, 1890 (Meiji 23). Four days later on the 14", he simply stated in one line that the
government ordered the school to conduct a reading of Rescript ceremony.>*' Similarly, Kaichi
Gakkd in Nagano also treated the receiving of a goshin’ei differently by keeping a separate

> Unfortunately, the

journal for the event which took place on November 3, 1891 (Meiji 24).
content of the record is unknown because this section of the journal is now missing. However,
the fact that the teachers prepared a separate sheet of paper for the portrait receiving ceremony
suggests that the school treated the portrait of Emperor Meiji specially. Furthermore, on January
17, 1891 (Meiji 24), a teacher of the Matsumoto Elementary School wrote just five lines
describing their receiving of the Rescript.”* The difference is apparent as the next section
introduces the long and detailed school’s journal entry on the receiving of the goshin’ei. Such

fundamental differences in distribution and treatment show that both the government and schools

considered the portraits as more important than the Rescript.

4.4.3 Case Study: The Use of Goshin’ei and the Rescript in Rituals at the Matsumoto Jinjo
Elementary School

While The Ritual Regulations of Holidays and Festivals for Elementary Schools presents the
basic order and structure of the ceremony for each imperial holiday, the local prefectures had the
freedom to elaborate and add more activities to this format. Although the Ministry retained the
right to regulate the rituals, the Prefectural Director could make the rules concerning the details

of the ceremonies. The Matsumoto Jinjo Elementary School in Nagano Prefecture serves as an

3 Nanyéshishi henshii shirya,127 (vol. 30) and 52 (vol. 31).

2 Kaichi gakkonisshi BRI 2#8E B 38, in Shiryo Kaichi gakké SEFBRE £4E 1: Gakkonisshi % H 55 1, compiled
by Sato Hideo /275 )¢ (Nagano: Densan Shuppan Kikaku 75 H R4, 1988), 44.

3 Matsumoto Jinjé Shégakké nisshi, 80.
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ideal case study because the teachers kept detailed journals that describe the school’s goshin 'ei-
related rituals and how those rituals elevated the goshin’ei. The following represents a rough
translation of the journal entries kept by the teachers.”**

As soon as the Matsumoto Jinjo Elementary School received notification from the
Imperial Household Agency through the Ministry of Education that it would receive the gift of a

portrait, the teachers and students began their preparations for the haitaishiki £ #(7\, the

receiving of the imperial portrait. During a meeting on October 24, 1891 (Meiji 24), the school
decided to simultaneously hold the portrait-receiving ceremony and Tenchdsetsu, the celebration
of the birthday of Emperor Meiji, on November 3. After discussing the details of the events, the
entire school devoted both October 29 and October 30 to rehearsals.’* The school record on
November 2, the day before the celebrations, indicates that both students and teachers were busy
preparing, practicing, and reviewing the procedures.>*®

In another school entry dated November 3, the evening after the ceremony and
celebration, the teachers recorded some details of these events. At 9 a.m. that day, the final

preparation began; the teachers and students marched until they reached the Shintobunkyoku 1
18747 )8, a religious office of a Shinto sect. Because the Prefectural Director was sick that day,

his secretary presented the portrait to the school principal.**’ The principal immediately stored
the portrait in a box, which the teachers had earlier delivered. Using the Shinto religious office as
the setting in which the school received the goshin’ei gave the portrait a religious connotation.
Moreover, the principal stored the portrait in the pre-arranged box at once without presenting it

to the others. This indicates that the portrait, like the emperor himself, embodies importance.

% Teachers of Matsumoto Elementary School kept a detailed school journal from 1888 (Meiji 21) to 1908 (Meiji
41). Ibid., 52-62.

* bid., 90.

> Ibid.

¥ Ibid.

Page 204 of 282



Because peeking at the body of the emperor without a proper welcome signifies an act of
disrespect, the principal waited until the ceremony to present the portrait to the teachers,
students, and others.

After singing the national anthem, the procession returned to the school; many people
lined the street to watch. However, due to the request by local residents to share in this honor, the
teachers and students changed their original route by traveling further south to lida and

Honmachi Townships. The procession had the following order from front to back: 1) a kundo 7l
i teacher"* and the physical education teacher; 2) fourth graders; 3) the school principal with
the portrait box; 4) two guards each on either side of the box; 5) the mayor of Matsumoto, the
deputy mayor (jyoyaku B1%), and school assistants (gakujigakari +=554); 6) third graders; 7)
second graders; and 8) first graders. Various government staff members, such as Town Senators
from different ranks (members of chokaigifin] W% 8] and machiyakubain ¥]#%58), and
students from the home economics division (saihoka #f%F}) gathered outside the school gate to
welcome the procession.”*

According to the school journal, the ceremony on the school campus, like the earlier
receiving ceremony, also followed a particular order. Someone, perhaps the principal, placed the
imperial portrait on a takamikura /&1E1)#, an imperial-style throne appropriate for the emperor.
With the approval of the school principal, all those in attendance bowed. When the principal
removed the curtain from the portrait, a bell was rung, signaling the people to stand at attention;

after the opening remarks by the principal, all attending listened to the national anthem. The rest

% Kundo 7135 were licensed teachers equivalent to today’s kyoron 2.
¥ Matsumoto Jinjé Shogakko nisshi, 90.
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of the ceremony proceeded as follows: 1) the principal paid his respects™ to the portrait and
gave a speech; 2) a representative of the teachers paid his or her respects to the portrait and read
a congratulatory statement; 3) third grade female students played a song; 4) the county director

(guncho £BF%), the county clerk (gunshoki #Z L), the mayor, and the deputy mayor paid their
respects to the portrait; 5) the Town Senators paid their respects the portrait; 6) fourth grade
female students played a song; 7) everyone recited the Imperial Rescript of Education; 8) the
kundo teachers paid their respects; 9) temporary teachers (jugyoseiyo 53 4:1#) paid their
respects; 10) female teachers paid their respects; 11) school assistants paid their respects; 12) a
representative of the students (seitosodai AEAEFRAR) paid his or her respect to the portrait; 13)

second grade female students played the national anthem;>' and 14) all those in attendance
bowed before the portrait and left the ceremony. After the ceremony, parents of the students
were allowed to look at the portrait for approximately 20 minutes. The older students performed
gymnastics and dance in front of their parents to make this special day more enjoyable. The
organizers, including the government staff members and teachers, then held a banquet. All these
activities concluded at 1:30 p.m. On the following day, with police officers guarding the portrait
of Emperor Meiji and the campus, the residents of Matsumoto were permitted to view the
portrait.”>* As such, the Matsumoto Elementary School elaborated the ceremony by adding more
activities to this mandatory observance. The school allowed the students’ parents and relatives as
well as neighboring residents to also observe the ceremonies on campus.

These detailed school journal entries indicate the high value of the imperial portrait to the

people of Matsumoto. To receive the portrait required days of planning and organizing. Every

307 translated “haiga 4 as “to pay one’s respect.”

31 They played “Kimi ga yo & 723L,” “Tama no miyai & & J&,” and “Amatsuhikage K% H #.” This record
does not specify what kind of musical instruments students used to play these songs.

352 Matsumoto Jinjo Shogakko nisshi, 90-91.
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step of the elaborate ritual had to be done to perfection in order to pay proper tribute to the
portrait of Emperor Meiji. The complexity of this ceremony illustrates that the people showed
special respect toward the portrait. They might have treated the portrait as an object embodying
Emperor Meiji because the school record states that they placed the portrait in “imperial

throne(s) (gyokuza EJ% and takamikura)” during the ceremony.’>® To them, the portrait was

never a mere image of the emperor.

4.4.4 The Goshin’ei Placement on School Campus

The appropriate place to house the imperial images also demonstrates the importance of the
portraits even when they are not in use. On April 8, 1891 (Meiji 24), the Ministry of Education
required Japanese schools to secure a safe place to store the imperial portraits. Once schools
received the portraits, they should respectfully place the images in a safe and appropriate spot in

their school buildings (kosha 15¢45).>* The careful placement of the portraits within the school

building, often together with a copy of the Rescript, shows that the Japanese public treated the
images of the royal couple as more than papers. For example, those schools with multiple floors
kept the portraits on the top floor; if they kept the images on the first floor, the students and
teachers walking on the second floor and above would be showing disrespect of the emperor and
empress consort by symbolically stepping over the imperial portraits. Unfortunately, this
respectful placement of the portraits on the top floor proved to be a bad location in emergencies.

As this chapter will later detail, this difficult access to the portraits resulted in many deaths.

353 The journal states that the portrait of Emperor Meiji was first placed on a gyokuza TEJ# (lit: jade throne) before
the ceremony. From the record, it is unclear whether there were two different thrones or one that the author referred
to with two different names (gyokuza and takamikura). While gyokuza is an umbrella term for imperial throne, the
takamikura (housed at the imperial palace in Kyoto) is used for major imperial ceremonies such as the accession
ceremony and the first of the year audience. Matsumoto Jinjo Shogakko nisshi, 90.

5% Satd, Zoku gendaishi shiryé, 63-64. On 17 November 1891 (Meiji 24), the Ministry of Education amended this
rule from storing the imperial portraits “in school buildings (kosha %45)” to “on campus (konai £ZP).” Ibid., p. 70.
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Many Japanese educators, especially the school principals in charge of protecting the portraits,
lost their lives attempting to “rescue” the imperial portraits from burning school buildings.>>
Furthermore, a record found in Toyama prefecture shows an interesting difference in
treatment of the portrait and the Imperial Rescript of Education. According to the Toyama
prefectural law of January 15, 1900 (Meiji 33), schools should dedicate an entire room to the

556

imperial portraits, but were not required to do so if they owned only the Rescript.”” In that case,

the school was allowed to use a section of the teachers’ lounge (shokuin shitsu §& 2 =) to keep

the document. This regulation on where to keep the portrait and the document proves that the
Japanese people, at least in Toyama prefecture, considered the imperial portraits more significant
than the words of the emperor. Although the words of Emperor Meiji were important, the official

portraits were treated as embodiments of the emperor himself.

4.5 MEDIUM OF PHOTOGRAPHY
The goshin’ei was actually a photograph taken by Maruki Riyo of the realistic Western style
cont¢ crayon drawing done by Edoardo Chiossone. It is important to emphasize that the
goshin’ei 1s not a true photograph of Emperor Meiji, but it is a photograph of a drawing. Because
modernization was welcomed in Meiji Japan, photography that was introduced to Japan in the

557
d.

late 1840s was also welcome The medium of photography, an instrument of evidence, made

the public believe that the idealized drawing was a real representation of the emperor. Not only

%% In March 1907 (Meiji 40), the City of Sendai sent a request to the Ministry of Education asking for permission to
keep the imperial portraits in one place in its city hall because schools in Sendai did not have means to safely protect
the portraits. The Ministry of Education eventually changed its original regulation and gave permission to the City
of Sendai in April. From Meiji 30 to Taishé 12 Monbushé reikiruisan F B1if 30 428 KIE 12 4F SCHAE B SEEE,”
compiled by Monbushd 3C#%4 (Tokyo: Monbu daijin kanbd monshoka SCH K FUE 5B SCERR, 1924), 581
(original). Hyogo and Mie prefectures filed a similar request. See, Monbusho, vol. 1, 6-7.

>°6 Toyama, number six. Kobayashi, “Naganokenka shogakkd e no goshin’ei no kafu to sono fukyii II,” 205.

>7 Doris Croissant, “In Quest of the Real: Portrayal and Photography in Japanese Painting Theory,” in Challenging
Past and Present: The Metamorphosis of Nineteenth-century Japanese Art, ed. Ellen P. Conant (Honolulu:
University of Hawaii Press, 2006), 158. The earliest text known that translates daguerreotype was written in 1852.
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does my research explain how the government treated the photographic portrait differently from
the woodblock print images, but it also compares the characteristics of the two media by
applying the theories of photography to understand why the government chose photography over

print to create the official portrait of Emperor Meiji.

4.5.1 Japanese Importation of Photography

Many Western discourses of history and theories of photography may be applied to Japan;
however, to situate the portraits of Emperor Meiji in the sociopolitical framework of the time
requires that scholars understand the Japanese reaction to this new technology. Early-19"-
century Japanese artists were aware of camera obscura as a Western tool for drawing, but
photography did not reach Japan until the mid-19" century.’*® Specifically, the history of
photography in Japan began in Nagasaki with the importation of the daguerreotype® from
Dutch merchants. Ueno Shunnojo #7522 7K (1790-1851), a merchant and a scholar of Dutch
studies in Nagasaki, wrote in his journal that the Dutch brought a daguerreotype, known in
Japanese as ginban shashin $8HX 5 5. or dagereotaipu % 7 VA % A 7, to Nagasaki. Ueno

initially failed to purchase this camera in 1843 (Tenpd K& 14); however, he succeeded in

buying the device in 1848 (Kaei 557k 1) when the Dutch merchants returned to Nagasaki.’®

While it may be possible that the Japanese merchants saw and imported cameras earlier, this

38 Camera obscura means “dark room” in Latin. It was also called shashinkyo G- E.4% and donkuru  kameru N>
Z )+ F1— A /L. Sangyd noritsu tanki daigaku ¥ RER KT, Shashin no kaiso Ueno Hikoma "5 H.DFH.
B2 5 Shashin ni miru Bakumatsu Meiji 5502 % 3 AR B (Tokyo: Sangyd Noritsu Tankidaigaku
Shuppanbu PE € REFRELHI 7 RS, 1975), 216.

%A daguerreotype is an early type of photograph originally developed by a French painter and chemist Louis-
Jacques-Mandé Daguerre (1787-1851) in 1839. Gazette de France, a French newspaper, announced this new process
on January 6, 1839. Beaumont Newhall, The History of Photography from 1839 to the Present (New York: The
Museum of Modern Art, 1982), 18-19.

560 Kokushi daijiten, vol. 7, 217.
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journal entry left by Ueno is the first extant record about the importation of the daguerreotype to
Japan.

For the next ten years, due to the high cost of photography, the government and
provincial domains supported the study of daguerreotype. Both considered daguerreotypes as
science projects rather than devices to create art or portraits. Following a series of

experimentation with this new technology, Ichiki Shirdo 7 3 PU B} (1829-1903) and other
Japanese “scientists” successfully transferred an image of Shimazu Nariakira &7 # (1809-
1858), the 28" lord of Satsuma domain, onto a silver plate for the first time on 1857 (Ansei ZZEL

4)9.17.°
The use of daguerreotype waned when collodion, a new photographic process discovered
in 1851 by Frederic Scott Archer (1813—1857), an English engraver and sculptor, was imported

562

to Nagasaki at the beginning of the Ansei period (1854-1859).”° This new wet plate photo

process, known in Japanese as shippan shashin AKX 5 E (also known as nureita S2FUHR,
namatori 72 £ BV | and garasutori 777 AWV ), quickly became popular.’® Two large
improvements distinguish collodian from daguerreotype. Unlike the 1839 daguerreotype, which
564

took five to sixty minutes of exposure for development, depending on the strength of the light,

the collodion process only required fifteen to sixty seconds of exposure.’® Another advantage of

%1 Kodansha Encyclopedia of Japan 6, (Tokyo: Kodansha, 1983), 185. Eliphalet Brown Jr., an American artist who
came to Japan with Commodore Matthew Perry, took the first daguerreotype photographs in Japan. Naomi
Rosenblum, 4 World History of Photography (New York; London: Abbeville Press Publishers, 2007), 73.

362 Newhall, 59. Ozawa Takeshi /NREEE, Nihon no shashinshi B A0 BB 5 : Bakumatsu no denpan kara Meijiki
made AR DIEFEN S HIEH] F T (Tokyo: Nikkoru kurabu = v =2—/L7 7 7 1986), 12.

563 Ozawa, Nihon no shashinshi, 38.

54 Rosenblum, 17.

> Nathan G. Burgess wrote about the collodion process in The Photographic Manual in 1863. He stated that “[t]he
time of exposure in the camera is entirely a matter of judgment and experience. No defined rules can be laid down,
but usually in a strong light...from fifteen seconds to one minute will answer.” Nathan G. Burgess, The
Photographic Manual (New York: D. Appleton and Co., 1863), 42. Yanagawa Shunsan #{r] % = (1832-1870)
wrote in Shashinkyé zusetsu ‘5-H.85 X7 in 1867 (Keid B2/ 3) that the collodian process takes approximately six
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collodion is that while the daguerreotype produces only one original, the collodion creates
negatives that allow photographers to duplicate images. Thus, the collodion process soon
replaced daguerreotypes in both the West and Japan.

Despite the highly technical component of collodion, the process still made photography
more accessible to Japanese photographers. As a result, photography became a new occupation

in Japan. Photographers such as Shimooka Renjo T [if]5&EfL (1823-1914) of Yokohama, and
Uchida Kuichi and Ueno Hikoma %25 (1838-1904), both from Nagasaki, opened their

photo studios to the public.’®® However, although the collodion process made photography more
accessible, the Japanese general public was still fearful of cameras.”®’

Therefore, most of Shimooka’s first customers were non-Japanese. To appeal to his
foreign clients, Shimooka dressed his sitters in kimono and Japanese armor. He also created
opportunities for his customers to take photographs with a Japanese girl as a way to add an
exotic, ethnic flavor to the photographs. Due to various superstitions, Shimooka had a difficult
time finding a Japanese model who would pose in front of the camera. When Shimooka finally
found a girl in his neighborhood to model, he had to generously pay her two to three dollars per
sitting or 13 to 14 dollars per day.’®® The value of a dollar at that time is unclear, but it is easy to

imagine that this represented an enormous amount of financial gratitude.

to seven seconds of exposure on a sunny day and 20 to 50 seconds on a cloudy day. Yanagawa Shunsan FI{r[ & =,
Shashinkyé zusetsu ‘G-E85X|50 (Traite de photographie microscopique) (Edo: Izumiya Hanbei Fil 55 2 - e/,
1866-1868) in Edo kagaku koten sésho 1177 F}75 1y Lz 75 38, ed. Aoki Kunio  A[#5% (Tokyo: Kdwa Shuppan
TEFO IR, 1983) 339-340.

3% Kodansha Encyclopedia of Japan, vol. 6, 185.

367 According to Ozawa, the Japanese people of the 19™ century superstitiously believed that a camera could take
away the sitter’s spirit and that the act of photography could shorten the sitter’s lifespan. Ozawa, Nikon no
shashinshi, 59. Even though Ozawa does not provide any proof or source of his theory, this idea appears to be
widely accepted among the Japanese scholars.

368 It is interesting that Shimooka paid his models with the foreign currency. This may be because his clients, mainly
non-Japanese, paid the photographer in dollars. Mitsukoshi taimusu > Z L Z A I A, Meiji 43, in Ozawa, Nihon
no shashinshi, 59 and Sangy6 noritsu tanki daigaku, 219.
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Photography did not become popular among the Japanese until the mid-1860s.’*’ By the
mid- to late- 1870s, over one hundred photo studios conducted business in Tokyo.””’ In 1887
(Meiji 20), Ueno Hikoma, the third photographer mentioned above, charged one yen per wallet
size print (meishi-ban 4 %iI}]), two yen for a cabinet size print (kyabine-ban ¥ v £ %fl]), and
five yen for a quarter cut print (yorsugiri PU4]).°"" Ozawa Takeshi, an expert historian of

Japanese photography, explains that an employee of Nagasaki prefecture annually earned an

average of 120 yen.”"

Therefore, photographs were still relatively expensive when the 1888
portrait was created, but were available for the general public for special occasions.

One possible explanation for the growing popularity of photography might stem from the
1871 (Meiji 4) government ban of the traditional sword and topknot hairstyle. Upper class
Japanese and former samurai felt that this edict robbed them of their prestigious status, which
their swords and hairstyle represented. Therefore, both the upper and middle classes embraced
photographic portraits as a way to capture their legacy by having their portraits taken with
swords and topknots. Together with a nostalgia for traditional Japan, the rush to have a
photographic portrait before the change of the dress codes promoted photography.

In addition, the Japanese government was surprisingly forward-thinking about this new

technology. In 1876 (Meiji 9), the Meiji government passed a regulation titled Shashin jorei 5-
H.2:15] which guaranteed five years of copyright (chosakuken senbai % {EHEELE) for the

photographers. In 1887 (Meiji 20), the government replaced this regulation with a

Shashinbanken jorei 5 EhRHESf, a new law which reinforced and extended the copyright

39 Images of actors, prostitutes, and landscapes were sold as early as 1871 (Meiji 4). Nihon Shashinka Kydkai H 7<
‘G4, Nihon shashinshi H AR G.EL 1 1840-1945 (Tokyo: Heibonsha - FLEE, 1971), 446.
570 Rosenblum, 73.

SN Ozawa, Nihon no shashinshi, 89. Cabinet prints measured 5.5 in. x 4 in.
7 Ibid., 89.
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period from five to ten years.’” These actions show that the government did not treat

photography as a magical device, but perceived it as a technological product for business.

4.5.2 Reasons for Using Photography for Goshin’ei

By 1888, the government already had a plan to widely distribute the 1888 portraits to the public;
therefore, drawing and painting were not good media for this purpose. Photography was a
convenient tool to make duplicate images, as were woodblock prints. The government chose
photography as a duplication tool because prints had associations with tabloids, as explained in
the previous chapter. If there is a hierarchy of artistic mediums, prints are not high on the list
because they were for casual use by commoners. On the other hand, photography was a new,
Western technology, a medium which impressed the 19™-century Japanese.

Although lithography was also a newly imported medium, the government chose
photography over lithographic prints for the official portrait of Emperor Meiji. Some Western
theorists, such as American writer Oliver Wendell Holmes (1809 — 1894), thought drawing was
an inferior medium for making real likenesses compared to photography because drawing can

create a fake reality.””*

However, the advantage of using a realistic drawing over portrait
photography is that the artist could idealize the emperor in a drawing. Unlike photographers who
capture a precise reality, artists can take reality and add their ideas and intents to their drawings,

thereby expressing their own interpretations. Ernst Hans Gombrich explains that “[t]he

painter...who wants to ‘elevate his style’ disregards the particular and ‘generalizes the forms.’

373 Nihon Shashinka Kyokai, 446-447.
37 Oliver Wendell Holmes, “The Stereoscope and the Stereograph,” The Atlantic Monthly: A Magazine of Literature,
Art, and Politics, vol. 3 (1857), 8.
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Such a picture will no longer represent a particular man but rather the class or concept ‘man.””"

Unlike photographers, artists can filter their work through their own eyes, eliminating
undesirable features and characteristics and creating an idealized portrait. Furthermore, as
mentioned before, an additional reason for using a drawing stemmed from the emperor’s distaste
at having his photograph taken; this antipathy towards photographs was ironic since the emperor
accepted Westernization and modernization with open arms.””®

Drawing could create a grander image of the emperor; however, it was crucial for the
goshin’ei to be perceived as a straight photograph. It was important to make the public believe
that the idealized drawing was a “real” representation of the emperor. Thus, the drawing had to
be absolutely realistic, in other words, “photographic.” In Camera Lucida, a prominent art
historian, Roland Barthes (1915 - 1980), explains how photography’s referent is not the same as
the referent of other systems of representation because a photograph could testify to the existence
of a reality. Barthes states that “from a phenomenological viewpoint, in the photograph, the

. . . 577
power of authentication exceeds the power of representation.”

By using a camera, an
instrument of evidence, to create goshin ’ei, the unquestionable existence of the emperor could be
confirmed.

Such a notion of the camera as a superior recording device could manipulate the general
public to believe that the impeccable portrait was a “real” representation of the emperor.’’®

Photography, possessing an evidential force,”” does not convey emotion, intelligence or

morality, distinctive characteristics which distinguish humans from machines. Lorraine Daston

> Gombrich, 2. Also see John Berger, “The Changing View of Man in the Portrait,” Selected Essays: The Look of
Things, edited by Geoff Dyer (New York: Pantheon Books, 2001), 98-102.

376 MTK, vol. 7, 7.

3" Roland Barthes, Camera Lucida: Reflections on Photograph, trans. Richard Howard (New York: Hill and Wang,
1981), 88-89.

578 The other benefit of taking a photograph of the portrait drawing is that photographic technology allows an easy
mechanical reproduction of the image.

37 Barthes explains that photograph possesses an “evidential force.” Barthes, 88.
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and Peter Louis Galison define this concept as “Mechanical Objectivity.”580

By eliminating
human agency, Mechanical Objectivity flatly denies observers’ subjectivity and personal
idiosyncrasies which directly interfere with truth. Thus mechanically-made photographs can
reproduce reality most accurately, while human are incapable of even seeing the truth.

Andre Bazin (1918 - 1958), a French film theorist, also claims that drawing is an inferior
medium for making likeness compared to photography, because no matter how skillful the artist,
his work cannot escape his subjectivity.”®' As for a mechanically created photographic portrait,
only the nonliving agent intervenes between the emperor and his reproduced image. In a
perfectly focused photographic portrait, all the minute details are captured, representing an
infinity of different perspectives. On the other hand, a drawing would have produced mere
impressions of the emperor, which might be inadequate.

Bazin went even further, saying that with photography, “we are forced to accept as real
the existence of the [person] reproduced...Photography enjoys a certain advantage by virtue of
this transference of reality from the thing to its reproduction.”*®* Simply put, according to Bazin,

%3 This perception of photographs being interchangeable with the object

a photograph of X is X.
being photographed explains the belief that the photographic portrait is physically the subject
himself, embodying the actual person who is presented in the photograph. Maya Deren (1917 -

1961), a film director and critic, also agrees with the concept by stating that “a specific reality is

% Lorraine Daston and Peter Louis Galison, “The Image of Objectivity,” Representations, vol. 40 (1992), 81-128.
¥ André Bazin, “The Ontology of the Photographic Image,” What is Cinema? edited by Hugh Gray (Berkeley, CA,
and London: University of California Press, 1967), 12. On the contrary, it is also important to remember that to
people like Charles Baudelaire (1821-1867), cameras produce images indiscriminately without any intelligent
selective principles. Thus, photography is inferior to drawing because cameras are mindless instruments not suitable
for creating art.

2 Ibid., 13.

5% Interestingly, to Bazin, it did not matter how a photograph looked; the image did not even have to be
recognizable to be interchangeable with the object being photographed.
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the prior condition of the existence of a photograph, the photograph not only testifies to the
existence of that reality but is, to all intents and purposes, its equivalent.”**

Such a notion might be derived from the idea that the photograph does not involve a
human agent, an aspect which is unique to the medium. William Henry Fox Talbot (1800-1877),
the inventor of photography, once remarked that photography is not taken by a photographer, but
is the action of light upon sensitive paper that is impressed by “Nature’s hand.” The mid-
nineteenth century widely accepted this concept that photography is a “sun drawing,” and images

>%3 This relationship between a photograph and an object being

imprint themselves on a paper.
photographed is similar to the relationship between fingers and fingerprints; in this sense,
without one, the other cannot exist.

In certain instances, the government chose oil painting over photography. For example, in

1874 (Meiji 7), through Nakayama Joji H [LF&75, an ambassador to Italy, the Ministry of

Foreign Affairs commissioned an Italian artist, Giuseppe Ugolini of Milano (1826-1897) to paint
a pair of portraits of the imperial couple to hang at the imperial palace in Tokyo.’*® Since Ugolini
had never seen Emperor Meiji, he based his oil paintings on the photographic portraits done in
1873 (Meiji 6). Even though the government could have easily hung duplicates of the
photographic portraits they already had, it chose the medium of oil painting for this purpose.
This is because the Meiji government planned to hang this pair of Japanese imperial portraits

along with Ugolini’s other oil painting portraits of world leaders at the palace in Tokyo.” To

¥ Maya Deren, “Cinematography: The Creative Use of Reality,” in Film Theory and Criticism, edited by Gerald
Mast et al. (New York and Oxford: Oxford University Press, 1992), 62.

> Henry Fox Talbot, The Pencil of Nature (London: Longman, Brown, Green, and Longmans, Paternoster Row,
1844), 4.

586 MTK, vol. 3, 332. According to the MTK entry on November 5, 1874 (Meiji 7), these portraits were submitted to
Emperor Meiji one day before on November 4.

7 Ibid., 332. MTK stated “hang the portraits at the palace (1414 % & #4811 A),” but did not specifically mention
where these portraits were hung within the palace.
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establish this portrait collection, the government employed oil painting, a more conventional
medium than photography, to show its understanding of Western portrait tradition. Although
building a portrait collection of world leaders was a newly invented custom for the Meiji leaders,
the long-established medium of oil painting helped the government achieve the illusion of

tradition.

4.6 GOSHIN’EI AS A DEVOTIONAL OBJECT

The Meiji Japanese eventually treated the portrait of the emperor as an icon infused with
more than simple appearance. This dissertation does not make the claim that viewers “equated”
the image with its sitter, or that they accept as fact that the picture and the person were
equivalent. Viewers may be able to distinguish between a living person and his or her image, yet
at the same time believe (or act as if) the presence or spirit of the sitter inhabited the image. The
portraits, then, are not doubles—mirror copies—of the sitter, but are instead surrogates—close
alternates—of the sitter.

Bazin uses prehistoric cave paintings in France to illustrate how an image can become a
substitute for real animals. For example, the arrow-pierced murals on the cave wall indicate that
ancient hunters used to shoot painted animals to ensure a successful hunt with real animals.
Bazin suggests that the painted animals are “a magic identity-substitute for the living

9588

animal[s].””"" In this case, the representation of an animal is united with an actual animal during

% Bazin, 10. Bazin might have thought that no one believed in the ontological identity of model and image any
longer; however, it is still possible to find an example of such belief even in the contemporary America. Irish singer
Sinead O'Connor ripped a photograph of Pope John Paul II into pieces on Saturday Night Live on October 3, 1992.
In this case, the photograph of the pope became the pope himself. The act of ripping the photograph offended many
viewers, Christians and non-Christians alike. The other example is a family of a murder victim to carry a picture of
deceased into the courtroom during the trial in order to confront the accused with the image of his or her victim. The
picture of the deceased becomes the deceased and his/her spiritual presence is felt. Moreover, portraits often serve as
icons in funeral and memorial rituals today.
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the pre-hunting ritual. The same analogy can explain why goshin’ei serve as a substitute for the
emperor in ritual.

An examination of some case studies of goshin ei-related deaths demonstrates that the
Meiji Japanese treated the photographic imperial portrait as if it were Emperor Meiji himself. In
addition to the notion of a portrait as a “substitute” of the sitter, the emperor-centered
nationalistic mentality, cultivated during the Sino-Japanese War (1894-1895, Meiji 27-28) and
the subsequent Russo-Japanese War (1904-1905, Meiji 37-38), caused these goshin 'ei-related

fatalities. In June 1896 (Meiji 29), Tochinai Taikichi HiPNZR & (1842-1896), a teacher of the
Hakozaki Jinjo Elementary School in Iwate prefecture, lost his life trying to save the emperor’s
portrait from the Sanriku Daikaisho — 4 K tsunamis.”®” These tsunamis, which occurred as
a result of the Sanriku Earthquake of June 15, 1896, reached 24 meters (78.74 feet) in height and
killed more than 36,000 people.” The tsunamis took Tochinai along with the imperial portraits.
On the following day, he was found almost dead on a beach but still clenching the portraits.>”’
On June 17, 1896 (Meiji 29), Kyoikutoshi 85 ¥55E dramatically reported that the imperial
portraits were “saved” because Tochinai did not let go of them until his death.”* Tochinai was
later rewarded for his ultimate sacrifice.”” Although 36,000 people died, the death of Tochinai

received the most media attention because it was the first incident related to saving an imperial

photographic portrait.

5% The Sanriku Coast is a coastal region on the Pacific Ocean in northeastern part of the island of Honshu, Japan
(Aomori, Iwate, and Miyagi prefectures).

% Nihon kokugo daijiten, vol. 6, 415.

1 Iwamoto, Goshin ei ni junjita kyshitachi, 41-45.

92 Kyoikutoshi 26 H55E, June 17, 1896 (Meiji 29), in Satd, Zoku gendaishi shiryé, 345. Kyaikutoshi was published
by Teikoku Kydikukai 77 [E#( & 43.

393 Iwamoto, Goshin ei ni junjita kyshitachi, 43-48.
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Soon after the death of Tochinai, such publications as the Fiizokugaho [ [,
Kyoikujiron 2 E %5, and Tokyo asahi shinbun 3 3 H] H 1 all praised and honored

Tochinai’s brave rescue.’”* Surprisingly, some intellectuals criticized these publishers and the
government for promoting the death as a royal act. For example, an article in the Kokumin no

tomo [E] X2 /& states that although the Japanese should respect the portrait of Emperor Meiji, no

one should die for a photograph.”® While the author sympathizes with Tochinai and his death, he
does not agree with Tochinai’s rescue effort. Instead, he encourages his readers to live longer so
they can actually serve the nation.

Furthermore, Johokuinshi 3L 1 (d.u.) took a similar stance in the Kokumin shinbun
ECHTRH.°% In order to give his readers a new perspective, Johokuinshi compared the

relationship between Emperor Meiji and Tochinai to a relationship between a father and his son.
The author stated that a son should not die for a photograph of his father because a photograph,
unlike a human life, can be reproduced. The son should stay alive and serve his living father. A
person who dies for a photograph is either a fool or someone who desires fame. Johokuinshi also
criticized these publishers for praising Tochinai’s behavior. It is notable that Johokuinshi and

other intellectuals could criticize the government for these sacrificial deaths at this point. Later in

** See the article titled 1) “Tsunami higairoku HEWfi#% 6% in the Fiizokugahé on July 25, 1896 (Meiji 29).
(Reprint page 23). In this article, Tochinai’s name is misspelled as Tochida #fi [; 2) “Sanwa Issoku 1555 — % in
the June 26, 1896 (Meiji 29) issue of the Tokyo Asahi Shinbun 335 H #R] (vol. 3477). (Kikuzo II Visual Bk I
'Y 2 7 /V); and 3) the Kyoikujiron on July 5.

3% The July 4, 1896 (Meiji 29) article titled “Kunren shitaru chiigishin FlI## L 7= % .30 in the Kokumin no tomo
[E 2 & exemplifies this attitude. Anonymous, Kokumin no tomo, ed. Meiji bunken {53k, vol. 303 (Tokyo:
Minyiisha A1), 1-4 (also page numbered as 231-232 and 1465-1468). Microfilm wheel no. 18.

*% Johokuinshi (a penname for Kitamura Sosuke LA 528)), took a similar stance in “Totsutotsukaiji i # 1% 5,”
his article that appeared in the Kokumin shinbun [E| 3T on the same day that the previous article appeared in the
Kokumin no tomo. Johokuinshi, Kokumin shinbun [E| BT, July 4, 1896 (Meiji 29), vol. 1938, p. 3. microfilm.
Tokutomi Sohd 78 & &fllé (1863-1957) established both Kokumin shinbun and Kokumin no tomo. Tokutomi founded

Kokumin shinbun in 1890 and published Kokumin no tomo from February 1887 (Meiji 20) until August 1898 (Meiji
31). See Kokushi daijiten, vol. 5, 695-696.
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the Taisho (1912-1926) and Showa (1926-1989) periods, this kind of political criticism would
have been more difficult. Therefore, these articles show that the authority of the emperor was
still evolving during the Meiji period.

Many readers, however, responded negatively to Johokuinshi’s article and sent their
opinions to the Kokumin shinbun. Three days later on July 7, Kokumin shinbun published two
editorials disagreeing with Johokuinshi’s opinion. After identifying Johokuinshi as a “monster,”

one writer argued that the Japanese citizens should not treat the portrait (seiei 2252, “sacred

shadow”) of Emperor Meiji like a regular photograph because the “sacred shadow” is the spirit
of schools. He adds that protecting the goshin ’ei is the job of school teachers and the duty of all
Japanese citizens.””’ By comparing this incident to the guarding of the national flag during wars,
the second writer stated that the Japanese people should not think about the pros and cons [of
protecting a photograph], but instead should focus on the mental and spiritual significance of the
goshin’ei.””® On the following day, yet another writer ridiculed Johokuinshi in the Kokumin
shinbun by commenting that even a three-year-old child knows better than Johokuinshi that the
goshin’ei is the most important [thing]. This writer clearly believed that defending the goshin ei

meant protecting Emperor Meiji (seitai 22/, “holy body™); as a result, protecting the goshin ei
to death is the highest duty/honor (honryé A<%H) a Japanese can achieve.””

Similar to the Kokumin shinbun, other publications, including the Kyoikujiron Magazine,

600

also criticized Johokuinshi and his publisher.”” The articles and editorials following the death of

97 Hanzomongaisanshi g P4, Kokumin shinbun [E| ESHR, July 7, 1896 (Meiji 29), vol. 1940, p. 5.
microfilm.

% Ko6jimachi no ichihoi 28T 0> —4i 4%, Kokumin shinbun [E B35, July 7, 1896 (Meiji 29), vol. 1940, p. 5.
microfilm.

3% Okitenshi K+, Kokumin shinbun [E| B8, July 8, 1896 (Meiji 29), vol. 1941, p. 5. microfilm. Token FL#F
and Daichiishin K also wrote similar editorial articles in this issue.

890 Kysikujiron. vol. 405. June 5, 1896 (Meiji 29).

Page 220 of 282



Tochinai helped the goshin’ei establish the notion of Emperor Meiji’s embodiment. Therefore,
not sacrificing one’s life for the goshin’ei meant being disloyal to the nation. The Japanese
public came to equate the mistreatment of the imperial portrait with unfaithfulness to the
emperor.

By 1907 (Meiji 40), once the Russo-Japanese War had ended, the Japanese public
endorsed protecting the goshin’ei as an accepted practice. An editorial published in Kahoku
shinpé I ALHTH on January 26, 1907 in response to the January 24™ fiery death of Otomo

Motokichi KA T (1855-1907)°°! of Sendai Daiichi Junior High School, exemplifies this

attitude.®®

The author emphasizes how those people in charge of protecting the imperial portraits
suffer from this responsibility.®” On January 28, the same newspaper published a follow-up
editorial which suggested a further investigation on how to safely protect the imperial portraits

694 Instead of defining an imperial portrait as a photograph and arguing over the worth

from fire.

of the imperial portraits, these publications focused more on how to safeguard the portraits.

Thus, the second editorial encouraged its readers to develop a manual to protect the goshin ei.
Despite these editorial articles, more goshin ei-related deaths continued to occur.®” A

letter sent from the Ministry of Education to the prefectural offices on May 25, 1892 (Meiji 24),

suggests why school principals continued their desperate attempts to rescue the portrait.

891 Kahoku shinpo reads 7G5 as both Motokichi and Genkichi.

892 “Goshin ei to jinmei B & Nfn,” Kahoku shinpo J] LR, January 26, 1907 (Meiji 40), vol. 3469 (page 1).
893 School fires were common because almost all the schools in this period were built wtih wood. For more
information on the death of Otomo Motokichi, see “Daiichi chiigakkd no shdshitsu 55— H1 5248 D i 5k
Shukuchokuin goshin 'ei o hojishite shoshisu 1 (5 B I E R & 75 £F L CTHESET (“Fiery Death at the Daiichi Junior
High School” in Kahoku shinpd, vol. 3468 (page 5) on January 25,1907 (Meiji 40) issue). See the articles published
on the 28th for a photograph of Otomo and detailed information on his funeral. Kahoku shinpo, vol. 3471 (page 5)
on January 28, 1907 (Meiji 40).

694 «“Goshin’ei Hoanjo #l FL 528 % Fit,” Kahoku shinpa, vol. 3471 (page 1) on January 28, 1907 (Meiji 40). The
author suggests that local schools regularly keep goshin ei in a safe (kinko 4>J#) and take it out only on holidays.
595 For examples of the goshin 'ei related deaths in the Taishd and Showa periods, see Satd, Zoku gendaishi shiryo,
345-371.
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According to the letter, the government required that the principals return the imperial portraits if
their schools close down or fail to keep their high reputation.’”® Therefore, the government, not
the schools, owned the portraits; the government allowed the school principals to serve as
temporary keepers of the goshin’ei. As a result, the school principals also viewed saving the
portraits as a way to save their jobs.

Unfortunately, numerous people—young and old, male and female—Ilost their lives in
order to “rescue” the goshin’ei.’”’ These fatalities prove that the goshin’ei was considered an
object of spiritual importance rather than a mere photograph which could be easily reproduced
and replaced. To them, the goshin ei substituted Emperor Meiji and symbolized their nation and

its national value.

4.7 CONCLUSION

Since the aura of goshin’ei resided in the minds of the spectators, the existence of this
aura had a close relationship to the portraits’ distribution process and ritual functions. John Tagg,
a Western photo theorist, eloquently stated the need to “look to the conscious and unconscious
process, the practices and institutions through which the photograph can incite a phantasy, take
on meaning, and exercise an effect. What is real is not just the material item but also the

6% The Japanese government needed to

discursive system of which the image it bears is part.
control closely the distribution process and usage of the portrait. The unique value of goshin ei

had its basis in ritual, and photographic medium was crucial to creating the “phantasy.” The

photograph, therefore, effectively developed the notion of “presence” in images and helped to

896 Sato, Zoku gendaishi shirya, 67.

597 The first female fatality was a 23 year old teacher named Sugisaka Taki 23 # 2 (1900-1923), who attempted
to save the portrait from a burning building in 1923 (Taisho 12). I will not discuss this case in my dissertation
because she died in the Taisho period.

% Tagg, 4.
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construct the absolute power of the emperor. Four conditions transformed the 1888 portrait of
Emperor Meiji into an object of devotion: 1) construction of the ideal image, 2) restriction of
circulation, 3) ritualistic treatment of the image, and 4) the rise of the medium of photography.
By meeting these four conditions, the goshin ei exemplifies a spiritual connection to reality and
illustrates the power of representation. By analyzing the human psychological responses to the
portraits of Emperor Meiji, this chapter elucidates how images could exert the emotive force to

affect viewers.
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5.0 EPILOGUE: FINAL PORTRAIT OF EMPEROR MEIJI

At the beginning of the Meiji period, imperial portraiture underwent a functional transformation
due to the influence of Western portrait practices. This change signified a break from the pre-
modern Japanese practice of using mortuary portraits to commemorate the deceased. However,
as discussed here, the funeral of Emperor Meiji illustrates that his portraits did not have any
practical functions related to Buddhist death rituals as did those of his predecessors.

For approximately 20 years after 1888, no official portrait of Emperor Meiji was

609
d.

produce Ogura Kenji /NE 7] (1861-19467), an army photographer, took three snapshots

of Emperor Meiji looking down at a map during military exercises and simulations in Nara
prefecture in 1908 (Meiji 41), Okayama prefecture in 1910 (Meiji 43), and Fukuoka prefecture in
1911 (Meiji 44).°"° Due to the long distance between the emperor and the photographer, all three
photographs of Emperor Meiji are out of focus. One of the photographs, most likely the one
taken in Fukuoka a year before the emperor’s death on July 30, 1912 (Meiji 45), was later
enlarged and rotated 45 degrees clockwise; this manipulated image is the final portrait of
Emperor Meiji.®"' Because the emperor was originally looking down at a map, his posture seems
awkward in the vertical position. This photograph was released upon the death of Emperor Meiji;
to memorialize the deceased emperor, newspapers and magazines published the photograph. In
addition to publications, this photographic portrait was incorporated into memorial postcards and

photo-collages. For example, an anonymous artist printed a photo-collage, which includes the

599 Some artists produced new prints and oil paintings of Emperor Meiji by copying from the 1888 goshin 'ei.
019 Meiji Jingii, Meiji Tenno no Goshozo, 20-21.
"' Ibid., 22.
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portrait with eight other photographs taken during the funerary procession, state funeral, and
interment of Emperor Meiji.’'* Even though further research is necessary to identify the target
audience for such memorabilia and the distribution method for these memorabilia, one thing is
clear: these images were used to publicly memorialize the emperor, not as objects of private
Buddhist funerary rites.®"

Since the imperial family no longer officially held Buddhist funeral and commemorative
services, the function of this final portrait of Emperor Meiji was different from the pre-Meiji
mortuary portraits.®’* The state funeral of Emperor Meiji on September 13, 1912, was the first
Shinto-style imperial funeral after centuries of Buddhist imperial funerals.®’> As a result, the
government had to create new Shinto-style funeral rituals for Emperor Meiji. Based on the
available textual records and photographs of the pre-funeral procession, funeral, and interment of
Emperor Meiji, Shinto ceremonies did not require a portrait of the deceased. For example, MTK
records a detailed account of what was being carried—torches, drums, white and yellow banners,
quivers and arrows, banners with the design of the sun and moon—during the national funeral
procession for Emperor Meiji; however, the emperor’s portrait was not listed as a part of the
grand funeral procession.’'®

Although photographers openly documented the funerary objects listed above, they did

not include images of Emperor Meiji. It is possible that the photographers chose not to take

¢ Ibid., 23.

613 According to the portrait list compiled by Akamatsu in 1985 and the latest inventory list kept at Sennyiiji, the
temple does not own any portraits of Emperor Meiji. However, the temple currently holds an annual
commemorative service for the emperor. Sennyiji might use a spirit tablet of Emperor Meiji instead of a portrait
during the commemorative service.

6% To my knowledge, the imperial family neither commissioned any mortuary portraits nor unofficially held a
Buddhist funeral for Emperor Meiji because of the separation of Buddhism and Shintoism as explained in chapter
two. When the imperial family and/or Senntiji revived the tradition of imperial Buddhist commemorative services
needs further investigation.

%1% Even though Toda Tadayuki argued that Emperor Komei, the father of Emperor Meiji, should be buried in
Shinto-style, the imperial funeral in 1867 was still a mixture of Shinto and Buddhist funeral. Therefore, this imperial
funeral was not a helpful precedent for the one of Emperor Meiji. MTK, vol. 1, 455-474.

%1% Ibid., vol. 12, 839.
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pictures of the portrait of Emperor Meiji out of respect for the emperor. However, had a portrait
appeared at this Shinto funeral, the painted portrait would have been rolled up, and textual
documents would have noted the presence of the portrait. After the funeral, a train took the body
of the emperor from Tokyo to Kyoto to the emperor’s final resting place in the Fushimi

Momoyama {R @Ak burial site in Kyoto.®'’ Dr. Wilhelm Von Oehler, a German newspaper

reporter who visited and paid his respects at the Fushimi Momoyama burial site within ten days
of the funeral, confirmed that the portrait of Emperor Meiji was not displayed after the funeral
either. Oehler was surprised that even though Japan is a “country of arts (Land der
Kunstfertigkeit),” no painting or sculpture decorated the imperial burial site.°'® He then remarked
that only simple buildings in Shinto-style marked the site, but even these structures were
temporary and would be burned at the end of the ritual.’"® Even though paintings and sculptures
did not lavishly decorate the burial site, the funeral must have been majestic. For the funeral of
Emperor Meiji, the Japanese government budgeted a large sum of money; therefore, a limited
budget did not cause the absence of a portrait of the deceased.®’ This imperial funeral does not
suggest that the funerary and commemorative functions of a portrait had completely vanished

621

from Japan by this time.”” However, since the state funeral for Emperor Meiji was in the Shinto

517 Allegedly, Emperor Meiji himself chose and requested his burial site years before his death. I say “allegedly,”
because the emperor’s wish to be buried in Momoyama, Kyoto was not officially recorded in writing. It was based
on what the emperor told his consorts over a dinner conversation. MTK, vol.12, 830. Many officials and the
residents of Tokyo wanted the burial site to be in Tokyo. Since their wish was not granted, they pledged to build the
Meiji Shrine (Meiji Jing@i BJ1&4f=), which is now located in Shibuya, Tokyo. Ibid., 831.

6'% This simple burial practice might have surprised Von Oehler, however, it was not a surprise to the Meiji Japanese
because portraits of Japanese emperors never embellished burial sites.

19 Von Ochler, Wilhelm “Am Grabe des Mikado,” Schwabischer Merkurs (Newspaper dated on October 23, 1912),
in Mochizuki Kotardo %8 H /INXER, Sekai ni okeru Meiji tenno W2 3517 2 I K & (The Late Emperor of Japan
as a World Monarch), vol. 2 (Tokyo: Hara Shobd J5i &5, 1973), 238. Also see vol. 1 for Japanese translation.
Mochizuki, vol. 1, 449.

620 The Japanese government budgeted 1,545,389 yen, which was a large sum of money in 1912. MTK, vol. 12, 832.
See the entry on August 24, 1912.

62! Portraits began to lose their religious function at the imperial level. Commoners still practiced Buddhist funerals
at this time.
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style and did not adhere to the commemorative rites of a Buddhist funeral, it did not require the
presence of the emperor’s portrait. Although Emperor Meiji maintained his divine status, even at

the new Shinto style funeral, portraits of emperors lost their commemorative function.®*

5.1 CONCLUSION
This dissertation examines portraits of Japanese emperors from the Edo and Meiji periods by
questioning how the socio-political context affected the production of imperial portraits. Prior to
Western contact, pre-modern Japanese society viewed imperial portraits as religious objects for
private use; it never publicly displayed these portraits. As chapter two demonstrates, close
relatives and followers used imperial portraits for private commemorative purposes in pre-
modern Japan. The Confucian notion of filial piety and the Buddhist tradition of tsuizen
influenced the production of these commemorative or mortuary portraits. However, as discussed
in chapters three and four, the Meiji period incorporated Western portrait practice, resulting in a
change that allowed for controlled public viewing of the images of the Japanese emperors. The
Meiji government socially and politically constructed and transformed the ideal role of Emperor
Meiji: First, both Emperor Meiji and his image changed from that of unimaginable mythical
persona into a leader of the nation; then, both the Emperor and his image reverted into an
unreachable status. Such differences between the private and public functions of imperial
portraits suggest that imperial portraits from the pre-modern and post-Meiji periods separately
developed for different purposes. This dissertation argues that Japan experienced a break in
imperial portrait practice; although portraiture in both the pre-modern and post-Meiji periods has

many similarities, it does not share the same origins. By examining the psychological responses

622 Emperor Meiji was deified and enshrined at Meiji Shrine in Shibuya, Tokyo in 1920 (formally dedicated in 1920,
completed in 1921).
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to the representations of Japanese emperors, this dissertation analyzes how images could exert an
emotive force to affect viewers. Despite a break in imperial portrait practice in Japan, imperial
portraits maintain a spiritual connection to reality and illustrate the power of representation.

Therefore, my dissertation has multi-faceted significance. First, the current paucity of
scholarly publications in English on Japanese imperial portraiture makes my findings important.
I did onsite research of primary sources written in Japanese to add authenticity to my results; my
research took me to Sennyiji, the National Archives, and the Imperial Household Library.
Moreover, I have made a unique contribution to the field by examining the images of Japanese
emperors from the perspective of an art historian who contextualizes these portraits and
highlights the socio-political and religious usages of portraits of the Japanese emperors. The
notion of contextualization and the usages of these portraits distinguish my dissertation from the
works of others. Most previous publications primarily focus on biographical studies of the
emperors. Even though more scholars contextualize the portraits of Emperor Meiji, they have not
done any in-depth examination of the pre-modern portraits of Japanese emperors. Finally, with
this dissertation, I have begun to examine Japanese imperial portraiture by adopting a more
interdisciplinary approach that includes studies by scholars from other fields and that combines
methodologies of formal analysis and historical research.

While my dissertation addresses and answers some questions, many more questions
remain. Therefore, my dissertation represents the beginning of a long-term study needed on this
subject. It is my hope that my investigation not only enriches the field of art history, but it will

also have relevance to such related fields as anthropology, religious studies, and sociology.
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APPENDIX A

TWENTY-NINE PORTRAIT PAINTINGS OF EMPERORS AT SENNYUJI®?

59 Uda 522, Edo period (867-931, r. 887-897, 59" emperor), (moved from the
Rendaiji 715 5F in 1876)
59  Uda, Edo period, (moved from Hokongd-in 4[5t in 1876)
77 Goshirakawa #% 7] (1127-1192, r. 1155-1158, 77™), Edo period, (moved from
Shirakawadera F{A<F in 1876)
80 Takakura &8 (1161-1181, r. 1168-1180, 80th), Edo period, (moved from
Seikanji {§PA=F in 1876)
81 Antoku 7215 (1178-1185, r. 1180-1185, 81%), Edo period, by Takuma Hogen &
fi1EHR, (moved from Chorakuji 5£5F in 1876)
87  Shijo PUf& (1231-1242, r. 1232-1242, 87™), Edo period, by Sogen 5= in 1641,
(replacement)
N2  Komyd J:HH (1321-1380, r. 1336-1348, Northern dynasty 2™), Edo period
N2  Komyd Jt:H
N5  Goen’yu ¥ [EIfh (1358-1393, r. 1371-1382, Northern dynasty 5™), Muromachi
period, by Tosa Mitsunobu +#%5¢:(5, B2 (LIS (currently at Unryii-in)
N6, 100 Gokomatsu #% /)M (1377-1433, r. 1382-1412, 100™), Edo period®**
106  Ogimachi TEHHT (1516-1593, r. 1557-1586, 106™), Azuchi-Momoyama period (1572-
1596), by Kawamura Choro )11+ %
Yoko [5 (d. 1586), Edo period
107 Goydzei B3Rk (1571-1617, 1. 1586-1611, 107™), Edo period, by Kand Koshin 485 2
{52
108 Gomizunoo % /K& (1596-1680, r. 1611-1629, 108"™), Edo period, by Mydhdin Monzeki
Gydjo Hosshinnd #PVERE FARESEANVEBL T, writing by Gomizunoo
108  Gomizunoo, Edo period, by Myohdin Monzeki Gydjo Hosshinnd
108  Gomizunoo, Edo period, by Ringiiji no Miya Teruko Naishinnd #8% <F & N B E
(also known as Gen’yd Naishinno JCE:PNELT)
108  Gomizunoo, Edo period, by Ringiiji no Miya Teruko Naishinno (also known as Gen’yo
Naishinno)
108  Gomizunoo, Edo period, by Shaku Keifu 5 [#
108  Gomizunoo, Edo period, by Mototsubaki J&#5 in 1704
(Missing 109 Meishd)

623 Based on onsite research at Sennyiiji in March, 2011.

624 Portrait of Emperor Gokomatsu is included in Higo Kazuo iB# 18, Rekidai Tennozu SR 21X (Tokyo:
Akita Shoten K HZEJE, 1975), 189. However, Akamatu, Sennyiiji shi: Shiryé hen, published by Sennyfiji, does not
include this portrait. Nishitani confirms that this portrait is currently not in the Sennyji collection. Further
clarification on this matter is needed.
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110

111

112

113

114

115

116

Gokomyd % 6B (1633-1654, r. 1643-1654, 110™), Edo period, by Otagi Michifuku %

pepGiL

Gosai %75 (1637-1685, 1. 1654-1663, 111™), Edo period, by Rinndji no Miya Kdben

Hosshinnd i £ 55 = AP )IEB T

Reigen %2 7T (1654-1732, 1. 1663-1687, 112™), Edo period, by Fusako? Naishinn ¢

LT

112 Reigen BT (1654-1732, r. 1663-1687, 112™), Edo period, by Onna Ninomiya
Masuko Naishinnd % B 78PN T (missing?)

Higashiyama #([1] (1675-1709, r. 1687-1709, 113™), Edo period, by Rinndji no Miya

Kokan Hosshinnd #ii F 555 AR AL £

Nakamikado FEI[ (1701-1737, r. 1709-1735, 114™), Edo period, by Kushige Dainagon

Takanari i KA = PRk

Sakuramachi #2HT (1720-1750, r. 1735-1747, 115™), Edo period, by Kazahaya J& 5.,

Shosho 7V 1F (Lesser General)

Momozono Hk[&E (1741-1762, r. 1747-1762, 116™), Edo period, by Hiramatsu Tokinari

SEANEELT

(Missing 117 Gosakuramachi)

118

119

120

121
121

Gomomozono #% Bk (1758-1779, r. 1770-1779, 118™), Edo period, by Kuze A,
sanmi =3 (third rank)

Kokaku Jt4& (1771-1840, r. 1779-1817, 119™), Edo period, by Toyooka Harusuke i
el

Ninkd 1= (1800-1846, . 1817-1846, 120™), Edo period, by Toyooka Harusuke - [f{4
&

Komei £ (1831-1866, 1. 1846-1866, 121%), Edo period, by Tsutsumi Akinaga 237 &
Komei 8, Edo period
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APPENDIX B

FIFTY-THREE SPIRIT TABLETS AT THE REIMEI HALL, SENNYUJI °

Tenji K%

Saga Wik

Seiwa 7 il

Murakami #_E
Goshirakawa % F130]
Gotoba 1% &3

Shijo PU &
Gomurakami % _E
Sukd £

Gokomatsu 1% /M2
Gotsuchimikado % +-1#IFH
Ogimachi 1EBLHT
Gomizunoo 7K &
Gosai & 78
Nakamikado A1l fH
Gosakuramachi 7% 2 ET
Ninko 1%

Taisho K1E

825 Sennyiiji shi: Shiryé hen, 346.

Konin Y1~

Junna 7% Fi

Koko

Kazan fE1LI

Takakura 58
Tsuchimikado I
Gouda 2 F%
Kogon Yt/
Gokogon 1% Ytk
Shoko &
Gokashiwabara 1% FA i
Yoko b5t

Meisho BHIE

Reigen % T
Sakuramachi #2HT
Gomomozono &Pk
Komei 2B

Showa BHEFN
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Kanmu fE.E;
Montoku 1%
Daigo Fifi]
Shirakawa H ]
Antoku 221
Gohorikawa 7% Ji{r]
Godaigo 4 Il
Komyo 't
Goen’yi 1% [Elf#h
Gohanazono % {£ =
Gonara 448
Goydzei % 15k
Gokomyd 1% Jt:H
Higashiyama H[ LI
Momozono Hk[E
Kokaku Y&

Meiji B1{R



APPENDIX C

TWENTY-FOUR EMPEROR’S TOMBS & AT SENNYUJI®%

87  Shijo MUZ (d. 1242)*%7

N4  Gokogon %)k (d. 1374)*

N5 Goen’yt # [Elfl (d. 1393)*

N6, 100 Gokomatsu 7% /)32 (d. 1433)*
103 Gotsuchimikado 7% 1-4#1F5 (d. 1500)*
104  Gokashiwabara £ )5 (d. 1526)*
105  Gonara 223 E (d. 1557)*

106  Ogimachi IEHHT (d. 1593)*

107 Goydzei & F5EK (d. 1617)*

108 Gomizunoo 47K & (d. 1680)*
109  Meisho BHIE (d. 1696)*

110 Gokomyd % (d. 1654)*

111 Gosai 274 (d. 1685)*

112 Reigen # L (d. 1732)*

113 Higashiyama [ (d. 1709)*

114 Nakamikado H#I5 (d. 1737)*
115  Sakuramachi #2H] (d. 1750)*

116  Momozono #k[= (d. 1762)*

117 Gosakuramachi f2#2HT (d. 1813)*
118  Gomomozono & Hk[E (d. 1779)*
119  Kokaku J&4% (d. 1840)*

120 Ninko 1—3% (d. 1846)*

121  Komei ZH] (d. 1866)*

Memo: The Nanbokuchd period (1330-1393)
Missing S1 96 Godaigo 7% it

S2 97 Gomurakami %41

S3 98 Chokei =&

S4 99 Gokameyama 7% f.ILI

826 Sennyiji shi: Shiryé hen, 339-341.

No tomb, but only funerals were held at
Sennyfji:

* 101 Shoko it (d. 1428)
* 102 Gohanazono &£ (d. 1464)

*Yoko [50 (d. 1586)

627 % indicates that funeral also took place at Sennyiiji. Ibid., 343-344.

Page 232 of 282




BIBLIOGRAPHY

Primary Sources:

Anonymous. “Kunren shoaru chiigishin #I## L 72 % 82505, In Kokumin no tomo [E K2 /K.
Edited by Meiji bunken B3{%3CH#k. Tokyo: Minytisha At (microfilm)

Azuma Kagami 52E85. In Kokushi taikei [ 52 ) 32-33. Edited by Kurokawa Katsumi HA4%
32E. Tokyo: Yoshikawa Kobunkan 5 )115L3CEE, 1964.

Bacon, Alice Mabel. 4 Japanese Interior. Boston, New York, Houghton, Mifflin & Co.;
Cambridge, Riverside Press, 1894. [microform]

Bunkytido sanryd shitho koyd SC/A L [LIBEE 2L (housed at the Imperial Household Agency
Library)

Burgess, Nathan G. The Photographic Manual. New York: D. Appleton and Co., 1863.
“Characteristics of Japan: The United States’ Expedition.” The lllustrated London News

(reprinted copy). Edited by William Little. vol. 29b no. 834 (December 13, 1856). Tokyo:
Kashiwa Shobd 135, 2000.

Cheng Hao F£5#f and Cheng Yi F2£RH. Erchengji —F2£%£ 1. Beijing: Zhonghua shuju chuban
R IR, 1981.

Chinso reigen ki TEFHSEBRFL. Zoku gunsho ruijii fEREEFENE 13b. Tokyo: Heibonsha - FLft,
1926. pp. 1069-1070.

Deng Chun B #%. Huai k. vol. 6. Beijing: Renmin meishu chubanshe A FCZEHT AL, 1963.

Eiga monogatari KALY)GE. In Nihon koten bungaku zenshii H A7 L 3L 5242 4E 33, Edited by
Yamanaka Yutaka [LIH#4. Tokyo: Shogakkan /N, 1998.

Freeman-Mitford, Algernon Bertram. Mitford’s Japan: The Memories and Recollections, 1866-
1906, of Algernon Bertram Mitford, the First Lord Redesdale. Edited by Hugh Cortazzi.
London; Dover, N.H.: Athlone Press, 1985.

(National Archive of Japan), call number: 192-0553.

Fujiwara (Yoshida) Tsunefusa f&J5( 5 B 7. Kikki 250 1. In Zoho shiryotaisei YA SEFK

f% 29. Kyoto: Rinsen Shoten i) 1135, 1965.

Page 233 of 282



Fujiwara Yorinaga i&JFUfH . Taiki 1550 1 and 2. Edited by Zoho Shiryotaisei Kankokai Hi 1 52
BFRBECTHIAT22. In Zoho Shiryotaisei YE A 52K AL 23 and 24. Kyoto: Rinsen Shoten Ff
JIFEIE, 1989.

Fukkoki 18 1752, Edited by Kawamata Keiichi JI[{%%&—. Tokyo: Naigai Shoseki PN+ EEE,
1929.

Gamd Kunpei ##4EF . Sanryoshi (L. In Shinchi Kogakusosho it & 53 . Edited by
Mozume Takami #74E 5 .. Tokyo: Kdbunko kankokai /i SCHEFIT T4, 1927, pp. 1-45.

Gilday, Edmund T. “Bodies of Evidence: Imperial Funeral Rites and the Meiji Restoration.”
Japanese Journal of Religious Studies, vol. 27, No. 3/4, Mortuary Rites in Japan (Fall,
2000): 273-296.

Goharetsu no oboe Ml %2 5. In Shinto taikei 5 #4718 KR Jinja hen 5 #4418 Yamato no
kuni KF1[E. Compiled by Sakamoto Tard PRAHL. et al. Tokyo Seikyosha f# BLft,
1987. pp. 304-316.

Gomizunoo tennd jitsuroku %7K & K 2526k, Edited by Fujii Joji i H5%1H and Yoshioka
Masayuki 7 il 517, Tokyo: Yumani Shoten W & |ZE )k, 2005,

Gotobain goryé takuki % 5P FEFERC. In Zoku gunsho ruiji FifE EFEHE 33a. Tokyo: Zoku
Gunsho Ruiji Kanseikai feft EFEIETER S, 1976.

Griffis, William Elliot. Japan Through Western Eyes: Manuscript Records of Traders, Travellers,
Missionaries, and Diplomats, 1853-1941. Marlborough, Wiltshire, England: Adam
Matthew Publications, 1995- [microform]

Griffis, William Elliot. The Mikado: Institution and Person. Princeton: Princeton University
Press, 1915.

Griftis, William Elliot. The Mikado’s Empire. Wilmington, Delaware: Scholarly Resources, Inc,
1973. (First published in 1895 by Harper & Brothers, New York).

Gyojo ZEXL. Gyajo hossin’'no nikki ZEXEH T H 5. In Myohoin shirye WHiERE 56k, vols.1 and
2. Tokyo: Yoshikawa Kobunkan 75 154 3C#E, 1976 and 1977.

Gyéoshin nituki Déro Kenbun Hokoku 1755 =ff Z 18 1% R A 190, in Sanjoke Monsho —5&
K L (a record written by the Sanjo family), in Obinata Sumio K H i <. “Minshi
ha tennd o domiteitaka FRIT K E %A £ 9 FL TV 727> 1873 nen Kamakura Gydshin
Endo Tansakusho o Tegagaritoshite 1873 4% [#ft81THImBERRE ] TR0 & L
C.” Nihonshi kenkyii B A S24/F%%. no. 323 (July, 1989): 67-71.

Page 234 of 282



Hanazono tennd {65 K &, Hanazono tenné shinki 165K & 5= 50 1-2. In Zoho shiryotaisei ¥
i S BER B 2-3. Kyoto: Rinsen Shoten i)k, 1975.

Higashiyama Sennyiji saiko hinamiki FL1 5% <F 8L H YK EC. In Sennyigji shi: Shiryé hen SR/
JFEEHR. Compiled by Akamatsu Toshihide ZRFA{5 5. Kyoto: Hozokan {4JrAR, 1985.

Hogen Monogatari P& 7C¥)5E. Compiled by Shida Itaru {5 XJ&. In Nihon koten bungaku zenshii
H A #5052 424 41. Tokyo: Shogakkan /N4, 2002. pp. 205-405.

Hyakurensho 882, In Kokushi taikei [5]52 )% 11. Compiled by Kurokawa Katsumi S8 5
3. Tokyo: Yoshikawa Kobunkan 5 )1154 3CAH, 1965. pp. 1-258.

Idewa no ben i3} 7. Poem #593. In Goshiii wakashii #4518 Fiak 2. compiled by Fujiwara
Michitoshi /5%, Edited by Kubota Jun /A f& H% and Hirata Yoshinobu >}~ (5.
vol. 10. Tokyo: Iwanami Shoten 75 % /5, 1994, 194-195.

Jien 24, Gukansho B/E 1D, In Kokushi taikei [E] 51 K% 14. Tokyo: Shiieisha 75524, 1901. pp.
347-617.

Jizé bosatsu Hongankyo M EAFERS: Wabun F13C. Edited by Hatada Suijyun % FH 2 JIE.
Tokyo: Koonkai /& 4>, 1926. Kokuritsu kokkai toshokan dejitaruka shiryo:
http://dl.ndl.go.jp/info:ndljp/pid/922972

Kaichi gakkonisshi B 548 B EE. In Shiryo Kaichi gakko S3ERZR 4% 1: Gakkonisshi “F1%8
H3E 1. Compiled by Sato Hideo %75 K. Nagano: Densan Shuppan Kikaku #%5 Hi il
418, 1988.

Kagawa Keizo Monsho 75) 1148 = 3C 3. In Sakamoto Kazuto WA —XX. It6 Hirobumi to Meiji
kokka keisei (Ft 18 SC & BB EIF I IL: Kyiichii no seidoka to rikkensei no donyi 1'%
) O AL & B OEN. Tokyo: Yoshikawa Kdbunkan 751154 3CEE 1991.

Kishida Ginko = HI5Z. “Gohatsuren no ki #1383 D FC.” in Tokyo nichinichi shinbun B 5 H
H 7], newspaper number 1348. vol. 12. Tokyo: Nihon tosho senta H K[XE+¥& & —,
1994.

. “Gojunkd no ki %32 D FL.” in Tokyo nichinichi shinbun ¥ 5L H H #1#. Newspaper
number 1349-1390. vols. 12-13. Tokyo: Nihon tosho senta H AKX E & % —, 1994,

Kitabatake Chikafusa 4t & 815, Shokugensho TR EY. In Gunshoruijii FEESEHE 5. Compiled

by Hanawa Hokinoichi #5{#=—. Tokyo: Zoku gunshoruijukanseikai %¢ £ 5E1E 52K
23,1960, 603-638.

Page 235 of 282



Kojiki 1550, In Kokushi taikei |85 )% 7. Edited by Kurokawa Katsumi HA 535, Tokyo:
Yoshikawa Kobunkan &) 11543CEE, 1966.

Komei tenno ki 22 W] K B:4c. Edited by Heian Jingii “F- 22015 . vol. 5. Kyoto: Heian Jingii /-2
PR, 1969.

Kujo Kanezane JLS< 5. Gyokuyo EZE. vol. 1. Tokyo: Meicho Kankokai 44 & FI1174, 1993.

Manshunsei %4 “Hige nakereba totokarazu 55187 L /N& 51 Z X The Choya shinbun #f]
By38rRd. June 19, 1881 (Meiji 14). vol. 2326. In Choya shinbun 13. Tokyo: Perikan Sha
0 7 ptt, 1982.

Man’yoshii B HELE. In Nihon kotenbungaku zenshii 6 B ANy #3052 4242 Edited by Kojima
Noriyuki /)77 2. Tokyo: Shogakkan /N7, 1994.

Matsumoto Jinjo Shogakko nisshi ¥AAR =5 /N5 A 5. In Shiryo Kaichi gakko 5B FAZ
1: Gakkénisshi 5##% H 5 1. Compiled by Satd Hideo 14 f%75 J<. Nagano: Densan
Shuppan Kikaku #& %5 H R, 1988. pp. 52-620.

Matsushita Kenrin 2 F 5AK. Zen 'nobyoryoki Bii FJEIFEFC. In Shinchii Kogakusosho ¥at &5
# #. Edited by Mozume Takami #7%E 5 .. Tokyo: Kobunko kankokai JA SCEEHI{ TS,
1927. pp. 1-72.

Meiji Tenné ki (MTK) W75 R B 5fd. Edited by Kunaichd = PNJT. Tokyo: Yoshikawa Kobunkan
#5154 3CHE, 1968-1975 vols. 1-12.

Miyagi-ken Kyoiku linkai = 3R #E Z B <. Miyagiken kyoiku hyakunenshi =386 B 4
53 Shiryé hen & FHi 4. Tokyo: Gydsei X X 9\, 1979.

Mohl, Ottmar von. Am Japanischen Hofe. Berlin: Dietrich Reimer (Ernst Vohsen), 1904.

Momo Setsuzan BEEi (L. Saiyii nikki V635 B 52 In Nihon shominseikatsu shiryé shiisei B ASJH:
EAETE SUBHERR 20: Tanken, kiko, chishi %Rf% + #24T + HiZE. Tokyo: Sanichi Shobd =
—3EFE, 1972. pp. 623-701.

Monbushd CEE . From Meiji 20 to Meiji 26 Monbushé reikiruisan H W15 20 4ER R 26 4F
SCHERAE B3 FEEE. Originally compiled by Monbu daijin kanbd monshoka SCHE K LB R
SCEFR in 1924. vol. 1. Tokyo: Ozorasha KZE+t, 1987.

. From Meiji 30 to Taisho 12 Monbushé reikiruisan H BAVE 30 A28 KIE 12 4F SCHA 51
FHFEEL. Tokyo: Monbu daijin kanbd monshoka SCi K LB 55 SCE R, 1924,

. Monbusha reikiruisan SCEVE BIBIFAEE. vols. 1-3. Tokyo: Ozorasha K ZE4t, 1987.

Page 236 of 282



Murakami tenné goki # _F R BAHFC. In Zohoban shiryé taisei FEAf IR SRR K. Edited by
Z&hoban shiryd taisei kankokai ¥4l SEEF R AL FI1T2. vol. 1. Kyoto: Rinsen Shoten
) 1135, 1975. pp. 95-196.

Naimusho toshokyoku #7437, Meiji zenki shomoku shiisei BTG RITIIE B 45
Shuppanshomoku geppo HhiE B H #t. Edited by Kimura Takeshi A%{%x. Tokyo:
Meiji Bunken BITR3CHR, 1972.

Nakahara Yasutomi RS . Yasutomiki BE'& 70 2. In Zoho shiryotaisei FEAH SRR 38.
Kyoto: Rinsen Shoten k)11 /5, 1975.

Nakayama Tadayasu F' [LIJ8GE. Nakayama Tadayasu nikki "7 (L2 HE H 0 4 (original title:
Seishin seii 1F./.0>3% ). Edited by Nihonshiseki Kyokai H A5 £& 44>, Tokyo:
University of Tokyo Press 8 Koz HIRZS, 1973.

Nanyashishi henshii shiryo T 85 1 SEAREE & BL: Urushiyama shogakko nisshi BE1L/INFREH §E.
vols. 30-31. Originally written by the teachers of Urushiyama Elementary School.
Yamagata: Nanydshi kydiku iinkai Fg F5 T 2(E Z& B4, 2001.

Nenjiigyoji hisho EH AT AT, In Gunshoruijii FEEFEHE 6. Compiled by Hanawa Hokinoichi
R & —. Tokyo: Zoku gunshoruijiikanseikai fi i EFENE TR, 1960, 472-571.

Nichiren Shonin chiigasan in Zokuzoku Nihon emaki taisei: Denki, engi hen, vol. 2, ed. Komatsu
Shigemi (Tokyo: Chiio Koronsha, 1993).

Nihon kindai shisé taikei B ATAUEAB IR Tenno to kazoku KE: & HEJR 2. Edited by
Toyama Shigeki 1 [LI /€45, Tokyo: Iwanami Shoten 753 /5, 1988.

Nihonshoki H AZE#0. In Kokushi taikei |85 K% 1. Edited by Kurokawa Katsumi AR 535,
Tokyo: Yoshikawa Kobunkan &) 1|543CH, 1966-67.

Nihon shoki H KEHZ. Compiled by Kojima Noriyuki /N5 72 et al. vols. 1-4. Tokyo:
Shogakkan /)NFfE, 1994-1998.

Nijo Yoshimoto 55 B K& Masukagami ¥&%5. In Nihon koten bungaku taikei B Ay BRSC5 K
A Jinno shotoki i & 1EHEFC. Tokyo: Iwanami shoten & £/, 1965.

. Masukagami ¥8$%. In Kokushi taikei [E|58 K% 21. no. 2. Edited by Kuroita Katsumi &
F32E. Tokyo: Yoshikawa Kobunkan &5 )11543CAE, 1965. pp. 1-235.

Page 237 of 282



Oehler, Von Willhelm. “Am Grabe des Mikado.” Schwabischer Merkurs. (Newspaper dated on
October 23, 1912). In Mochizuki Kotard 5 H /[NKER. Sekai ni okeru Meiji tenné #5712
BT HHHERE (The Late Emperor of Japan as a World Monarch). vol. 2. Tokyo: Hara
Shobd JRE 5, 1973. pp. 236-240.

Okubo Toshimichi KA f#FI]E. “Osaka sento no kenpakusho KUGEER D H E.” In Okubo
Toshimichi monsho RALRF|1# L. vol. 2. Yamaguchi [/ F: Matsuno Shoten </ /
H )k, 2005.

Omiya Shiyakusho K& i FIT. “Meiji Sannen Gyoshin Nikki B{% =417 H 5C..” In Omiya-
shi shi K= 75 : Shiryé hen & £H 3. Omiya: Omiya Shiyakusho K= i, 1993.
pp- 921-933.

Oyudononoue no nikki 33938 ® L HFL. In Zoku gunsho ruiji ekt ZFE0E. Tokyo: Heibunsha
MESTAE, 1987,

Reigen tenné jitsuroku 3 &1 K B 52§k, Edited by Fujita Joji /% FH7&75 and Yoshioka Masayuki
g J y Fujita Joj
FH B 2. Tokyo: Yumani Shobd W F IZEE, 2005.

Sanjonishi Sanetaka — {474 B 4. Sanetakakoki B /AFC. In Zoku gunsho ruiji fefEEFETE.
Tokyo: Zoku Gunsho Ruijii Kanseikai fe#f = EHETERL S, 2000.

Sasaki Hiroyuki AR E1T. Hogohiroi {5 7€ = b, Tokyo: Tokyo Daigaku Shuppankai #i{
KRR Z, 1974,

Satow, Ernest Mason. 4 Diplomat in Japan. London: Seeley, Service & Co., 1921.

Sennyiji shi M= 32 Shiryo hen & EHW. Compiled by Akamatsu Toshihide 7R#A {25 . Kyoto:
Hozokan {£7EAH, 1985.

Shinzui 15 #fi. Fukaki hosshi den 7~ Pl ZEVLERNLE. In Zoku gunsho ruijii #8AEEFE1E 9a. Tokyo:
Heibonsha - MLt 1925. pp. 45-58.

Shomonki [FFHEC. In Shinpen Nihon koten bungaku zenshii 41 ¥t H Ay 3L 22445 | Edited
by Yanase Kiyoshi I 21L& et al. Tokyo: Shogakkan /NEEE, 2002. pp. 19-94.

So Chogen kishomon {8 BEJFGEL 5 SC. Suo Amidaji monsho JEBHRIYRFESF SCZE. In Kamakura
ibun $¥57 18 3C. Compiled by Takeuchi Rio 77 PNEL =. vol. 1. Tokyo: Tokyodd HUAL &,
1971. p. 174.

Tachibana Narisue ##%%Z8. Kokoncho monju 154 Z&E%E. In Nihon koten bungaku taikei A A%
LS K 5% 84. Edited by Shimada Isao 55 FH 55 [ and Nagazumi Yasuaki 7K FHZH.
Tokyo: Iwanami shoten 75 % 25, 1966.

Page 238 of 282



Tani Buncho A 3C5R. Buncho gadan SCSE7%. In Nihongaron Taikan H ZKEF KB, Edited
by Sakazaki Shizuka ¥y tH. Tokyo: Mejiro shoin B FEP¢, 1917. pp. 757-817.

Tanimori Yoshiomi A 2R L. Sanryoko 1187 . In Shinchii Kogakusosho #iit & 555 .
Edited by Mozume Takami #)% /& .. Tokyo: Kobunko kankokai /i SCJEFIAT4, 1927.
pp. 1-152.

Tanimori Yoshiomi A#RF%E. Sanryoko 11153 . In Toike Noboru ML 5. et al. Bunkyit sanryo
zu SR, Tokyo: Shinjinbutsu oraisha #r A#)1F 241, 2005. (The original is
currently kept at Kunaicho shoryd bu &= PN T [£5).

Takagi Noboru & A%, “Shin’ei no kin o ronzu B 5 / 257 5 X" The Choya Newspaper on
June 3, 1875 (Meiji 8). vol. 537. In Choya shinbun 1. Tokyo: Perikan Sha ~ ¥ 72> /utt,
1981.

Tanomura Chikuden HEER1TH. Ronga shishu 5B PUFE. Tokyo: Iwanami Shoten 7578 /5,
1989.

“The Imperial Progress.” In The Japan Weekly Mail on June 19, 1880 (Meiji 13). Nihon kindai
shiso taikei B ARITAIEAL KR Tenno to kazoku K2 & #EJ% 2. Edited by Toyama
Shigeki 12 [ LI 48], Tokyo: Iwanami Shoten 75 F/5, 1988. pp. 100-104.

The Ministry of Education. “Shogakkd shukujitu daisaijitsu gishiki kitei /NFREAL H K53 H A
A JHFE (decree number four, Rule number four and Seven).” In Satd Hideo %275 <.
Zoku gendaishi shiryé %t HA &R 8: Kyodiku Z0F 1. Tokyo: Misuzu shobd 77 &
5, 1994,

Tojun nisshi F3& H 3. Meijibunka Kenytkai BRI ZESS. Meijibunka zenshin WA b4
#E 1: Koshitsu hen 2% . Tokyo: Nihon Hydron sha H AFFim L, 1992.

Tsurusawa Tanshin #5132 RE.. Sanryo zu [L[Z[X]. In Toike Noboru L 5-. et al. Bunkyii sanryo
zu 3K LK. Tokyo: Shinjinbutsu oraisha #r A#)1F 341, 2005. (The original is
currently kept at Kokuritsu kobunshokan naikakufbunko [E] 372 SC i PN PA SCER).

Tuo, Tuo BiMi. Songshi K 5 8. Beijing: Zhonghua Shuju H1#E# /7); Shanghai: Xinhua Shudian
HrEE )L, 1997.

Yamaguchi Masasada |1 0 1E €. Yamaguchi Masasada nikki |11 [ 1E7E H 2. In Nikon kindai
shiso taikei B ARITIRIEAR KR Tenno to kazoku K& L %Ejf 2. Edited by Toyama
Shigeki 1 [ LI 48] Tokyo: Iwanami Shoten &% E/5, 1988. pp. 111-112.

Yamaguchi Masasada || 0 1EE. Yamaguchi Masasada nikki |11 1 1E7E HFC. in Kenseishi
hensankai shiishiimonsho FEB{ S B INAE SCE. (NDL: microfilm)

Page 239 of 282



Yamashina Doan [IFMEZZ. Nihon kotenbungakutaikei H A BT KR Kaiki FEEC. In
Kinsei zuisoshii ¥ FEAE4E 96. Edited by Nomura Takatsugi B # & ¥X. Tokyo:
Iwanami Shoten =% E /5, 1965. pp. 395-483.

Yanagawa Shunsan Wit % =.. Shashinkyé zusetsu - B85 X7 (Traite de photographie
microscopique). Edo: Izumiya Hanbei Fl1/% 2 -Ief, 1866-1868 in Edo kagaku koten
sosho 1T 7 B4y B 7% 3 38, Edited by Aoki Kunio # KK, Tokyo: Kowa Shuppan
TEFnHI AR, 1983, pp. 305-432.

Yokoseki Aizo 9% 1E. “Omoide no sakkatachi E Uy HDIEZE 1~ 5: Kume Masao /A K [F/:

Kakanakatta chichi no jisatsu E237272>> 722D B #%.” Asahi shinbun 5 H 718, March
13, 1955 (morning edition).

Yoshikawa Akimasa 75|25 [F. “Kyoiku chokugo kanpatsuchokugo Yoshikawa Monsho kyoiku
ikensho ZEHIEE AR E %75 [ AEZE E R E.” In Kyoiku ni kansuru chokugo
kanhatsu 50 nen kinen shiryo tenran zuroku {5 B3 2 FEE AR O+ SERE
& [M$F (exhibition catalog). Tokyo: Naikaku insatsukyoku A& E[J i[5, 1943.

Newspapers:

Asahi shinbun 5 H #7[H], kikuzo [H/E online newspaper database.

Kokumin no tomo [E/.22 . Edited by Meiji bunken B 3CHik. Tokyo: Minytisha FS & #t-.
(microfilm)

Kokumin shinbun [E EGHTH. (microfilm)

Kyoikutoshi 206 ¥ 56

Nishiki-e Newspaper &2 #7H]

Osaka Shinpé newspaper K [ 8T

The Chéya shinbun %751 . Tokyo: Perikan Sha -~ V) 7)»AfL, 1981.
The lllustrated London News.

Tokyo Akebono shinbun ¥ REHTH. In Tokyo Akebono shinbun fukkokuban 8% ). Tokyo:
Kashiwa Shobo, 2006.

Tokyo asahi shinbun 3 RCE] H i fH

Page 240 of 282



Tokyo nichinichi shinbun 35 B H . Tokyo: Nihon tosho senta H AR E & % —, 1994
(microfilm after Meiji 10).

Tokyo nichinichi shinbun onishiki F% B H T K. 1800s. (microfilm: NDL 234-111)

Yibin hochi newspaper 58 {5 % Jn 51 i

Website:

Japanese Historical Text Initiative (JHTI) at University of California at Berkeley:
http://sunsite.berkeley.edu/JHTI/

Secondary Sources:

Acker, William Reynolds Beal. Some T'ang and pre-T"'ang Texts in the Study of Chinese
Painting, Leiden: E.J. Brill, 1954.

Adamek, Wendi. “Imaging the Portrait of a Chan Master.” In Chan Buddhism in Ritual Context.
Edited by Bernard Faure. New York: Routledge Curzon, 2003. pp. 36-37.

Akamatsu Toshihide 7RIA2F5. “Kamakura bunka 88 (V. Iwanami koza nihon rekishi &%
AR B AR S 5: Chisei 11 1. Tokyo: Iwanami Shoten 753 /5, 1967.

. “Shinran zd nituite BLERIZ DN T.” Bukkyo bijutsu 23 {LZEETN: Shozo bijutsu
tokushii M8 FEMTFFEE. Tokyo: B SCEHHRR, 1954. pp. 59-66.

. “Mieidd ni tsuite 5 52 (2 DN T.” Kamakura bukkyo no kenkyi 88 (LB DOHFSE.
Kyoto: Heirakuji Shoten #5355, 1957,

. “Moriyakebon den Ashikaga Takauji zo ni tsuite ~F = F AR EF|BE AR IOV T?
Nihon rekishi 3 AJEH 250 (1969): 66-67.

. Sennyiiji shi 5RiH~F 5 : Honbun hen A 3CH. Kyoto: Hozokan {£JfH, 1984,

Akata Mitsuo 7~ H Y. 5. Sogishiizoku no kenkyin 435 8 OWF4E. Tokyo: Kobundo 54305,
1980.

. “Sososhiizoku nimieru sosei, zetsuen, jobutsu, tsuizen no shogirei ZEE IR IZH % 5 fik
AR AL B # DR 4L.” In Gangdji Bunkazai Kenkyitijo e BL=F SCA LA ZEFT.
Higashi Ajia niokeru minzoku to shitkyo W7 3 7 \ZE1F 5 Rk & 522 Tokyo:
Yoshikawa Kobunkan #1154 3CEE, 1981. pp. 71-146.

Page 241 of 282



Akiyama Mitsuyasu £k [LI Y Fl. “Kaisetsu Shomu tennd miei Daigo tennd miei fi#qn 52 5 K 5
BRI R A0 . Koshitsu no shiho 2% (D% E (Greatest treasures of the imperial
household): Kaiga #%1#i. Mainichi Shinbunsha % H #rif#t, 1991.

Amino Yoshihiko #4% = . Igyo no oken $.J% D FHE. Tokyo: Heibonsha - FLft, 1986

Amino Yoshihiko #8%F3 2. et al. Jinrui shakai no naka no tenné to oken NEt-2 O H DK E
& FHE. wanami koza tenné to oken o kangaeru =W K2 & FHEAZ % 2 5. vol.
1. Tokyo: Iwanami Shoten %=1 3£/, 2002.

. Oken to girei T} & A&AL. Iwanami koza tenné to oken o kangaeru = EHE K2 &+
Mé% 5 % 5. vol.5. Tokyo: Iwanami Shoten %=1 /5, 2002.

. Shitkyo to ken'i 7% & MEWEK. Iwanami koza tenné to oken o kangaeru 55 % ik K& &
FHEEF 2 5. vol. 4. Tokyo: Iwanami Shoten i /5, 2002.

. Tochi to kenryoku FEVE & Mg J). Iwanami koza tenné to 6ken o kangaeru 5= 3% 5 JHE R B
L EHEAZE 2 5. vol. 2. Tokyo: Iwanami Shoten 75 /5, 2002.

Aoki, Michiko Yamaguchi. Records of Wind and Earth: A Translation of Fudoki with
Introduction and Commentaries. (Ann Arbor, Mich.: Association for Asian Studies Inc.,

1997).

Araki Toshio AR T . Kanoseitoshite no jotei: FIHEM: & L T DR Jotei to dken kokka 1z
#r & FHEEZE. Tokyo: Aoki Shoten HAESE, 1999.

Asahi Shinbunsha 8 H #T[#t. Nedanshi nenpyo {EEx 4EF: Meiji Taisho Showa 1R RIEM
F1. Tokyo: Shiikan Asahi 3 [H]5 H, 1988.

Asao Naohiro )£ E 5L, “Bakuhansei to tennd -7kl & K E.” Taikei Nihonkokkashi % H
AREZF S 3: Kinsei 1 1. Tokyo: Tokyo Daigaku Shuppankai B K=FEHIR S, 1975.
pp. 187-222.

. “Sjogun kenryoku no soshutsu [ EHMHE ST ) DBIH.” Rekishi hyoron & L FF. vols.
241, 266, and 293 (1970, 1972, and 1974).

Aston, W.G. trans. Nihongi: Chronicles of Japan from the Earliest Times to A.D. 697. Rutland,
VT: Charles E. Tuttle, 1975.

Asukai Masamichi 75 H-JE18. Kokumin bunka no keisei [E|F UL D K. Tokyo: Chikuma
Shobd FLEEE T, 1984.

. Meiji taitei BIJH K7 . Tokyo: Kodansha & i f1, 2002.

Page 242 of 282



Attie, David. Portrait: Theory / Photographs and Essays. Edited by Kelly Wise. New York:
Lustrum Press, c1981.

Aymar, Gordon Christian. The Art of Portrait Painting. Philadelphia: Chilton Book Co., 1967.

Azuma Kenji FeZE@IR. Jin 'no shotoki ronko # 52 IEHE LR . Tokyo: Yoshikawa Kobunkan
W) 15L3CEH, 1981.

Baelz, Erwin O. E. von. Awakening Japan: The Diary of a German Doctor: Erwin Baelz. (Edited
by his son, Toku Baelz; translated from the German by Eden and Cedar Paul). New York:
The Viking press, 1932.

Barnet, Sylvan and William Burto. “Thoughts on a Japanese Zen Portrait.” Orientations 39, no.
6, (September, 2008): 103-107.

Barthes, Roland. Camera Lucida: Reflections on Photography. Translated by Richard Howard.
New York: Hill and Wang, 1981.

Batten, Bruce L. To the Ends of Japan: Premodern Frontiers, boundaries, and Interactions.
Honolulu: University of Hawaii Press, 2003.

Bazin, André. “The Ontology of the Photographic Image.” What is Cinema? Edited by Hugh
Gray. Berkeley, CA, and London: University of California Press, 1967.

Beasley, W.G. The Meiji Restoration. Stanford: Stanford University Press, 1972.

Beckmann, George M. The Making of the Meiji Constitution. Westport, Conn.: Greenwood Press,
1975.

Bell, Catherine M. Ritual: Perspectives and Dimensions. New York: Oxford University Press,
1997.

Belting, Hans. Likeness and Presence: A History of the Image Before the Era of Art (Bild und
Kult). Translated by Edmund Jephcott. Chicago and London: University of Chicago
Press, 1994.

Benjamin, Walter. The Work of Art in the Age of Mechanical Reproduction. Originally
published: Zeitschrift fiir Sozialforschung, 1935. Internet resource:
http://www.marxists.org/reference/subject/philosophy/works/ge/benjamin.htm (accessed
on September 20, 2013).

Bennett, Terry. et al. Japan and the Illustrated London News. Folkestone, Kent: Global Oriental,
2006.

Berenson, Bernard. Aesthetics and History in the Visual Arts. New Y ork: Pantheon, 1948.

Page 243 of 282



Berger, Harry Jr. “Fictions of the Pose: Facing the Gaze of Early Modern Portraiture.”
Representations. 46 (spring, 1994): 87-120.

Berger, John. “The Changing View of Man in the Portrait.” Selected Essays: The Look of Things.
Edited by Geoff Dyer. New York: Pantheon Books, 2001. pp. 98-102.

Berger, John. et al. Ways of Seeing. London: British Broadcasting Corporation and Penguin
Books, 1972.

Berger, Patricia A. Empire of Emptiness: Buddhist Art and Political Authority in Qing China.
Honolulu: University of Hawaii Press, 2003.

. “Religion.” In Rawski, Evelyn and Jessica Rawson. China: The Three Emperors 1662-
1795. London: Royal Academy of Arts, 2005.

Berger, Patricia and Yuan Hongi. “Ritual.” In Rawski, Evelyn and Jessica Rawson. China: The
Three Emperors 1662-1795. London: Royal Academy of Arts, 2005.

Bernstein, Andrew. Modern Passings: Death Rites, Politics, and Social Change in Imperial
Japan. Honolulu: University of Hawai’i Press, 2006.

Berry, Mary Elizabeth. Hideyoshi. Cambridge, MA: Harvard University Press, 1982.

Bitd Masahide /2% [F9¢. “Sonnd joi shisd BLEL{# 58 UAR.” Iwanami koza Nihon rekishi %5145
J#E H AP 5 13: Kinsei T 1 5. Tokyo: Iwanami Shoten 7518 /5, 1977. pp. 41-86.

Bock, Felicia G. “The Enthronement Rites: The Text of Engishiki, 927,” Monumenta Nipponica,
vol. 45, no. 3. (Autumn, 1990): 307-337.

Bodiford, William M. “Zen in the Art of Funerals: Ritual Salvation in Japanese Buddhism.”
History of Religion. vol. 32. no. 2 (November, 1992) 146-164.

Bok, Sissela. Secrets: On the Ethics of Concealment and Revelation. New Y ork: Pantheon
Books, 1982.

Boot, Wim J. “The Death of a Shogun: Deification in Early Modern Japan.” In John Breen and
Mark Teeuwen. Shinto in History: Ways of the Kami. Honolulu: University of Hawai’i
Press, 2000.

Boot, Willem; Carol Gluck; Arthur E. Tidemann; Wm Theodore De Bary, eds. Sources of
Japanese Tradition, Volume 2: Part 1: 1600 to 1868. New York: Columbia University
Press, 2006.

Breen, John. “Ideologues, bureaucrats and Priests: on “Shinto” and “Buddhism” in early Meiji

Japan.” In Shinto in History: Ways of the Kami. Edited by John Breen and Mark
Teeuwen. Honolulu: University of Hawai’i Press, 2000. Pp. 230-251.

Page 244 of 282



Brinker, Helmut and Kanazawa Hiroshi. “ZEN Masters of Meditation in Images and Writings.”
Translated by Andreas Leisinger. Artibus Asiae. Supplementum, vol. 40, (1996): 3-384.

Brook, Timothy. “Funerary Ritual and the Building of Lineages in Late Imperial China.”
Harvard Journal of Asiatic Studies. vol. 49. No. 2 (December, 1989): 465-499.

Brown, Delmer M. Nationalism in Japan. New York: Russell & Russell, 1971.

Brown, Delmer M. and Ichiro Ishida. The Future and the Past: A Translation and Study of the
Gukansho, an Interpretive History of Japan Written in 1219. Berkeley: University of
California Press, 1979.

Brownlee, John S. Japanese Historians and the National Myths, 1600-1945: The Age of the
Gods and Emperor Jimmu. Vancouver: UBC Press; University of Tokyo Press, 1997.

Bruner, Edward. “Introduction.” In The Anthropology of Experience. Edited by Edward Bruner
and Victor W. Turner. Urbana: University of Illinois Press, 1986.

Burns, Susan L. Before the Nation: Kokugaku and the Imagining of Community in Early Modern
Japan. Durham, NC: Duke University Press, 2003.

Bush, Susan, and Shih Hsio-yen. Early Chinese Texts on Painting. Cambridge, MA; and
London, England: Harvard University Press, 1985.

Butler, Lee. Emperor and Aristocracy in Japan 1467-1680: Resilience and Renewal. Cambridge,
MA and London: Harvard University Asia Center, 2002.

. “Tokugawa Ieyasu’s Regulations for the Court: A Reappraisal,” Harvard Journal of
Asiatic Studies. 54:2 (December, 1994): 509-551.

Cahill, James. “The Six Laws and How to Read Them.” Ars Orientalis 4 (1961): 372-381.

Cannadine, David. “The Context, Performance and Meaning of Ritual: The British Monarchy
and the Invention of Tradition, 1820-1977.” In Eric J. Hobsbawm and Terence O.
Ranger, eds., The Invention of Tradition. Cambridge, Cambridge University Press, 1983
and 1992.

Cho Sunmie (Jo, Seon-mi). “Joseon Dynasty Portraits of Meritorious Subjects: Styles and Social
Fuction.” Korea Journal. vol. 45. no. 2, (Summer, 2005): 151-181.
See also Hwaga-wa jahwasang (Painters and Self-portraits) (1995) and Hanguk-ui
chosanghwa (Portrait Paintings in Korea) (1983).

Cho Insoo. “Transmitting the Spirit: Korean Portraits of the Late Choson Period.” In Embracing
the Other: The Interaction of Korean and Foreign Cultures: Proceedings of the 1st
World Congress of Korean Studies, 1. Songnam, Republic of Korea: The Academy of
Korean Studies, 2002.

Page 245 of 282



Cohen, Myron. “Souls and Salvation: Conflicting Themes in Chinese Popular Religion.” Death
Ritual in Late Imperial and Modern China. Edited by Evelyn S. Rawski and James L.
Watson. Berkeley: University of California Press, 1988.

Conlan, Thomas Donald. State of War: The Violent Order of Fourteenth-Century Japan. Ann
Arbor: Center for Japanese Studies University of Michigan, 2003.

Craig, Albert M. Harvard Historical Monographs 47: Choshii in the Meiji Restoration.
Cambridge: Harvard University Press, 1961.

2

Croissant, Doris. “In Quest of the Real: Portrayal and Photography in Japanese Painting Theory.’
Challenging Past and Present: The Metamorphosis of Nineteenth-century Japanese Art.
Edited by Ellen P. Conant. Honolulu: University of Hawaii Press, 2006. pp. 153-176.

. “Meiji shoki ydoga no shozoga rearisumu nit suite: Takahashi Yuichi o chiishin ni.”
Jinbungakuho. 53(1982):157-187.

Crump, Thomas. The Death of an Emperor: Japan at the Crossroads. Oxford University Press,
USA, 1991.

Daston, Lorraine and Peter Galison. “The Image of Objectivity.” Representations. 40 (1992), 81-
128.

Deren, Maya. “Cinematography: The Creative Use of Reality.” Film Theory and Criticism.
Edited by Gerald Mast. et al. New York and Oxford: Oxford University Press, 1992.

Desai, Vishakha N., Denise Patry Leidy, and Museum of Fine Arts Boston. Faces of Asia:
Portraits from the Permanent Collection. Boston, MA: Museum of Fine Arts, 1989.

Dobbins, James C. “Portraits of Shinran in Medieval Pure Land Buddhism.” In Sharf, Elizabeth
Horton and Robert H. Sharf. Living Images: Japanese Buddhist Icons in Context.
Stanford, CA: Stanford University Press, 2001. pp. 19-48.

Earl, David Magarey. Emperor and Nation in Japan: Political Thinkers of the Tokugawa Period.
Seattle, WA: University of Washington Press, 1964 and 1981.

Ebersole, Gary L. Ritual Poetry and the Politics of Death in Early Japan. Princeton, NJ:
Princeton University Press, 1989.

Ebine Toshio #FERIARR. “Chinso sadan THFHFHFR: Zokeishutai o megutte 1ETE iK% O < -
C.” Yamatobunka RKF13LHE. vol. 115 (August, 2006): 1-9.

Ebrey, Patricia. “Portrait Sculptures in Imperial Ancestral Rites in Song China.” T’oung Pao 1
# Second Series: State and Ritual in China. vol. 83 no. 1/3. (1997): 42-92.

Page 246 of 282



. “The Ritual Context of Sung Imperial Portraiture.” In Cary Y. Liu and Dora C. Y. Ching.
Arts of the Sung and Yiian: Ritual, Ethnicity, and Style in Painting. Princeton, NJ: The
Princeton University Art Museum, 1999. pp. 68-93.

Edwards, Walter. “Monuments to an Unbroken Line: The Imperial Tombs and the Emergence of
Modern Japanese Nationalism.” The Politics of Archeology and Identity in a Global
Context. Edited by Susan Kane. Boston: Archeological Institute of America, 2003. pp.
13-14.

Eki Kazuyuki {L AR T2, Eki Kazuyuki okina keirekidan {71 R T2 45#%Jf 7% 1. Edited by Eki
Kazuyuki okina keirekidan kankokai {TA T 5% R FI14T74. Tokyo: Eki Kazuyuki
okina keirekidan kankokai JLA T2 458 R R T4 T4, 1933

Elsner, John. “Image and Ritual: Reflections on the Religious Appreciation of Classical Art.”
The Classical Quarterly, New Series, vol. 46, no. 2 (1996): 515-531.

Faure, Bernard. et al. Chan Buddhism in Ritual Context. Edited by Bernard Faure. London; New
York: RoutledgeCurzon, 2003.

Fister, Patricia. “Creating Devotional Art with Body Fragments: The Buddhist Nun Bunchi and
Her Father, Emperor Gomizuno-o.” Japanese Journal of Religious Studies. vol. 27, nos.
3-4 (2000): 213-238.

. Art by Buddhist Nuns: Treasures from the Imperial Convents of Japan (Ama Monzeki to
Niso no Bijutsu JE PR & JEf8 D 7). New York: Institute for Medieval Japanese
Studies, 2003.

Fontein, Jan, and Money L. Hickman. Zen Painting and Calligraphy. Boston: Museum of Fine
Arts, 1970.

Foulk, T. Griffith and Robert H. Sharf. “On the Ritual Use of Ch’an Portraiture in Medieval
China.” Cahiers d’Extréme-Asie 7 (1993): 149-219.

Freedberg, David. The Power of Images: Studies in the History and Theory of Response.
Chicago: University of Chicago Press, 1989 and 1991.

French, Calvin L. Shiba Kokan: Artist, Innovator, and Pioneer in the Westernization of Japan.
New York and Tokyo: Weatherhill 1974.

Fujii Manabu f# 1. “Tennoke no bodaiji Sennyfiji no zenbd K &5 D EIETF RIAF D 2F
7 Rekishi dokuhon JEH1 354 44(7), no. 708 (1999): 180-185.

Fujii, Masao. “Maintenance and Change in Japanese Traditional Funerals and Death-Related
Behavior.” Japanese Journal of Religious Studies. vol. 10, no. 1 (1983): 39-64.

Page 247 of 282



Fujimoto Akira BANSE. Kudoku ha naze eké dekiruno THEIL 72 E 17 C X % D2 Tokyo:
Sanga > 77, 2008.

Fujimoto Masayuki A 1E1T. “Moriyake-bon buso kiba mushazo sairon 57 &= Z A 2 5 e i
F A4 TR Shigaku S 53-4 (1984): 25-39.

. “Moriyake shozd busd kiba mushazd no ichikdsatsu ~F B F TR R B RHE O —F5
%2 ” Kacchii bugu kenkyii F''H 5 2AFSE 32 (1974).

Fujita Satoru f%& H . Tenné no rekishi X2 DEN 6: Edojidai no tenné {177 R DK E.
Tokyo: Kodansha i#akft, 2011.

Fujitani, Takashi. Splendid Monarchy: Power and Pageantry in Modern Japan. Berkeley:
University of California Press, 1996.

Fujiwara Shigeo B /5 /4. “Saishokoin gosho shojie nohto i B BT FE 742 7 — b
Gyokuy® kiji no kaishaku o megutte EHEFLFH DOEIR 2 8 < > C.” Harukanaru Chiisei
BN D 13 (March, 1996): 28-41.

. “Heian shoki tenndzo no shozoshi 22 %) K B A% D H 14:5E.” In Kuroda Hideo £ H H
H 5. Shozoga o yomu 14181 % Fite. Tokyo: Kadokawa Shoten )11 £ /5, 1998. pp.
141-174.

. “Meisho-e, gyoji-e toshiteno Saishoko-in gosho shoji-e 4 FT#a « 1754 & L T OHs
BRI AT %% Hokongd-in tono kakawari 542 & D 237330 V) . Bijutsushi FEAfT
5. vol. 146. (March, 1999): 231-242

. “Saishokorin-in gosho shdji-e ndto i F5 CEEE AT %% / — & : Kokan no fukugen,
daiichi no mydga ZZ[#H] DIE T « 28— DFEIN”. Harukanaru chisei #7372 % Wil
(Tokyo daigaku bungakubu nihonshigaku kenkyishitsu chiiseishi kenkyitkai kaiho H XK
PO H AR SR A AR EE TR S AR RS 5. 17 (October, 1998): 23-33.

Fukaya Katsumi &4 72 E.. “Bakuhansei kokka to tennd i il [E 5Z & K . In Kitajima
Masamoto At /55 1E JC. Bakuhansei kokka seiritsu katei no kenkyi %= i) [E 52 i SL18 2
DHFZE. Tokyo: Yoshikawa Kobunkan 7 )115L3CEE, 1978. pp. 221-274.

. “Kinsei no shogun to tennd 1 D 5 & K & In Rekishigaku kenkyiikai & 52 fF 5542
and Nihonshi kenkyiikai H A S92, eds., Koza Nihonrekishi 755 H AR JE 52 6:
Kinsei 11 6 . Tokyo: Tokyo Daigaku Shuppankai # 5 K HIRZS, 1985. pp. 45-77.

Funatsu Isao NV L). et al. Kenshi Y& 52 1: Hokkaido no rekishi At#1E O JBE 52 . Tokyo:
Yamakawa Shuppansha [LiJI| HiilifE, 2010.

Page 248 of 282



Furukawa Miyuki &5)/1[§517. “Nise-e {Ll&.” In Kurokawa Mayori zenshii 2 5) 1| BfH 445
Teisei zoho 71 1IEHEf: Kokogafu 5 i EFE. vol. 2. Tokyo: Kokusho Kankokai [EZ 47
£, 1911.
=,

Furuta Ryd i 4%, “Kindaibijutsu to Meiji tennd Y11 3EfT & BITR K &.” San nomaru
Shozokan nenpo kiyo — 0 Lk fiE 4R 2. vol. 14. Tokyo: San’nomaru Shozokan
= DAL, 2009.

Furuta Shokin o5 FHFHER. Chinso TEAH: zenso no kao #8{E DEA. Tokyo: Kodansha s fl:,
1985.

Gardner, Richard A. “Takasago: The Symbolism of Pine.” Monumenta Nipponica. vol. 47, no. 2
(Summer, 1992): 203-240.

Gell, Alfred. Art and Agency: An Anthropological Theory. Oxford; New York: Clarendon Press,
1998.

Gerhart, Karen M. “Kano Tan’yii and Horin Josho: Patronage and Artistic Practice.” Monumenta
Nipponica. vol. 55, no 4 (December, 2000): 483-508.

. The Eyes of Power: Art and Early Tokugawa Authority. Honolulu: University of Hawai’i
Press, 1999.

. The Material Culture of Death in Medieval Japan. Honolulu, HI: University of Hawai’i
Press, 2009.

. “Visions of the Dead: Kand Tan’yii’s Paintings of Tokugawa Iemitsu’s Dreams.”
Monumenta Nipponica. vol. 59, no. 1 (Spring, 2004).

Gilday, Edumund T. “Bodies of Evidence: Imperial Funeral Rites and the Meiji Restoration.”
Japanese Journal of Religious Studies. vol. 27, nos. 3-4 (2000):273-296.

Gluck, Carol. Japan’s Modern Myths: Ideology in the Late Meiji Period. Princeton, NJ:
Princeton University Press, 1985.

Goble, Andrew. “Visions of an Emperor.” In Mass, Jeffrey P. The Origins of Japan’s Medieval
World: Courtiers, Clerics, Warriors, and Peasants in the Fourteenth Century. Stanford,

CA: Stanford University Press, 1997. pp. 113-137.

Gombrich, Ernst Hans. Meditations on a Hobby Horse. Chicago: University of Chicago Press,
1963.

Goodwin, Janet R. “Shooing the Dead to Paradise.” Japanese Journal of Religious Studies. vol.
16, no. 1 (1989): 63-80.

Page 249 of 282



Griffis, William Elliot. The Mikado: Institution and Person. Princeton: Princeton University
Press, 1915.

Grimes, Ronald L. Readings in Ritual Studies. UpperSaddle River, N.J.: Prentice Hall, 1996.

Hagino Minahiko ##} = Z. “Moriyake-bon den Ashikaga Takaujizo no kenkyt ~FEFE AR
JEFINEE AR DAL, Kokka [EFE. vols. 906 and 907 (Sept. and Oct., 1967): 7-23 and 7-
13.

Hanashiro, Roy S. Thomas William Kinder and the Japanese Imperial Mint, 1868-1875. Leiden;
Boston; Ko6ln: Brill, 1999.

Hara Takeshi /Ui 58. Kashika sareta teikoku FIf34b S #1727 [E. Tokyo: Misuzu Shobd #3°
T, 2001.

Hastings, Sally Ann. “The Empress; New Clothes and Japanese Women, 1868-1912: Empress
Haruko’s adoption of Western Dress.” The Historian vol. 55. no. 4. (Summer, 1993):
677-692.

Hastings, Sally Ann. “&J5 O LWVAR & HARD 2ot 1868-1912.” Nichibei Josei Janaru H
KMy ¥ —F V. US. Japan Women'’s Journal: A Journal for the International
Exchange of Gender Studies. 26 (1999): 3-14.

Heisei shinshii kyitkazoku kakei taisei “-RCHTE  [HEERSE R K K. Tokyo: Kasumi Kaikan fR4>
£, 1996.

Hendry, Joy. Wrapping Culture: Politeness, Presentation, and Power in Japan and Other
Societies. Oxford: Clarendon Press, 1993.

Henss, Michael. “The Bodhisattva-Emperor: Tibeto-Chinese Portraits of Sacred and Secular
Rule in the Qing Dynasty,” Oriental Art 47.3 (2001): 2-16, 47.5 (2001): 71-85.

Hevia, James. “Lamas, Emperors, and Rituals: Political Implications in Qing Imperial
Ceremonies.” The Journal of the International Association of Buddhist Studies. 16.2
(1993): 243-78.

Higo Kazuo B 1% Rekidai Tennozu FEAK E[X]. Tokyo: Akita Shoten £k FHZE ik, 1975.

Hiramatsu Reizd (1145 =. “Sosetsu #27: Ekeizu #2-%[X].” In Shinko no Zokeitekihydgen
Kenkytiinkai {31 D& TEHIR BN 5E 2 B 4. Shinshi jiiho shuei B B E FH 10:
Bokie, ekeizu, Gentetsu shonin eden 5-IF45 434 X IR B AKR{E. Kyoto: Dohdsha
Mediapuran [FI*E A 7 ¢ 77 >, 2006.

Hirata Yutaka V- %. “Ey0 to kamigata f&4k & #&H2.” Kokka [BIZE 1015. (August, 1978): 5-11.

Page 250 of 282



Hirayama, Mikiko. “The Emperor’s New Clothes: Japanese Visuality and Imperial Portrait
Photography,” History of Photography, vol. 33, no. 2 (May 2009): 165-184.

Hobsbawm, Eric J. and Terence Ranger. The Invention of Tradition. Cambridge, London:
Cambridge University Press, 1983.

Holmes, Oliver Wendell. “Doings of the Sunbeam.” The Atlantic Monthly: A Magazine of
Literature, Art, and Politics. vol. 7 (1863), 1-15.

. “The Stereoscope and the Stereograph.” The Atlantic Monthly: A Magazine of Literature,
Art, and Politics. vol. 3 (1857), 241 — 255.

Hori Yutaka Y5, “Tennd no shi no rekishiteki ichi K& DFE & & AINLE . Shirin 2 HK. vol.
81, no. 1. (January, 1998): 38-69.

Hora Tomio {[fl & #E. “Joi to kyiiji L & &RIR.” Nihon rekishi H ZARJEH . vol. 360 (May, 1978):
82-87.

Horio Teruhisa & FEN# /A . Tennosei kokka to kyoiku: kindai Nihon kyoiku shisoshi kenkyi R &
HIEZ & BF: R H ARZE EAE AL, Tokyo: Aoki Shoten H A EL, 1987.

Horton, Sarah J. Living Buddhist Statues in Early Medieval and Modern Japan. New Y ork:
Palgrave Macmillan, 2007.

Huey, Robert N. “Warrior Control Over the Imperial Anthology.” In Mass, Jeffrey P. The
Origins of Japan'’s Medieval World: Courtiers, Clerics, Warriors, and Peasants in the
Fourteenth Century. Stanford, CA: Stanford University Press, 1997. pp. 170-191.

Huntington, Richard and Peter Metcalf. Celebrations of Death: The Anthropology of Mortuary
Ritual. Cambridge and New York: Cambridge University Press, 1979.

Huber, Thomas M. The Revolutionary Origins of Modern Japan: Choshii and Meiji Restoration.
Stanford, CA: Stanford University Press, 1981.

Hurst, Cameron G. “Insei.” The Cambridge History of Japan: Heian Japan. vol. 2. eds. Donald
H. Shively and William H. McCullough. Cambridge, UK; New York, NY: Cambridge
University Press, 1999.

. Insei: Abdicated Sovereigns in the Politics of Late Heian Japan, 1086-1185. New York:
Columbia University Press, 1976.

. “The Kobu Polity: Court-Bakufu Relations in Kamakura Japan.” In Mass, Jeffrey P.

Court and Bakufu in Japan: Essays in Kamakura History. Stanford University Press,
1982. pp. 1-28.

Page 251 of 282



. “The Kobu Polity: Court-Bakufu Relations in Kamakura Japan.” In Mass, Jeffrey P.
Court and Bakufu in Japan: Essays in Kamakura History. Stanford University Press,
1995. pp. 1-28.

. “The Reign of Go-Sanjo and the Revival of Imperial Power.” Monumenta Nipponica,
vol. 27, no. 1 (Spring, 1972), pp. 65-83.

lijima Isamu £ /&5 . “Chinzo nituite THAHIZ DU T.” Museum 80 (1957):17-20.

Ishida Mitsuyuki /7 H &2 . Kamakura bukkyé no seiritsu no kenkyii S8 {2 D L. OWFE:
Shunjo ritsushi 275 HLRN. Kyoto: Hozokan J5EfE, 1972.

Ikeda Shinobu i FH 2. “Inseiki niokeru gyojie seisaku o megutte FEEHIIC F5 15 1T HI1E
% ¥ <" C: Saishokoin gosho shdjie no saikentd i B GBI TR 1-#2 DO P& Et.
Gakushitin daigaku bungakugu kenkyit nenpo 5 [ K% SUF 42441 vol. 34.
Tokyo: Gakushiiin Daigaku Bungakubu 53 57 K57 30525, 1987. pp. 1-17.

Ikegami, Eiko. The Taming of the Samurai: Honorific Individualism and the Making of Modern
Japan. Cambridge, Mass.: Harvard University Press, 1995.

Imatani Akira 5 4. Buke to tenno i3 & K E:: Oken o meguru sokoku FHE % 8 < 5 Fal.
Tokyo: Iwanami Shoten 7% £/, 1993.

. Oken to jingi FFE & #ik. Kyoto-shi: Shibunkaku Shuppan & SCR IR, 2002.

Imatani Akira and K6z6 Yamamura. “Not for Lack of Will or Wile: Yoshimitsu’s Failure to
Supplant the Imperial Lineage.” Journal of Japanese Studies 18.1 (1992): 45-78.

Inada Natsuko fif FH Z3HE7-. “Nihon Kodai mosdgirei no tokushitsu H A< g {4 HEZEFAL O R E
Mosorei kara mita tennd to uji FEZE4T 0> 6 A7z K& & K. Shigaku zasshi 374G,
vol. 109, no. 9. (September, 2000): 1-34.

Inada Yoichi fiFi H 5 —. Kokuseishi ni okeru tenndron [E|f#l] 5123 1) 5 K B 5. Morioka-shi 2%
it Ti: Shinzansha 13 [LIft, 1996.

Inoue Isao H: =81, Bunmei kaika SCHHBRA{L. Higashimurayama #A¥ [L: Kydikusha (5 1,
1986.

Inoue Kiyoshi H 1. Nihon gendaishi B REAH 1: Meiji ishin WIEHERT. Tokyo: Tokyo
Daigaku Shuppankai ¥ FURFHIIRES, 1951.

Inoue Mitsusada F: 3 B, “Kodai no jotei 7.0 % #7.” Nihon kodai kokka no kenkyu H Ay
RRIEF DOMFSE. Tokyo: Iwanami Shoten & )5, 1965.

Page 252 of 282



. “Kodai no jotei &7 XD Zc#.” Tenné to kodai oken K& & T M. Tokyo: Iwanami
shoten =1 /5, 2000. pp. 221-267.

. Nihon kodai no oken to saishi B A R0 FHE & 450, Tokyo: Tokyo Daigaku
Shuppankai HUFU R H RS, 1984.

Inoue Tatsuo H-_EJRHE. Tennoke no tanjo KE-FZDFHEA:: Tei to jotei no keifu i & 2L D SRR,
Tokyo: Yiishikan i 7-f, 2006.

Ishida Ichiro E H—R. Gukansho no kenkyﬁ: FBEFLOMIE © Sonoseiritsu to shiso & D LT
& [, Tokyo: Perikansha -~ U 71 > %1, 2000.

Ishigami Katashi £ _-E%, “Tennoryd no Zahyo K252 O, In Nihon Minzoku Kenkyt
Taikei Henshiiinkai H A RJRAFIER R HEZE B 2. Nihon minzoku kenkyi taikei H K
EHEAFGE R R 2: Shinkodensho 15 MMz7K. Tokyo: Kokugakuin Daigaku [5£2[57 £,
1982. pp. 179-194.

Ishii Ryosuke 1 H: BB, Tenno K& Tennotochi no shiteki kaimei R Z-A7E16 D 5L AR,
K&bundo 54 3%, 1950.

Ishii Takashi 41 H-2%. Meiji shoki no kokusai kankei W16 %13 DEBEESF%. Tokyo: Yoshikawa
Kobunkan )15 3CAE, 1977.

Ishikawa Tadashi £1)I| /&2, Kyoto mitera Sennyiji ten FERHSF 5=/ <5 &, Tokyo: Asahi
Shinbunsha ] H #7#+E, 1972.

1t0 Daisuke {Jtf# K #ifi. “Fujiwara Nobuzane o chiishintosuru Kamakurajidai no kenkyt /55
Fa iy &9 58 R HE 4 m OMFSE”. Kajima bijutsuzaidan nenpd 2 & 3£ 975
9. Bessatsu 13 (1996): 229-238.

. “Genjin meiken shizo zukan Jt A4 B P42 #: Chugoku no shozdoga H'[E D F {4 i
Kokka 5% 105. or 1255 (May, 2000): 45-47.

. “Heian kizoku no Shozokan V22 &1k D H A4 81.” Nihonshika oini warau H RKZEFT TS
KRUMZEE 9 : Kono Motoaki sensei nihon bijutsushi ronshii 17 27 eI 56 4R H AL S iH
£E. Tokyo: Brucke 7'V = v /7, 2006. pp. 453-465.

. “Nise-e no egakaretaba {LL#Z D #7241 7235 Iwayuru jusoron o shiyani VN> % WLEH 7
% fBF1Z. Kokka [B]#E. vol. 1274. (December, 2001): 9-18.

Page 253 of 282



. “Shozohydgen niokeru kotoba to mono H R ILIZI 1T 5 5 & #: Nise-€ no ichizuke
o megutte LLFEDALE ST % & > T (Chil kinsei niokeru shogyd to gijutsu, jujutsu
shinko H « T tIZ 31T D AEZE & Hoafr - WLAR{EAN).” Kokuritsu rekishi minzoku
hakubutsukan kenkyithokokusho [E N2JFE 52 EAR ) fEAF 7555 . vol. 157 (March,
2010): 175-194.

1to Ippei FHEEIL . Nihon shashin hattatsushi H AR5 E 585 . Tokyo: Asahi Sonorama i H
Y /) 7 ~,1975.

1t0 Kiyoshi {F k= K. Nihon chiisei no oken to ken’i H A H D T4 & MEEK. Kyoto-shi:
Shibunkaku Shuppan & 3C I HRR, 1993.

Iwahashi Koyata = #&/]N75K. “Tosa Mitsunobu no ichiisaku: Go-Enyii tennd no shin’ei -4t
FEO—81E : MBI EDRER.” Bukkyo bijutsu {AZEFEH. 16(1930): 12-19.

. “Mitsunobu hitsu Go-Eny in shin’ei kaisetsu {5 %1% M Bl = 22 fi#a0.” Bijutsu
kenkyit =HTHFSE. 117(1941): 35.

Iwahashi Koyata & 4&/N/R K. “Go-Enyil in miei kaisetsu £ P @B il 52 figan.” Kokka [E3E.
615 (1942):

Iwai Tadakuma % 3 8 AE. Meiji tenno WITE K &: Taitei densetsu KA {570, Tokyo: Sanseidd,
1997.

Iwamoto Tsutomu & A25%. Goshinei ni junjita kyéshitachi THIES ) (25 C7=2Eh7- 5.
Tokyo: Otsuki Shoten KX H /i, 1989.

. Kyéikuchokugo no kenkyii 208 #i5& DA SE. Tokyo: Minshiisha B4 41, 2001.

Jansen, Marius B. Changing Japanese Attitudes Toward Modernization. Princeton, NJ: Princeton
University Press, 1971.

. The Emergence of Meiji Japan (Cambridge History of Japan). Cambridge: Cambridge
University Press, 1995.

Jinbutsu refarensu jiten N\ 7 7 L AH L. Tokyo: Nichigai Associates H#+ 7 v = —
>, 1996.

Kabayama Koichi #[Li#k—. Shozoga ha rekishi o kataru H %18 XE L 255 5 . Tokyo:
Shinchdsha #r#itt:, 1997.

Kadokawa kogo daijiten )11 575 KFEH. Compiled by Nakamura Yukihiko F 4132 et al.
vol. 3. Tokyo: Kadokawa Shoten £ )11/, 1987.

Page 254 of 282



Kaempfer, Engelbert. The History of Japan: Together with a Description of the Kingdom of
Siam, 1690-92. Translated by J. G. Scheuchzer. Glasgow: J. MacLehose and sons,1906.
(Scheuchzer's translation of Kaempfer's "De beschryving van Japan," made under the
direction of Sir Hans Sloane, was first published in London, 1727).

Kaempfer, Engelbert =7 /L)L | « 5 > ~)L. Nihonshi H AGE. Translated by Imai
Tadashi 4 J-1F. Tokyo: Kasumigaseki Shuppan & /7 B8 Hihi, 1989.

Kadowaki Mutsumi FAfi#Te-D>7x. Kanei bunka no shozoga &K AL D F {4 H]. Tokyo: Bensei
shuppan 3 H Al 2002.

Kagotani Jird 24K EB. Kindai Nihon ni okeru kyoiku to kokka no shiso {8 H ARIZH1T 5
H L EF O EHE. Kyoto: Aun Sha [t 1994,

Kaizu Tadao ¥ L. Shozoga no ikonoroji H#EID A =2/ v ¥’—. Tokyo: Taga Shuppan
SRR, 1987.

Kajitani Ryoji #2428 5215. Kokuritsu Hakubutsukan [E 325 #98E. Nihon no bijutsu B AR D FEfy
388: Soryo no shozo {813 D H14&. Tokyo: Shibundo #= 3L %, 1998.

Kajiyama Yaichi #2[LKE—. Satorito eko [ &V | & [H[W) | : Daijobukkyo no seiritsu K
F(LE D LA Kyoto: Jinbun Shoin A SCERE, 1997.

Kanagawa Kenritsu Rekishi Hakubutsukan 11 7% )| 3728 SEH#£. Oke no shozo EZ O H4:
Meiji koshitsu arubamu no hajimari BIVG 27 /LS A DIEE ¥ . Yokohama:
Kanagawa Kenritsu Rekishi Hakubutsukan #1243 )1| I 37 /i 51586 2001.

Kanamori Shigenari 42 7% . “Note from the editor.” In Ottmar von Mohl. Doitsu kizoku no
Meiji kyiiteiki KA Y EEOYNAEEFL. Tokyo: Shinjinbutsu Oraisha 1 A #){1 e rt,
1988.

Kantorowicz, Ernst Hartwig. The King’s Two Bodies: A study in Mediaeval Political Theology.
Princeton, N.J: Princeton University Press, 1957.

Kasahara Hidehiko 5512 2. Rekidai tenné soran FERK BARE : Koiha dokeisho saretaka -
ALIE & 9 kA S 4172 7>, Tokyo: Chio Koronsha H 9 AFwHT#L, 2001.

Kashiwagi Hiroshi A K. Shozo no nakano kenryoku: Kindainihon no gurafizumu o yomu 4
GDIRDORES): FTARBAARD 75 7 ¢ X L% Fite. Tokyo: Kodansha #ak 4L, 2001.

Kawaguchi Kofu )| O & &\, Kunchii 3% Tettsii Gikai zenshi soki fGERFE T FRANFESC. In

Tettsii Gikai zenshi kenkyii BT A SE. Compiled by Azuma Rydaishin H & E.
Tokyo: Daihorinkaku Ki£#iF4, 2006. pp. 403-423.

Page 255 of 282



Kayaba Mayumi & 5 & W Z. “Chinzo to Kakeshin TEFH & i H.: Kokoku-jibon Hotto-kokushi
20 karano kosatsu HiL[E SFAVEEERIE > & D L2 In Bijyutsushi kenkyt F1iT S A
%2 vol. 33 (Nov, 1995): 93-108.

Keene, Donald. Emperor of Japan: Meiji and His World, 1852-1912. New York: Columbia
University Press, 2002.

. Landscapes and Portraits, Appreciations of Japanese Culture. Tokyo, Palo Alto:
Kodansha International Ltd., 1971.

. “The First Emperor of Modern Japan.” In Births and Rebirths in Japanese Art. Edited by
John T. Carpenter and Mark Poysden. Leiden: Hotei Publishing, 2001. pp. 141-161.

Keene, Donald N /V N « F— Meiji Tenno W15 K &. Translated by Kakuchi Yukio £ 1
3% vols. 1 and 2. Tokyo: Shinchosha #i#il:, 2001.

Kenney, Elizabeth. “Shinto Funerals in the Edo Period.” Japanese Journal of Religious Studies.
vol. 27, nos. 3-4 (2000): 239-271.

Kenney, Elizabeth and Edumund T. Gilday. “Mortuary Rites in Japan: Editors’ Introduction.”
Japanese Journal of Religious Studies. vol. 27, nos. 3-4 (2000): 163-178.

Ketelaar, James Edward. Of Heretics and Martyrs in Meiji Japan: Buddhism and Its Persecution.
Princeton, NJ: Princeton University Press, 1990.

. Jakyo/junkyo no Meiji 3B/ DG Haibutsukishaku to kindai bukkyo BE{LEBR &
ITR{LZL. Translated by Okada Masahiko [if] FH 1E . Tokyo: Perikan Sha <~ V) 7> At
2006.

Kiley, Cournelius J. “The Imperial Court as a Legal Authority in the Kamakura Age.” In Mass,
Jeffrey P. Court and Bakufu in Japan: Essays in Kamakura History. Stanford University
Press, 1982. pp. 29-44.

Kimura Tokugen KA1 2. Shoki Obakuha no sétachi #1 ¥ EFEYRO(E 7= 5. Tokyo: Shunchd
Sha A Fk£t, 2007,

Kinoshita Naoyuki A FE.2. “Hito ha naze shozo o motomerunoka A (%72 & H g% K 5D
. Geijutsushincho Z=HFHNH. 52(9) 621 (September, 2001): 92-97.

. “Seijikatachi no shozd BURF 7= H D H1.” IS. vol. 81 (March 1999): 13-20.

. Shashingaron ‘5-E.0[5f: Shashin to kaiga no kekkon 5-E. & #&1H DO #E 1. Tokyo:
Iwanami Shoten &% E /5, 1996.

Page 256 of 282



. “Yo no tochiikara kakusareteirukoto 8 D EHF NS E XL TV 5D Z & Miei zakko
RMER > IS. vol. 72 (June, 1996): 54-57.

. “Yo no tochiikara kakusareteirukoto 9 1 D& F 2> 5 X TV 5 Z & : Koshitsu

kytiei 222 [H.” IS. vol. 73 (September, 1996): 58-61.

Kobayashi Tadashi /MK, Ukiyo-e no kanshé kisochishiki ¥ 1H#2 0 88 B FLRE H0157%. Tokyo:
Shibundo 2 3%, 2000.

Kobayashi Taichird /MK —HER. “Kososiihai to shozo no geijutsu =i{E 52 4F & B O =0T Zui
To koso joron [&/E m i 7 am.” Bukkyo geijutsu {LZZ51f 23. Tokyo: Shibunkaku & 3C
4], 1954.

Kobayashi Teruyuki /NMAHETT. “Naganokenka shogakkd € no goshin’ei no kafu to sono fukyt I
EBHRTHEFRA~O HEZ] O T & 208 & (1).” Shinshi Daigaku
kyoikugakubu kiyo (5N KF-2E F 5. vol. 68 (February, 1990): 145-157.

. “Naganokenka shogakko e no goshin’ei no kafu to sono fukyii I £ % IR & ~D
B O EZDE K (11).” Shinshii Daigaku kyoikugakubu kiyo 151 K72
B EACEE. vol. 69 (March, 1990): 137-151.

. “Naganokenka shogakkd e no goshin’ei no kafu to sono fukyt III & ¥ I F 58 R~ D
B O e Z D K (10).” Shinshii Daigaku kyoikugakubu kiyé 15 M K52
BEEEACEE. vol. 70 (July, 1990): 27-40.

. “Naganoken ni okeru hoanden no setsuritsu to sono fukydl I E#FIIZI1T 5 TFHZ |
DFSLE & D K (1): Meijiki no sono secchi jokyd to secchi tetsuzuki FIVG D % D
FRIECRIL & G% E Tt % . Shinshit Daigaku kyoikugakubu kiye 15 M KF20E FHdE.
vol. 69 (March, 1990): 125-136.

. “Naganoken ni okeru hdanden no setsuritsu to sono fukyil Il EBFIRIZFIT 5 TF220
DFXNL & D K (11): Taishd Showa no sono secchi jokyd to secchi tetsuzuki K EH
D ZF ORXEIRDL & X 1E THe X . Shinshii Daigaku kyoikugakubu kivo {8 MW RKFHE
ZLERACEE. vol. 70 (July, 1990): 41-55.

Kobayashi Tsuyoshi /NI, “Shunjobojiigen no shozd nituite 23 57 EIR D H 2O\ T.”
Tokyo: Shibunkaku Shuppan /& 3B IR, 1954. pp. 71-79.

Kodansha Encyclopedia of Japan. 9 vols. Tokyo: Kodansha, 1981.

Kohara Hironobu 5 7. Garon MiGf. Tokyo: Meitoku Shuppansha BT HIfEL, 1995.

Page 257 of 282



Kokusai Koryi Bijutsushi Kenkytikai [E| A2 it LT SEMF 4043, Kokusai koryi bijutsushi
kenkyiikai dairokkai shinpojiamu [EIEE AR RN LM TELs B SEIS AR T I Shozo
H 14 Kyoto-shi: Kokusai Koryli Bijutsushi Kenkyiikai [E S A2 it E07 SEAFFE 2, 1990.

Kokushi daijiten [E 5 KEEH#L. Compiled by Kokushi Daijiten Henshii Tinkai [E] 587 K& #5452
B 2. Tokyo: Yoshikawa Kobunkan 71154 3CfE, 1993.

Komatsu Shigemi /MA 3%, Zoku Nihon no emaki ¢ B AR DA 12. Zuijin teiki emaki.
Chiiden gyokaizu. Kuge retsueizu. Tenshi sekkan miei FE5 FEBFARAR. IS, AF
YR IX]. K118 B, Tokyo: Chiio Koronsha H - /AGfitt, 1991, pp.86-110.

Komatsu Shiikichi /M2 JE 5. “Gakko gishiki no rekishi 2R FEZDIE S Seikatsu shido 1%
FEE. vol. 120. 1968. [double check] In Kagotani Jird §#E4 VK ER. Kindai Nihon ni okeru
kyoiku to kokka no shisé T H RIZEI1T 2E & EF O EAR. Kyoto: Aun Sha i
ft, 1994,

Kumakura Isao R& 8 B K. Gomizunoo in # 7K FEE. Tokyo: Asahi Shinbunsha & H 87 £k,
1982.

Kumamoto Kenjird FEICHEKER. “Edoarudo Kiyosdne ni tuite = K7 /LN« & 3 Y — R (Tjk
T 1 Bijutsu kenkyit EHFHEZE. vol. 91 (July, 1939): 263 (17)-273 (27).

. “Bdoarudo Kiyosone ni tuite = F77 /LN « & 3 Y —RITEENT 2.7 Bijutsu kenkyi 3
FFFZE. vol. 92 (August, 1939): 295 (15)-305 (25).

Koresawa Ky6zd /&R %% —. “Gomizunoo tennd no gogazd % /K2 K & DOEIEI{E.” Museum.
vol. 98 (1959):

Koshitsu no mitera 522 DOEISF: Sennyiji ten 51 ~F/E (exhibition catalogue). Osaka: Asahi
Shinbun Sha & H 8T tE, 1990.

Kosugi Kazuo /MZ— . “Nikushinzo oyobi ihaizo no kenkyt K& 1% K B IKE DOIFIE.” Toyo
Gakuho BHFEFR. vol. 24, no. 3 (1937).

Kugyé bunin NS4 #HAT:. Shintei zoho Kokushi taikei #7771 [E 52 )&, Compilded by Kuroita
Katsumi S35, vols. 53-57, and suppl. 1. Kokyo: Yoshikawa Kobunsha i) 1154 3CfE
, 1964-1965.

Kume, Kunitake. Japan Rising: The Iwakura Embassy to the USA and Europe 1871-1873.
Cambridge, UK; New York: Cambridge University Press, 2009.

Kuroda Hideo 22 H 55 “Go-Daigo tennd to Shotoku Taishi 74 Bl K & & BEEK 1.7
Rekishi o yominaosu Jf& 50 % §i 7~ [E.3 3. Tokyo: Asahi Shinbunsha & H 8T +f, 1994.

Page 258 of 282



. “Insei, nise-e, Go-Daigo BB - Lliz « 2 EEEN.” In Iwanami koza tenné to oken o
kangaeru A5 IEEEIE RE & FHEZ 5 2 5 Hyocho to Geino A% & 35HE. vol. 6. Edited
by Amino Yoshihiko #8%7 3. Tokyo: Iwanami Shoten %= 3/, 2003.

. “Kibamushazd no zoshu i 5 #5148 D14 : shozo to “Taiheiki® H £ & K FEFE.” In
Kuroda Hideo B2 H H 5. Shozoga o yomu H 1411 % Fide. Tokyo: Kadokawa Shoten
£ )113E5, 1998. pp. 23-52.

. O no shintai 6 no shozo £ D EHKTE D H 4. Tokyo: Heibonsha - FL#E, 1993.

. “Shozoga no hikakuzuzdgaku: Edo jidai no tennd shogunzo F54E 77 7 — s M 4 m >
PG - JLP RO KRR - $FEBG (3 ) — X FFHER-6-18)1] 15 fURFEF &
KEF).” Rekishi dokuhon JFE 534 Shinjinbutsu oraisha #7 A#){F k4L, vol. 44, no.7
(1999/06) (ifi & 708): 206-214.

Kuroda Hideo S H H Hi 5. et al. Shozoga o yomu H 1418 % #ide. Tokyo: Kadokawa Shoten £
JIENE, 1998.

Kuroda Satoshi S H % . Chiisei shozo no bunkashi H 1 14 0 3k 5. Tokyo: Perikansha -~ )
AUt 2007.

Kuroita Katsumi SE#R P53, “Ashikaga Takauji no gazo nitsuite &1 B O (2D T
Shigaku zasshi S FHERE. vol. 31-1 (1920).

Kuwabara Sumio Z¢J5{E#E. Nihon no jigazé H K@ B 4. Tokyo: Chiisekisha {Hf&+, 1993.

Kyoto Kokuritsu Hakubutsukan JHB[ENZIEMEE. Nihon no shozo H AR D F 4. Kyoto: Kyoto
Kokuritsu Hakubutsukan 5% [E 32 [#478H, 1976. Exhibition catalogue.

. Nihon no shozé H AR D E 4. Tokyo: Chiiokdronsha H J:/AGmfL, 1978.

Kyoto University FUE K%, Nihon shozo zuroku B A H 14X &%, Kyoto: Kyoto University,
1991.

Lancman, Eli. Chinese Portraiture. Rutland, Vt.: C. E. Tuttle Co., 1966.

Lee, Robert. The Japanese Emperor System: The Inescapable Missiological Issue. Tokyo
Mission Research Institute, 1995.

Levine, Gregory P.A. Daitokuji: The Visual Cultures of a Zen Monastery. Seattle: University of
Washington Press, 2005.

. “Switching Sites and Identities: The Founder’s Statue at the Buddhist Temple Korin’in.”
The Art Bulletin, vol. 5 no. 1 (March 2001): 72-104.

Page 259 of 282



Levine, Gregory P.A. and Yukio Lippit. Awakenings: Zen Figure Painting in Medieval Japan.
New York: Japan Society; New Haven: Yale University Press, 2007. Exhibition
catalogue.

Levy, lan Hideo. trans. The Ten Thousand Leaves. vol.1. Princeton, NJ: Princeton University
Press, 1981.

Lindley, Augustus Frederick. Ti-Ping Tien-Kwoh X>-K|E|: The History of the Ti-Ping
Revolution. London: Day & Son Ltd., 1866.

Liu, Cary Y. and Dora C. Y. Ching. Arts of the Sung and Yiian: Ritual, Ethnicity, and Style in
Painting. Princeton, NJ: The Princeton University Art Museum, 1999.

Martin, Peter and James Melville. The Chrysanthemum Throne: A History of the Emperors of
Japan. University of Hawaii Press, February 1998.

Maruyama Hitoshi FL[L1{". Inseiki no ke to goganji BB D F 52 L fHIFESF. Tokyo: Takashi
Shoten & E=/E, 2006.

Mass, Jeffrey P. Court and Bakufu in Japan: Essays in Kamakura History. Stanford University
Press, 1982.

. The Origins of Japan’s Medieval World: Courtiers, Clerics, Warriors, and Peasants in
the Fourteenth Century. Stanford, CA: Stanford University Press, 1997.

. Warrior Government in Early Medieval Japan: A Study of the Kamakura Bakufu, Shugo,
and Jito. New Heaven: Yale University Press, 1974.

Mashino Keiko ¥4 # #1-. “Meiji tennd no im&ji no hensen nituite BIIE K E D A A — T D&
(22T Seppanga ni miidaseru tennozo A R N2 5 KREAR . Bijutsushi
kenkyii 7 SEAFZE. vol. 38. (December, 2000): 43-60.

Matsubara Shigeru 25/, Nihon no bijutsu H AR Dl 386: Gaka bunjintachi no shozo 5

7= H D H 4. Kokuritsu Hakubutsukan [E 37 {54 #E. Tokyo: Shibundo 2 3%,
1998.

Matsuo Masato #A 2 1E \. Meiji Ishin to Bunmei Kaika W1GHERT & ST BA{L. Tokyo:
Yoshikawa Kobunkan #1154 3CHE, 2004.

Matsushita Takaaki #2 T F&Z. et al. Shozo bijutsu no shomondai M A& 31 DFEFIRE: Kosozo o
chiishin ni /& {818 % " 0NT kenkyii happyo to zadankai WF9E58 3% & JE#K 2. Kyoto:
Bukky®d Bijutsu Kenkyii Ueno Kinen Zaidan Josei Kenkyil kai {AZR A58 - B fr &
S Bk FE =, 1978.

Page 260 of 282



Matsuura Shiikd f27Hi 75 Y. Zenke no soho to tsuizenkuyé no kenkyii #2155 DFEVE LB EHFE O
4%, Tokyo: Sankibd Busshorin [LI&F{AEM, 1972,

McCallum, Donald Fredrick. Zenkoji and Its Icon: A Study in Medieval Japanese Religious Art.
Princeton: Princeton University Press, 1994.

McClain, James L. Japan: A Modern History. New York and London: W.W. Norton, 2002.

McCullough, Helen Craig, trans. The Tale of the Heike. Stanford, CA: Stanford University Press,
1988.

McGraw-Hill Dictionary of Art. Edited by Bernard S. Myers. vol. 4. New York, Toronto,
London, Sydney, and Johannesburgh: McGraw-Hill, 1969.)

Meech-Pekarik, Julia. The World of the Meiji Print: Impressions of a New Civilization. New
York and Tokyo: John Weatherhill, 1986.

Meeks, Lori. “The Disappearing Medium: Reassessing the Place of Miko in the Religious
Landscape of Premodern Japan.” History of Religions. vol. 50, No. 3, New Studies in
Medieval Japanese Religions (February 2011): 208-260.

Meiji Bijutsu Gakkai BI{RENMTS2. Oyatoi gaikokujin Kiyossone kenkyii IBJEVIME AN ¥ 3
Y — M5, Tokyo: Chiiokdron Bijutsu Shuppan H 9 /ZAFH £ AR, 1999.

Meiji tenné Fuchii anzai kinwaroku WVE R 2 A T{EPTREaE#%. Compiled by Omuro Ichigord
KEETT BB, Fuchii, Tokyo: Fuchii Shidankai Jif H 51382, 1940.

Meiji Jingli BB E . Meiji Tenné no Goshozo HATR K 2 O H 4. Tokyo: Meiji Jingd F{A 1
=, 1998,

Metcalf, Peter and Richard Huntington, eds. Celebrations of Death: The Anthropology of
Mortuary Ritual. New York: Cambridge University Press, 1991.

Mihashi Tokugen IG5 . Heike monogatari “V-Z W5 Hyoshaku #FFR 3. Tokyo:
Zokugunshoruijii kanseikai He i ZFUETERZS, 2000.

Mikami Sanji = _EZIK. Sonnoron hattatsushi B F 5@ %82 8. Fuizanbo Al [L5, 1941.

Mikawa Kei 3&)1| ZE. Insei [ Mouhitotsu no tennései & 9 O~ & DD K EHill. Tokyo: Chiiko
Shinsho, 2006.

Minoshima Kazumi % 55— 3%. “Gifukennai no Gakko niokeru Goshin’ei no Kafu nitsuite I B
BN O ZREZ BT DHIER O F 220 T: Meiji Nijiinendai no Goshin’ei no Haitai
IR —HER O EE O Gifuken Rekishi Shiryokan ho W5 5. IR JRE 51 LR K.
vol. 20. (March, 1997): 94-108.

Page 261 of 282



. “Gifuken Shogakkd no Goshin’ei Fukyiikatei nitsuite I B /N2 O A B R M il AR
(22U C: Meiji Nijiinendai no Hotai o Chiishin nishite BiV6 —+FRX D F & LM
L C.” Gifuken Rekishi Shiryokan ho W57 B. GRS BHIEHER. vol. 21. (March, 1998): 36-
53.

Mitsuyama Koshi Y [LU# 2. Shashin shirizu 55.> U — X 4: Maruki Rivo den FLAF| G
Fukui umare no Meiji no daihyoteki shashinka 18 £ N O OREN T EF.
Fukui #&J:: Mitsuyama Koshi 61L& %, 1977.

Miura Atsushi —{{i%&. Jigazo no bijutsushi F B D FFf7 5. Tokyo: Tokyo Daigaku
Shuppansha UK Hi Rt 2003.

Miura Katsuo — i 5. Kamakura no chinzoga $/8 ¢ TEFA . Kamakura $if 8
Kamakurashikydikuiinkai #8120 E &£ 2%, 1991.

Miya Tsugio = ¥k 5. “Kamakura jidai shozoga to nise-e St 2 BE{ % H 4 1 & LL#&.” Shinshii
nihon emakimono zenshii HHE H AR B 24E 26. Tokyo: Kadokawa shoten )11k,
1978. pp. 3-18.

. Nihon bijutsu kenkyii 10 H KEM424E: Kamakura no kaiga 88 OFZHE: Emaki to
shozoga 48 & H 481, Tokyo: Gakushii Kenkytisha ¥ #F 4041, 1979. pp. 174-190.

Miyaji Masato &= Hi1E N Tennosei no seijishiteki kenkyii K &2l O BUH S HIAFSE. Tokyo:
Azekura Shobo BB £ 5, 1981.

Miyajima Shinichi ‘& &7 —. Nihon no bijutsu B AR DT 385: Buke no shozo i3 D H14:.
Kokuritsu Hakubutsukan [E 32 f##)fi. Tokyo: Shibundo # 3L, 1998,

. Shozoga B 18], Tokyo: Yoshikawa Kobunkan 51154 3CEE, 1994,

. Shozéga no shisen H 14 O AR Minamoto Yoritomo zd kara Ukiyo-e made JEUH {5
7 5 7F 44 F C. Tokyo: Yoshikawa Kobunkan & )11543CEE, 1996, 2010.

. “Tokyo kokuritsu hakubutsukan hokan jiyobunkazai Momonoi Naoaki z0 ni tsuite BT
[E| ST R R AR BB SCAV L. Museum 450 (September 1988): 19-34.

Miyake Kotard —FE7 KBS, Tennoke ha koshtie tsuzuitekita K 25132 9 L TRV T X 7=,
Tokyo: Besuto Shinsho ~< A |k #13E, 2006.

Miyazawa Tatsuzo = %2 —. Nishiki-e no chikara #%% 0 © H> 51 Bakumatsu no jijiteki

nishiki-e to kawaraban =K DR EHIEHIE & 7> SRR, Tokyo: Bunsei Shoin SCA ZF5,
2005.

Page 262 of 282



Mizubayashi Takeshi /K. “Bakuhan taisei ni okeru kogi to chotei Fi (R 1235 1T 2 28 5%
L EA%E.” In Asao Naohiro 5fJ&E.5L et al., eds., Nikon no shakai shi H AR DFEE
Ken’i to shihai HEJEL & FL. Tokyo: Tokyo Daigaku Shuppankai # R K52 HIIRZS, 1987.

Mizuo Hiroshi 7K J& bt =75, “Suzuki Kiitsu hitsu Jingii kogd Takeshiuchi no Sukune zo #1548 H:
—% ppTh B e - ENTEIHRE.” Kokka 1%, vol. 1336, (February, 2007): 35-39.

Mizutani Mitsuhiro K4 =/A. Nihon no kindai B AR DYT{X. 13: Kanryo no fiibo & 15 D JAFH.
Tokyo: Chiiokoronshinsha HH KA G T £E, 1999.

Mochizuki Kotard &2 H /INKEE. Sekai ni okeru Meiji tenno 1512 351F 5 BTE K E. vols. 1 and
2. Tokyo: Hara Shobd R ZE 7, 1973.

Mogi Masahiro JSARHER. Tennoryono kenkyii X &[5 DAF5E Tokyo: Doseisha [Flkft:, 1990.
. Tennoryo toha nanika X 2% & 13477 7)>. Tokyo: Doseisha [Fl % ft, 1997.

Mohl, Ottmar von 4~ k~—/L-7 3+ > -F—/V. Doitsu kizoku no Meiji kyiteiki N4 > &%
DS 4EFL. Bdited by Kanamori Shigenari 4287 H1. Tokyo: Shinjinbutsu oraisha
B N RAE, 1988.

Mori Hisashi ZEFIJ/A. “Nagakodd Go-shirakawa hod gozazo nitsuite =i i £ [ ] 15 A AL 14
{2V Shiseki to bijutsu S & 255, vol. 193 (1948): 41-50.

Mori Toru #:#;. “Toba joko no miei nitsuite &P L2 DI IZ- DN T.” Kokka [E#E, 725
(1952): 260.

. Kamakurajidai no shozoga 8578 WX ¥ 411, Tokyo: Misuzu Shobd %33 E /5,
1971.

Mori Hisashi EFI| /K. et al. “Goshirakawa tennd hojujiryd? no gozo ni kansuru chosahdokoku 1%
R B R SR ORI B3 5 & & Bulletin of Kunaicho library EBEHR AL
2. 20 (November, 1968): 1-15.

Mori, Hisashi. Japanese Portrait Sculpture. 1st ed. Tokyo; New York: Kodansha International,
1977.

Morita Yoshiyuki % H %2 . Yo-roppa niokeru 6 no shozo 3 — = v /X|Z81F 5 ED H4:
Ikonogurahui- to kinou - = / 77 7 ¢ — & #&HE.” In Murashige Yasushi £ B,
Kokuritsu Hakubutsukan [ESZ1E#)8E. Nihon no bijutsu H AR D3 387: Tennd kuge no
shozo REINF D H 4. Tokyo: Shibundd = 3%, 1998.

Page 263 of 282



Moriya Katsuhisa. et al. “Urban Networks and Information Networks.” Tokugawa Japan: The
Social and Economic Antecedents of Modern Japan. Tokyo: Tokyo University Press,
1990.

Moriya Masahiko 5FJ=1E . Kinsei buke shozoga no kenkyii 31 1352 M 4% 18 DA ZE. Tokyo:
Bensei shuppan fa% bR, 2002.

Motoki Yasuo JLARZRHE. Nihon no jidaishi 7 B AR DKL Insei no tenkai to nairan FEE D
JEBH & PNEL. Tokyo: Yoshikawa Kobunkan 5154 3CEE, 2002.

Mueller, Laura J., and Toledo Museum of Art. Strong Women, Beautiful Men: Japanese Portrait
Prints from the Toledo Museum of Art. 1st ed. Amsterdam: Hotei Publishing, 2005.

Murai Shosuke £ H:-FE 4. Nihon no chiisei H A<D it (A history of medieval Japan) 10:
Bunretsusuru oken to shakai 5353 5 FHg & 123, Tokyo: Chiio Koron Shinsha HHHL/A
AT, 2003.

Murai Yasuhiko #/H:5EZ. “Buke to shozo 5 & H4: Mujo to riarizumu &5 & U 77 U X 4
> Nihon no bi to bunka H A D3 & Ak, Tokyo: Kodansha ik tt, 1983.

. “Josei shozoga to sonojidai 24 H 4] & = DOIHX.” Yamato Bunka RKF1SCFHE. vol. 56,
(1972) 1-11.

. “Ky0 no tenndryd 5D K E[#.” in Uemura Teirdo AT EHBA. et al. Kojijunrei v S5 i&4L:
Kyoto Sennyiji FAL R IBF. vol. 27. Kyoto: Tankdsha #2211, 2008. pp. 104-111.

Murakami Shigeyoshi # L5 B. Koshitsu jiten 2= FEHL. Tokyo: Tokyodo shuppan B AL &
hit, 1980.

. Nihonshi no naka no tenno H A 50D 72 0> K B —Shitkyogaku karamita tennosei 552
05 72 R 2. Tokyo: Kodansha skt 2003.

. Tennd no Sairei X & D4 Tokyo: Iwanami Shoten 75 Z /5, 1981.

Muramatsu Takeshi F ¥/, TeioGodaigo: chiisei no hikari to kage 7 FA&EEEH: [H ] DY
& §2. Tokyo: Chiio Koronsha 1 - Faft, 1978.

Murashige Yasushi ¥ B, Nihon no bijutsu H AR D3EHT 387: Tenné kuge no shozo KNG
? F 4. Kokuritsu Hakubutsukan [E\ZIE#£H. Tokyo: Shibundd 35, 1998.

Nagahara Keiji 7K JiLEE .. Kokoku shikan 5 [E| 52 #8l. Tokyo: Iwanami Shoten % # /5, 1983.

Page 264 of 282



Nagoya-shi Hakubutsukan 4 7 = i {84 8F. Enkéan no hon JEMERE DA : Sennyiiji reihou
haikenzu Saga reibutsu kaichoshi &1/ <F 58 T 4F fLIX| I 52 (A BHMR . Nagoya:
Nagoya-shi Hakubutsukan 4 7 = ifi 4 £F, 2006.

Naitd Masatoshi PNERIEEL. “Goshin’ei fH 5 52: Toshodaigongen kara kindai tennd e HUHE K HE
Bl B RR B4l ~.” Minzokuno hakken III B DFE H.: Edo 6ken no kosumoroji {1-
JFEMED 2 AF 1 —. Tokyo: Hosei Daigaku Shuppansha 1AL 5 Hfili#t, 2007.

Nakamura Ikuo 1. Nihon no kami to 6ken H KD f# & FHE. Kyoto-shi: Hozokan {4
i, 1994.

Nakamura Ko6ji 4B . “Tenno kizoku ei ni tsuite K2 E RO TC.” Kokka [H3E. vol.
1218 (April, 1997). 15-23.

Nakamura Naokatsu A E . “Sennyijiten ni yosete S= i/ <5 Z S C.” In Ishikawa
Tadashi #7118, Kyoto mitera Sennyiiji ten JRAREITF IR I 5 2. Tokyo: Asahi
Shinbunsha & H #rE£t, 1972.

Nakano Masaki F' 7 BUAS . et al. Engi-e to nise-e: Kamakura no kaiga kogei iz & L4 #i
B OFRME « T35, Tokyo: Kodansha ik f1, 1993.

Nakano Yoshio F ¥4 K. Rekishi no naka no shozoga I 52 D H D H {4 H]. Tokyo: Chikuma
Shobd HLEEETS, 1974.

Nakazato Yoshio ' B3 K. Nihon no shozoga H AR D H 418 OV EENT D R, 79). Tokyo:
Iwasaki Bijutsusha 7 I SE 7L, 1990.

Nara National Museum. Special Exhibition of Buddhist Portraiture, 4.29-6.7, 1981. Nara: Nara
National Museum, 1981.

Naruse Fujio %A 1. Nihon shozogashi B A 1418 52 : Narajidai kara bakumatsu made
tokuni kinsei no josei yodozé o chiishin toshite ZX FERFR D HAK £ T, Frlziitt o
M - ShEEg % L & LT, Tokyo: Chiid Koronsha H1 922G E 0T AR, 2004.

. Satake Shozan Y=VTWEIL: Ga no mochiitaruya nitaru o totou ] ) 1 Z VY L2 VT &
7. Kyoto: Mineruba Shobd I %/ 7 EFH5, 2004.

. “Shiba Kokan no shdzoga seisaku o chiishin toshite 757D H B EiH|/E 2 i & L

C: Seiydgahd niyoru shozoga no keifu PETEET{EIC K 5 H B H D RFE.” Kokka 3.
vol. 1170, (May, 1993): 1-20.

Page 265 of 282



Nedachi Kensuke B3/, “’Chinsd chokoku’ saiko [TEFHEZ ]| F57&: Shonisei to risoka
no mondai o chiishin ni shite H LI & #AR L ORIEZ H100MZ L C.” Kokka [F]HE. vol.
1321. (November, 2005): 3-15.

New England Historic Genealogical Society. Memorial Biographies of New England Historic
Genealogical Society. vol. 8. Boston: New England Historic Genealogical Society, 1907.

Newhall, Beaumont. The History of Photography from 1839 to the Present. New York: The
Museum of Modern Art, 1982.

Nihon Bukky® Jinmei Jiten Hensan linkai H A{AZ N4 fREEZE B 4. Nihon bukkyo jinmei jiten
H AL A BRI, Kyoto: Hozokan 128 fiE, 1992.

Nihon bukkyéshi jiten H AALZ S FE#L Edited by Imaizumi Yoshio 4 R, Tokyo:
Yoshikawa Kobunkan &) 11543CEE, 1999.

Nihon kindai shisé taikei B AVTAUEARRTR 2: Tenno to kazoku K E & #EffE. Edited by Katd
Shaichi JNf#JE —. Tokyo: Iwanami Shoten = £ 5, 1988.

Nihon kokugo daijiten 1 A [EGEKEFIL. Tokyo: Shogakkan /NFEE, 2001.

Nihon Shashinka Kyokai H AEEZZ 4. Nihon shashinshi H ARG E 1 1840-1945. Tokyo:
Heibonsha - MLt 1971.

Nish, lan. The Iwakura Mission in America and Europe: A New Assessment. Richmond, Surrey,
U.K.: Japan Library, 1998.

Nishi Amane V6 J&. Rikukaigun gunjin ni tamawaritaru chokuyu FEVEESE NIZIHIT 0 72 2 %)
#i (Gunjin chokuyu & N#l3i), Emperor Meiji gave his soldiers and sailors this rescript
on January 4, 1882 (Meiji 15). In Satd Hideo 1275 K. Zoku gendaishi shiryo feBi S8
EEL 8: Kyoiku #UE 1. Tokyo: Misuzu shobd 493 E/5, 1994. 471-474. (See pp. 482-
478 for English translation).

Nishigori Rydsuke #5571 . Obakuzenrin no kaiga BESEFEAR DFZ1HE]. Tokyo: Chiiokoron
Bijyutsu Shuppan 1 J&AFw T H R, 2006.

Nishiguchi Junko 74 D&~ Heian jidai no jiin to minshii “E-22 R DO FFRE & B4, Kyoto:
Hozokan {£Jif, 2004.

. “Heian jidai shoki jiin no kosatsu *F-ZZ R TERE D % £%: Goganji o chiishin ni fHJfE
Sf & FONT. Shiso F17%. vol. 28 (1970).

. “Tennd no 6jo oboegaki KB DTEAF3IF 273 % : Horikawa tennd no shi o megutte Ji
M RKEDI %D <> T.” Shiso L7X. vol. 45 (1988): 33-45.

Page 266 of 282



. “Tennd no shi to s0s0 K & DL & ZE1%.” Bukkyo {L# 2. Hozoka {5 AR, 1989.
Nishikawa Kydtard #4175 KEB. Chinsé chokoku TEFRZ %) Tokyo: Shibundo 2 3L, 1976.

. “Kamakura jidai no shozo chokoku to sono tokushitsu $ft & R D H A4 & 2 OFFE
> Kokka [B%E. vol. 1001. (June, 1977): 31-41.

Nitd Atsushi 1 FEEH . Jotei no seiki 7 DAL Koikeishd to seisd ENIAEA & B4+, Tokyo:
Kadokawa Shoten )11 &/, 2006.

Nitta Kazuyuki #7H F15E. “1892 nen Monbushd niyoru jinjyd shogakko eno goshin’ei
fukytihoshin kakutei no keii 1 8 9 2ELHIEIZ L 2| E/NFAL~D [H#IFZ) EK&
77§+ 7E D#E4E: Goshin’ei kashi no tsuikyil kara goshin’ei fukusha, shozoga hokei
kyokae MMHER] THEBOERNDG MAEZEST] [THG®H ] FEFFT~
Nihon no kyoikushigaku H AR DZE 5. vol. 40 (1997): 93-111.

Nojima Jusaburd 57 —BF. Kugyo jinmei daijiten 2\ A4 K H. Tokyo: Nichigai
Associates HZA 7 Y vy——>/1994.

Nolte, Sharon H. and Onishi Hajime. “National Morality and Universal Ethics. Onishi Hajime
and the Imperial Rescript on Education.” Monumenta Nipponica. vol. 38, no. 3 (Autumn,
1983): 283-294.

Nomura Gen B4F %, Nihon kinseikokka no kakuritsu to tenné B AT [EZE OMEST & K E.
Osaka: Seibundd 7 L%, 2006.

Nuki Tatsuto & 2 A. Kamakura no shozo chokoku 858 O B 14 2. %)]. Kamakura-shi:
Kamakura-shi Kydikuiinkai 8 125 2 B 2 ; Kamakura Kokuhokan i 2 [E E £,
1997.

Obinata Sumio X H J5ffi K. “Minshii ha tennd o domiteitaka FRIZIKE % & 95 FL TV 72
1873 nen Kamakura Gydshin Endo Tansakusho o Tegagaritoshite 1873 4F"8f 8173210
HEERE"Z TR0 & L. Nihonshi kenkyii B ASAFFE. no. 323 (July, 1989): 67-
71.

Oboroya Hisashi iE4 7. “Sekkanki no tennd no sosd no jittai & BEHA D K B DZEL D FEE.”
Kuge to buke 3 /NFZ & R Oken to girei no hikaku bunnmeishiteki kosatsu FHg & 15
LD L SCRA S )55 2. Edited by Kasaya Kazuhiko 2545 Fiikt 1. Kyoto: Shibunkaku
Shuppan FESCE HiAR, 2006.

Ohnuki-Tierney, Emiko. “The Emperor of Japan as Deity (Kami).” Ethnology, vol. 30, no. 3
(July, 1991), pp. 199-215.

Page 267 of 282



Oishi Yoshiki &1 E#4. Nihon oken no seiritsu H A F#E D %37, Tokyo: Hanawa Shobo 3
I, 1975.

Okuma Kazuo KFEFIJS. Gukanshé o yomu: Chiisei nihon no rekishikan E& 0 % 5ede: it
H A D FE S48, Tokyo: Heibonsha - FLAE, 1986.

Ono Masaaki /MEFHEEE. 1930 nendai no goshin’ei kanri genkakuka to gakko gishiki 1 9 3 0
FEROEEZE RS L & 74 Tennd Shinkd no kydsei to gakko kyodiku K &£
BN TEH] & FEE . Kyoikugaku kenkyii 206 FAF 9T, 74(4) (December, 2007):
542-553.

. “Gakko kafu goshin’ei no fukyiikatei to sono shoki hogo no keitai =% T+ [HHIE 5
D& N amAe & =D [55E] DILHE.” Kyoiku zasshi ZUE FHEEE. vol. 24 (1990):
58-72.

. Goshin’ei no kafushinseishikaku no kodai to sonoimi fHIE 52 D M HFEEK DA KFE
Ji& & % O PE: Kanritsugakko gentei kara shiritsu jinjyoshogakko yochien made ‘B 3757
REBRTE D> B FASL S 7 /N« ShHERR & C. Kyoiku zasshi 206 FHEqE. vol. 39 (2004):
13-32.

. “Goshin’ei shinkakuka no katei il E.52 /485 {L OitaF2: Hogo shisetsu no hensen o

chiishinni [Z53# | Fiigk O Z&E % 0T, Nihon no kyoikushigaku B A DEE B 5.
vol. 34 (October, 1991): 66-81.

Ono Shinji /NEFE . “Bakufu to tennd F/f & K 5. Iwanami koza nihonrekishi 135 H
AJE 10: Kinsei Tt 2. Tokyo: Iwanami Shoten 75 35/, 1963, pp. 313-356.

Ooms, Herman. Tokugawa Ideology: Early Constructs, 1570-1680. Ann Arbor, MI: Center for
Japanese Studies, University of Michigan, 1998.

Origuchi Shinobu #7115 <. “Joteikd Z¢#775.” Origuchi Shinobu zenshii #1115 24, vol.
20. Tokyo: Chuokoronsha H 9t AFift, 1956 and 1973. pp. 1-23.

Osakabe Yoshinori I 5 HI]. Yofuku, sanpatsu, datto FERR + #5Z - WiJJ: Fukusei no Meiji
ishin i O BAIEHERT. Tokyo: Kodansha # ik ft, 2010.

Otabe Yiji /N HESHEVR. Tenno koshitsu o shiru jiten XK B 858 % 51 % ##L. Tokyo: Tokyodo
Shuppan HRUEE R, 2007.

Otani Daigaku Kokushi Kenkytikai K4 K [E ST FE2. Nikon koso gazosen F A & B HI4:
. Kyoto: Kydeisha, 1929.

Page 268 of 282



Ozawa Takeshi /NREEZ. Nihon no shashinshi B AR DE- B 5 : Bakumatsu no denpan kara
Meijiki made %K DI&#E7)> 6 TR % C. Tokyo: Nikkoru kurabu = v 2 —/1 7 77,
1986.

Ozawa Takeshi /NRFEE. et al. Nikhon shashin zenshii B KRG E44E 1: Shashin no makuake 5-
H.D X F. Tokyo: Shogakkan /N7, 1985.

Packard, Jerrold M. Sons of Heaven: A Portrait of the Japanese Monarchy. New Y ork: Scribner,
1987.

Panofsky, Erwin. “Iconography and Iconology: An Introduction to the Study of Renaissance
Art.” Meaning in the Visual Art: Papers In and On Art History. Garden City, N.Y.,
Doubleday, 1955. pp. 28 — 30.

. Studies in Iconology: Humanist Themes in the Art of the Renaissance. Boulder, CO:
Westview Press, 1939 and 1972.

Park, Jin Woo #M%FH. “Tennd junkd kara mita tenndsiihai to minshii K 2381770 6 72 KE
BSFE L LS Nihonshi kenkyii F A HEFS2. 309 (May, 1988): 1-26.

Park, Samhun # = 7. “Meiji gonen tennd chihd junko FATE L4 K B 1 5 & S2.” Nihonshi
kenkyii H A SHFSE. 465. (2001): 25-42.

Phillips, Quitman Eugene. “Narrating the Salvation of the Elite: The Jofukuji Paintings of the
Ten Kings,” Art Orientalis. 33 (2003): 121-145.

. The Practices of Painting in Japan, 1475-1500. Stanford: Stanford University Press,
2000. pp. 147-173.

Piggott, Joan R. “Sacral Kingship and Confederacy in Early Izumo,” Monumenta Nipponica, vol.
44, no. 1. (Spring, 1989), pp. 45-74.

. The Emergence of Japanese Kingship. Stanford, Calif.: Stanford University Press, 1997.

Plath, David W. “Where the Family of God Is the Family: The Role of the Dead in Japanese
Households.” American Anthropologist. vol. 66, no. 2 (1964): 300-317.

Ponsonby-Fane, Richard Arthur Brabazon. The Imperial House of Japan. Kyoto: The Ponsonby
Memorial Society, 1959.

. Kyoto: The Old Capital of Japan, 794-1869. Kyoto, Ponsonby Memorial Society, 1956.

Pyle, Kenneth B. The New Generation in Meiji Japan: Problems of Cultural Identity, 1885-1895.
CA: Stanford University Press, 1969.

Page 269 of 282



Rambelli, Fabio. “Secrecy in Japanese Esoteric Buddhism.” In Scheid, Bernhard and Mark
Teeuwen. The Culture of Secrecy in Japanese Religion. London: RoutledgeCurzon, 2006.
pp. 107-129.

. “Secred Buddhas: The Limitsof Buddhist Representation.” Monumenta Nipponica, vol.
57, no. 3 (Autumn, 2002), pp. 271-307.

Rawski, Evelyn Sakakida. “The Creation of an Emperor in Eighteenth-Century China.” In
Harmony and Counterpoint: Ritual Music in Chinese Context. Edited by Bell Yung, E. S.
Rawski, and R. S. Watson.

. “The Imperial Way of Death: Ming and Ch’ing Emperors and Death Ritual.” In Evelyn S.
Rawski and James L. Watson. Death Ritual in Late Imperial and Modern China.
Berkeley: University of California Press, 1988.

. The Last Emperors: A Social History of Qing Imperial Institutions. Berkeley: University
of California Press, 1998.

Rawski, Evelyn and Jessica Rawson. China: The Three Emperors 1662-1795. London: Royal
Academy of Arts, 2005.

Rawson, Jessica. “The Qianlong Emperor: Virtue and the Possession of Antiquity.” In Rawski,
Evelyn and Jessica Rawson. China: The Three Emperors 1662-1795. London: Royal
Academy of Arts, 2005.

Rekidai kogo jinbutsu keifu soran JEAE G N)SR7EK %, Tokyo: Shinjinbutsu draisha 1 A4
TEReAL, 2002.

Rekishi jinbutsu shozo sakuin IFE 52 N4 Fi14. 5851, Tokyo: Nichigai asoshie-tsu H4+7 > 2
—/,2010.

Roberts, Laurance. “Chinese Ancestral Portraits.” Parnassus (College Art Association). vol. 9,
no. 1, (January, 1937): 28.

Rosenblum, Naomi. A World History of Photography. New York; London: Abbeville Press
Publishers, 2007.

Rosenfield, John M. “Studies in Japanese Portraiture: The Statue of Vimalakirti at Hokkeji.” Ars
Orientalis vol. 6 (1966):213-22.

Rowe, Mark. “Stickers for Nails: The Ongoing Transformation of Roles, Rites, and Symbols in
Japanese Funerals.” Japanese Journal of Religious Studies. vol. 27, nos. 3-4 (2000): 353-
378.

Royal Academy of Arts. China: The Three Emperors 1662-1795. Edited by Evelyn Rawski and
Jessica Rawson. London: Royal Academy of Arts, 2005.

Page 270 of 282



Saitd Natsuki 77 #% & 3&. “Ieyasu no shinkakuka to gazd FFHE DMkl & 014" Nihonshi
Kenkyi A AR $HHF9E. vol. 545 (January, 2008): 1-28.

SakakibaraY oshird #ifl il & BF. et al. Tosake no shozo funpon THEF D BB AK: 26 to ei 18 &
#2. Kyoto: Kyoto Shoin FUA[ELE, 1998.

Sakamoto Kazuto YA —%¢. It6 Hirobumi to Meiji kokka keisei {Jt 18 3C & BRIREZ IR
Kyiichii no seidoka to rikkensei no donyii =7 O FEAL & HEEH] OE A Tokyo:
Yoshikawa Kobunkan )15 3CEE 1991.

Sakamoto Ken’ichi BRANE—. Meijiishin to Shinto WITGHERT & ##3iE. Kyoto: Dohdsha Shuppan
[ HR, 1981.

. Meijishintoshi no kenkyit B35 141E 58 OBFE. Tokyo: Kokusho kankokai [E 3 P74,
1983.

. Tenné to Meiji ishin K5 & BITRHERT. Tokyo: Akatsuki Shobd BEE 7, 1983,

Sakata Yoshio ¥ H 7 5. Tennashinsei K EHLBL: Meijiki no tennokan IR O K 248,
Kyoto: Shibunkaku Shuppan & SCE HifR, 1984.

Sakazaki Shizuka & tH. Nihongaron Taikan H ARG K. Tokyo: Arusu 7 /LA, 1927.

Sangren, Steven. “Female Gender in Chinese Religions Symbols: Kuan Yin, Ma Tsu, and the
‘Eternal Mother.”” Signs 9 (1983): 4 - 25.

Sangy®d noritsu tanki daigaku 7E 3£ REZRFE WK . Shashin no kaiso Ueno Hikoma 5- 5.0 B
5By 255 Shashin ni miru Bakumatsu Meiji ‘5-5:\Z 7 % H-ARBITE. Tokyo: Sangyd
Noritsu Tankidaigaku Shuppanbu 2 3£ 52547 B K 7 HH RS, 1975.

Sasaki Kiyoshi {4 % ARNEH . Tennoryo to koikeishogirei K258 & BN L. Tokyo:
Shinjinbutsu oraisha #r A 11>k 4, 2010.

Sasaki Suguru % % A v, Bakumatsu no tenné Meiji no tenné %A O K EIH D K & Tokyo:
Kodansha 5@ 1, 2005.

. “Tenndzod no keiseikatei K 28 DI AKIEAR.” In Kokumin bunka no keisei [E 3L D
JZhK. Edited by Asukai Masamichi &5 18 . Tokyo: Chikuma Shobo FEEE A,
1984. pp.183-238.

Satd Hideo 155 <. “Wagakuni shogakko ni okeru shukujitsu taisaibi gishiki no keisei katei

DBE/ NIRRT I T D00 H K BEX OO, Kydikugaku kenkyii 206 5L,
vol. 30. no. 3. (September, 1963): 43-52.

Page 271 of 282



. Zoku gendaishi shiryo fe B &L 8: Kyoiku ZUE 1. Tokyo: Misuzu shobd 797 &
5, 1994,

e AR BTE R B I R B K A ot 5L Kokugakuin daigaku dentobunka
risachi senta kenkyikiyo [E 5B KFAsH AL Y r—F & o Z — 840 EL 2. (March,
2010): 35-45.

. “Meiji koki no tennd kogdzo ni kansuru ichikosatsu BRI IO K E B FICET 5 —%
2% Meiji seitoku kinen gakkai kiyo VG EETERL/RF AL E 42 (December, 2005): 129-
164.

. Meiji seitokuron no kenkyii 1R BE 78GR O W SE: Meiji jingit no shingaku MR = OFf
#. Tokyo: Kokusho kankokai [EETFI1T4, 2010.

Sato Shin’ichi /&t —. “Muromachi bakufu-ron B FNFif.” Iwanami koza nihon rekishi 7=
WeEEIE B AR Chizsei F11H 3. vol. 7. Tokyo: Iwanami Shoten % # /5, 1967. pp.
1-48.

. Nihon no rekishi B RKDJE 9: Nanmokuché no doran w5 ALF] D EEL. Tokyo:
Chuiokoronsha H19L/AGR£E, 1965.

Sawa Ryiiken = FNF&AF. Nihon niokeru kosozo no keishiki H ARIZ AT 5 mfE B o>
Bukkyo geijutsu {LZAN 23, (1954): 37-48.

Schafer, Edward, H. “The T ang Imperial Icon.” Sinologica. 7(1963): 156-160.

Scheid, Bernhard and Mark Teeuwen. The Culture of Secrecy in Japanese Religion. London:
RoutledgeCurzon, 2006.

Screech, Timon. “Shogun no zuzo o utsusu 5 O X4 % 59" In Edo no kirikuchi {177 DY)
[1. Translated by Takayama Hiroshi. Edited by Takayama Hiroshi 15 [L1ZZ. Tokyo:
Maruzen AL#, 1994. pp. 259-73.

Seckel, Dietrich. “The Rise of Portraiture in Chinese Art.” Artibus Asiae, vol. 53, no. 1/2.
(1993): 7-26.

Sensu Tadashi F5 7' Nishikie ga kataru tenné no sugata $5#& 7358 5 K2 D%, Tokyo:
Yshikan 1 1-#H, 2009.

Sharf, Elizabeth Horton. “Chinzo and Obaku Portraiture.” Contacts Between Cultures. Eastern

Asia: Literature and Humanities. Edited by Bernard Hung-Kay Luk. vol. 3. Lewiston,
N.Y.: Edwin Mellen Press, 1992:621 and 422-427.

Page 272 of 282



. “Obaku Zen Portrait Painting: A Revisionist Analysis.” Ph.D. dissertation, University of
Michigan, 1994.

Sharf, Elizabeth Horton and Robert H. Sharf. Living Images: Japanese Buddhist Icons in
Context. Stanford, CA: Stanford University Press, 2001.

Sharf, Robert H. “The Idolization of Enlightenment: On the Mummification of Ch’an Masters in
Medieval China.” History of Religions 32, no. 1 (1992): 1-31.

Shillony, Ben-Ami. Enigma of the Emperors: Sacred Subservience in Japanese History.
Folkestone, Kent: Global Oriental, 2005.

Shimomukai Tatsuhiko T[] H-HEZ . Nihon no jidaishi 6 B AR DK : Bushi no seiché to
insei 1D L BEEBL Tokyo: Yoshikawa Kobunkan 71|54 3CfHE, 2001.

Shimosaka Mamoru F¥5F. “Moriyake-bon kibamushazd nitsuite 57 /B F ARG HRE B DB+
(2T Gakuso 55 4 (1982).

Shin bukkyé jiten 1 + HhZEE#L. Edited by Nakamura Hajime H4J Jt. third edition. Tokyo:
Seishin Shobd (5 #F5, 2006.

Shinokawa Ken &) Nihon kodai no oken to oto H A d D F4E & FHE. Tokyo:
Yoshikawa Kobunkan & )15 3CEE, 2001.

Shirahata Yoshi F/# & L. “Kamakuraki no shozoga nitsuite $ft & H# D H & (2> C.”
Museum. vol. 28 (1953).

. Nihon no bijutsu B AR D EN 8: Shozoga M 14 . Kokuritsu Hakubutsukan [E 7 {89 fF.
Tokyo: Shibundo & 3%, 1967.

Showa shizaicho WAFNE AW : Horyitji no shiho 1EVESF DR Kaiga #31] 6. Tokyo:
Shogakkan /N2AE, 1986.

Siggstedt, Matte. “Forms of Fate: An Investigation of the Relationship between Formal
Portraiture, Especially Ancestral Portraits and Physionomy in China.” International
Colloquium on Chinese Art History B X 513m & . part 2. Taipei: National
Palace Museum, 1991. pp. 713-748.

Soeda Yoshiya Fl| FH #41. Kyoikuchokugo no Shakaishi {5 fj7E ¢ 112 5: Nashonarizumu no
soshutu to zasetsu 73 = 7 U X A DA & #47. Tokyo: Yiishindo Kobunsha A1 %
i 3CHE, 1997,

Sogo bukkyo daijiten ¥ A ALK R, Edited by Sogo Bukkyd Daijiten Henshii linkai #8514
KRR AEZ B 2. Kyoto: Hozokan 1AJEAE, 2005.

Page 273 of 282



Spiro, Audrey G. Contemplating the Ancients: Aesthetic and Social Issues in Early Chinese
Portraiture. Berkeley: University of California Press, 1990. N7591 C5S565 1990 FA

Stanley-Baker, Joan. “The Transmission of Chinese Idealist Painting to Japan: Notes on the
Early Phase (1661-1799).” Michigan Papers in Japanese Studies 21. Ann Arbor: Center
for Japanese Studies University of Michigan, 1992.

Stevens, Keith G. “Images of Chinese Emperors on Temple Altars,” Arts of Asia 24.6 (1994):
88-95.

Stoddard, Heather, and Donald Dinwiddie. Portraits of the Masters: Bronze Sculptures of the
Tibetan Buddhist Lineages. Chicago, Ill.: Serindia Publications, 2003.

Stuart, Jan. “Calling Back the Ancestor’s Shadow: Chinese Ritual and Commemorative
Portraits.” Oriental Art. 43, no. 3 (1997): 8-17.

. “The Face in Life and Death: Mimesis and Chinese Ancestor Portraits.” In Wu Hung and
Katherine R. Tsiang. Body and Face in Chinese Visual Culture. Cambridge, MA; and
London: Harvard University Press, 2005. pp. 197-228.

. “The Images of Imperial Grandeur.” In Rawski, Evelyn and Jessica Rawson. China: The
Three Emperors 1662-1795. London: Royal Academy of Arts, 2005.

Stuart, Jan and Evelyn Sakakida Rawski. Worshiping the Ancestors: Chinese Commemorative
Portraits. Washington, D.C.: Freer Gallery of Art: Arthur M. Sackler Gallery,
Smithsonian Institution; Stanford, Calif.: Stanford University Press, 2001.

Sugawara Ikuko & JF1E1-. “Ketsubon no ryiifu Il % DfiAf.” Shinké to josei no kegare {51
& MEDTFEA: ketsubonkyo shinké ni miru josei no jikoshucho M.ZR#AZ AN F 5 2o
o H 238k . Osaka: Toki Shobd 4K &, 1999.

Suzuki Keizo #5344 —.. “Nise-e no shozokushd nitsuite {ELFE D IER YL -DUNT.” Shinshii
nihon emakimono zenshii F1& A AdzEW)424E 26. Tokyo: Kadokawa shoten 4 )11,
1978.

Suzuki Shizuko $5AK L -3F-. Meiji tenné gyoko to chihoseiji FITE K BAT3E & HIUTEHA.
Tokyo: Nihon Keizai Hyoronsha H A#E# #F i £1, 2002.

Suzuki Susumu $5AKE. “Shozogako nitsuite H R I 12DV T.” Kokka [B#E. vol. 706,
(January, 1951): 56-63.

Taga Sojun 262 %%, “Nise-e no kichoshiryd Hirohashike shozo denkan to Nobuzane jigazo

nitsuite L& D 15 B EBHAG S TR & 15 % B B8 T, Bijutsu Shigaku 3%
52, vol. 84 (1919).

Page 274 of 282



Tagg, John. The Burden of Representation: Essays on Photographies and Histories.
Minneapolis: University of Minnesota Press, 1993.

Tajiri Tasuku H . Zoi shoken den BENL B . Tokyo: Kokuytsha [E A, 1927, and
Tokyo: Kondd Shuppansha ¥ H iiitL, 1975.

Takagi Hiroshi = AR5, Nihonshi riburetto A AN Y 7 L > |k 97: Ryobo to bunkazai no
kindai %% & ST/ O IT{X. Tokyo: Yamakawa Shuppansha [L1)1] Hifjift, 2010.

Takagi Shosaku 5 ARZAE. “Tokugawa Ieyasu no gazo 1)1 ZZFE O Hf4.” In Kuroda Hideo
HH 1. Shozoga o yomu 1518 % Fite. Tokyo: Kadokawa Shoten )13k, 1998.
pp. 239-268.

Takahashi Ei &1, “Kamakura jidai no tenndei ha itsu dare niyotte egakaretaka it & FRF{{ D
KEIIWOHEIZ Lo THiA 722> © Tenshi sekkan daijin miei no uchi tenshikan o
chashin nishite [ R HEBKREME] ON RF4%&] % H.012 LT Bijutsushi
kenkyii £ SEAFZE. vol. 47. (2009): 1-20.

Takahashi Hiroshi = &#k. Shocho tenno G#UK 5. Tokyo: Iwanami Shoten & i F ik, 1987.

Takano Toshihiko =% 2. “Edo bakufu no chotei shihai 1.7 F8/F O BALE S BL.” Nihonshi
kenkyii B A SHFZE. vol. 319, (March, 1989): 48-77.

. Edo bakufu to chotei 1.7 5/ & 5H4E. Nihon riburetto HAXU 7 L > | 36. Tokyo:
Yamakawa Shuppansha [LiJI| HiilifE, 2001.

Takeda Kiyoko. The Dual-Image of the Japanese Emperor. New York, NY: New York
University Press, 1988.

Takeda Sachiko i H A %11, “Meiji tennd no goshin’ei to danseibi /A K B DHE R & Bt
2£.” Shinpen Nihon no Feminizumu #7#fs H A 7 = I =X A 10. Tokyo: Iwanami
Shoten “& % )k, 2009. pp. 219-236.

Takeda Tsuneo i H {5 . “Kinsei shoki josei shozoga ni kansuru ichikosatsu ¥T ) 2o M4 H
B2 BE9 2 —E& 2R Yamato bunka KFISCEE. vol. 56 (1972): 12-22.

Takeda Tsuneyasu 77 HIEZ. Onryo ni natta tenno 22321272 > 72 K 2. Tokyo: Shogakkan />
A, 2009.

Takemi, Monoko. ‘“’Menstruation Sutra’ Belief in Japan.” Japanese Journal of Religious Studies
10, no. 2/3 (1983): 229 — 246.

Page 275 of 282



Takeuchi Hiroshi B:N1E. Rainichi seiyojinmei jiten ¥ B Va7 N4 F . Tokyo: Nichigai
Associates, Inc. H#+7 >/ 2—=—>71995.

Takeuchi Naotsugu 77PN 4¥k. “Takedashi o meguru shozogagun i H K % b < 2 H 4 H#E.”
Museum. vol 152 and 164. 1963 and 1964.

Taki Koji 2K .. Tenno no shozé K 5D 4. Tokyo: Iwanami Shoten =% £/, 1988 and
2002.

. “Tennd no shdzo K& D F14,” Shisé H17%. vol. 740 (February, 1986): 2-27.
Takinami Sadako WE{R E 1-. Josei tenno MK B Tokyo: Shiieisha £E 4L, 2004,

Talbot, Henry Fox. The Pencil of Nature. London: Longman, Brown, Green, and Longmans,
Paternoster Row, 1844.

Tamura Hanae HA/JEE. “Oda Nobunaga o meguru girei % H 15 5% © < 5 f#4£L.” In Kuroda
Hideo S H A H 5. Shozoga o yomu F 4 % Fite. Tokyo: Kadokawa Shoten #4113
15, 1998. pp. 175-198.

Tamura Noriyoshi FHAI#E3E. “Chiisei shozoga niokeru ‘za’ no mondai. ' H &2 3515 5 A4
DRE.” In Kuroda Hideo 52 H H H1 5. Shozoga o yomu 5 1H % Fite. Tokyo:
Kadokawa Shoten 4)1|2)5, 1998. pp. 81-112.

Tanabe Saburdsuke F3iZJ —ERB}. “Taji nishiin mieidd no Kobodaishi zo H<F FEEEAHIEE & D 5L
KA. Kokka [81%E. vol. 910. (January, 1968): 5-19.

Tanaka Akira H 5. Iwakura shisetsudan no rekishiteki kenkyi &85 i[5 o JiE 52 fORF2E.
Tokyo: Iwanami Shoten &% £/, 2002.

Tanaka Hisao H H/A K. Sosen saishi no kenkyii {1 5e55E DA FE. Tokyo: Kobundo 54T,
1978.

Tanaka Satoshi I 1A, et al. “Rydbosairei no rinen to hensen [& 543 4L D287 ” Bessatsu
rekishi dokuhon 78 BIHEE 2 HEA: Rekishi kensho Tennoryo JiE Sk RE R B [%. Tokyo:
B E kA, 2001. pp. 52-57.

Tanaka, Stefan. New Times in Modern Japan. Princeton: Princeton University Press, 2004.

Tanaka Sumie FH WL, et al. Kojijyunrei &7 57i&EL: Kyoto Sennyiiji S AL RIHF. vol. 28.
Kyoto: Tankosha #58t:, 1978.

Page 276 of 282



X.. Tokyo; Osaka; Kitakyiishu; Nagoya: Asahi Shinbunsha &/ H #7E1%t, 1966.

Tani Shin’ichi £ %7 —. “Muromachi jidai ni okeru shozdga no seisaku katei EHTHRHIZI51T 5
H 0 OHEIRFR.” Kokka BIZE. vol. 558 (May 1937): 129-33.

Tani Shin’ichi /315 —. “Shozdga no seisaku katei {4 [ O H|VEIEFE.” Muromachi jidai
bijutsushiron == HT PR SET0T 52 5. Tokyo: Tokyodd HUR AL, 1942.

. “Shutsujin ei no kenkya i[5 DA 4E: Jizoin bon wa Ashikaga Yoshihisa zo naru koto
RRNF A 72 D 2 & Bijutsu kenkyii FEHTHFSE 67 (July 1937): 269-79; and 68
(August, 1937): 352-61.

. “Tosa Mitsunobu ko 1% :{5 % Tosaha kenkyii no issetsu -1 JRAFZE D —Hi 2.7
Bijutsu kenkyit FETAFSE 103 (July, 1940): 11-24 (207-220).

. “Toyo Taikd gazoron & K& IG5, Bijutsu kenkyid FEHTHIFSE. vol. 92, (August,
1939): 281 (1)-297 (14).

Tani Shin’ichi 4337 —. et al. Kokushi shozo shasei [E 51 4 144 5%. Tokyo: Meguro Shoten H
EI5E 1941.

Tazawa Hiroyoshi HIR#E. Nihon no bijutsu B A& D 3T 384: Josei no shozo D HA&.
Kokuritsu Hakubutsukan [E 7 {#4)fiF. Tokyo: Shibundd %= 3L, 1998.

Teiser, Stephen F. The Scripture on the Ten Kings and the Making of Purgatory in Medieval
Chinese Buddhism. Honolulu, HI: University of Hawaii Press, 1994.

The Cambridge History of Japan, Volume 1-6. Edited by John W. Hall et al. Cambridge
[Cambridgeshire]; New York: Cambridge University Press, 1988-9.

The Ten Thousand Leaves. trans. lan Hideo Levy (Princeton, NJ: Princeton University Press,
1981.

Till, Barry. The Arts of Meiji Japan 1868 — 1912: Changing Aesthetics. Victoria: Art Gallery of
Greater Victoria, 1995.

Tipton, Elise K. Modern Japan: A Social and Political History. London; New York: Routledge,
2008.

Toike Noboru Vi -, Bakumatsu Meiji no ryobo %A IR D FEEE. Tokyo: Yoshikawa
Kaobunkan 71154 3CAE, 1997.

Page 277 of 282



. Jiten ryobo sankochi S5 SLEEEZZ H: Mohitotsu no tennoryé & 9 D& DD K EL[E.
Tokyo: Yoshikawa Kobunkan &) 1|54 3C£H, 2005.

. Tennoryé no kindaishi K 2% DI, Tokyo: Yoshikawa Kobunkan 71154 3CAH,
2000.

. Tennoéryoron K& [%i: Sei’ikika bunkazaika 52357 3C{L. /4 7). Tokyo: Shinjinbutsu
oraisha B ATERAL, 2007,

Toike Noboru # L5 et al. Bessatsu rekishi dokuhon BIHEE 52 5EAS 78: Rekishi Kensho
Tennoryo JiE SR FE K B [%. Tokyo: Shinjinbutsu draisha 7 A1 3E4E, 2001.

Tokyo National Museum S5 [E S IEW)EE. Tokubetsu Chinretsu iR\ : Nihon no shozoga
H A D 18, (Exhibition catalogue). Tokyo: Tokyo National Museum HU AL [E] 37 {247
fiE, 1991.

Turner, Jane. The Dictionary of Art. vol. 25. New York: Grove’s Dictionaries, Inc., 1996.

Turner, Victor. The Ritual Process Structure and Anti-Structure. Ithaca, N.Y.: Cornell University
Press, 1969.

Tyler, Royall. Japanese No Dramas. London: Penguin Books, 1992.

Uchida Keiichi PN H & —. “Kamigata ni kansuru ichikosatsu f#&fZ 12 B89~ % — %2 (An inquiry
regarding kamigata.)” Museum 491 (February, 1992): 16-26.

Ueda Makoto. “Mitsuoki on the Art of Painting: In Search of the Lifelike.” Literary and Art
Theories in Japan. Cleveland: Western Reserve University, 1967. pp. 128-144.

Uemura Takashi HEAT WS Shihei shozo no rekishi #& B 15 O $1. Tokyo: Tokyo Bijutsu ¥ AT
AT, 1989.

Uemura Teird FAFEHE. et al. Kojijunrei 75714 Kyoto Sennyiji IATRIBSE. vol. 27.
Kyoto: Tankosha 43 f1, 2008.

Ueno Teruo F8#FHER. Nihon shozoga H A H 141, Tokyo: Kobundd Shobo 543 H E 5, 1940.

Umezu Jird HEEEVRER. “Kamakura jidai yamatoe shozoga no keifu $ift 8BRS A FNAE M 44180 D %
7t Zokuninzd to soryozd 8 MM & {E8E18.” Bukkyo geijutsu {5 50T (Ars Buddhica)
23 (1954): 49-58.

Varley, H. Paul. trans. A Chronicle of Gods and Sovereigns: Jinno Shotoki of Kitabatake
Chikafusa. New York: Columbia University Press, 1980.

Page 278 of 282



. Imperial Restoration in Medieval Japan. New Y ork, Columbia University Press, 1971.

Vinograd, Richard Ellis. Boundaries of the Self: Chinese Portraits, A.D. 1600-1900. Cambridge,
England; New York: Cambridge University Press, 1992.

Wakabayashi, Bob Tadashi. Anti-Foreignism and Western Learning in Early-Modern Japan:
The New Theses of 1825. Cambridge: Harvard University Press, 1986.

. “In Name Only: Imperial Sovereignty in Early Modern Japan.” Journal of Japanese
Studies 17.1 (1991): 25-57.

Wakakuwa Midori #3c/ £ V) . Kogo no shozo 2-J5 @ H 4. Tokyo: Chikuma Shobo HiEEE
,2001.

Wakasugi Junji 542 4EVR. Nihon no bijutsu H KD 3T 469: Nise-e {LL#%. Kokuritsu
Hakubutsukan [E 372 {#5#7fE. Tokyo: Shibundd =& 3L %, 2005.

Walthall, Anne and Patricia Buckley Ebrey. Japan: A Cultural, Social and Political History.
New York: Houghton Mifflin Company, 2006.

Wang, Eugene Y. “Of the True Body: The Famen Monastery Relics and Corporeal
Transformation in Tang Imperial Culture.” In Wu Hung and Katherine R. Tsiang. Body
and Face in Chinese Visual Culture. Cambridge, MA; and London: Harvard University
Press, 2005. pp. 79-120.

Watanabe Mayumi %32 B 7. “Kodai mosdgirei no kenkyt di{SFEZEFE AL DOMFSL: Nara jidai
niokeru tennd mosdgirei no hensen 43 B RFRIZ 35 1T 5 K B FEFEEAL D ZEIE . Shintoshi
kenyii #4118 S1AFFFE. vol. 40. no. 2 (1992): 100-124 (or 28-52).

Watanabe Mitsutoshi {32 J6H. Tenno towa: Jingi to oken no keisei, suitai K52 & 13: fhgs & £
HEDTERL « #3&. Tokyo: Sairyiisha ik, 2002.

Watari Shosaburdo B EEE = R[S, Kyéiku chokugo to gakko kyoiku 206 fiah & FIKHH .
Meikeikai % 72, 1930.

Watson, James L. “The Structure of Chinese Funerary Rites: Elementary Forms, Ritual
Sequence, and the Primacy of Performance,” in Death Ritual in Late Imperial and
Modern China. Edited by J. L. Watson and E. S. Rawski. University of California Press,
1988. pp. 3-19.

Webb, Herschell. “The Development of an Orthodox Attitude Toward the Imperial Institution in

the Nineteenth Century.” in Changing Japanese Attitudes Toward Modernization. Edited
by Marius B. JansenRutland. Vt.: Charles E. Tuttle, 1982, c1965. pp. 167-91.

Page 279 of 282



. The Japanese Imperial Institution in the Tokugawa Period. New York: Columbia
University Press, 1968.

Wen C. Fong. “Imperial Portraiture in the Sung, Yuan, and Ming Periods.” Ars Orientalis. vol.
25.(1995): 47-60.

West, Shearer. Portraiture. Oxford; New York: Oxford University Press, 2004.

Wilkes-Tucker, Anne. et al., The History of Japanese Photography. New Haven and London:
Yale University Press, 2003.

Wu, Hung. “Emperor’s Masquerade: Costume Portraits of Yongzhen and Qianlong.”
Orientations 26 no.7 (1995): 25-41.

. “On Tomb Figurines: The Beginning of a Visual Tradition.” In Wu Hung and Katherine
R. Tsiang. Body and Face in Chinese Visual Culture. Cambridge, MA; and London:
Harvard University Press, 2005. pp. 197-228.

Wu Hung and Katherine R. Tsiang. Body and Face in Chinese Visual Culture. Cambridge, MA;
and London: Harvard University Press, 2005.

Wue, Roberta. “Essentially Chinese: The Chinese Portrait Subject in Nineteenth-Century
Photography.” In Wu Hung and Katherine R. Tsiang. Body and Face in Chinese Visual
Culture. Cambridge, MA; and London: Harvard University Press, 2005. pp. 257-282.

Yamagishi Ikuko [LiFl5 7. “Goshin’ei shoshitsu no monogatari =5 5E < D #5E: Kume
Masao /A K IEHE: Chichi no shi 2 DFE.” Gobun 75 3L. vol. 80. (June, 1991) pp. 42-51.

. “Kume Masao ‘Chichi no shi’ no hoho AKIEHE [45CDFE] D J5%: Dokusha no kairo
e mukete #i# O BEIFE~[0]1F C.” Nihon kindai bungaku H AT (Modern
Japanese Literature) no. 48 (May, 1993): 34-44.

Yamagishi Tokuhei |15, et al. Okagami K&E Masukagami Y§8%: Kansho nihon koten
bungaku $5E B AR L35 14. Tokyo, Kadokawa Shoten 41135, 1976.

Yamamoto Koji HIANZEF]. “Shohyd Yonekura Michio cho ‘Minamoto Yoritomo zo Chinmoku
no shozoga FRT KA M I E PR ILER D FL L. Nihonshi kenkyii B A SLRFSE
403. 1996.

Yamamoto Nobuyoshi [LI/{5 B and Konno Toshihiko 4 B . Kindai kyoiku no tennosei
ideorogi ITIRENE DK EHA T 4 v X —: Meiji gakko kyoiku no kosatsu BITEFA
B DH %% Tokyo: Shinsensha Hr iR 1. 1973.

Yamamoto Yoko [LIASES 7. “Emaki ni okeru tennd no sugata no hydgen #2582 81F 5 KED
RDOFBL” Museum 564. (February, 2000): 49-72.

Page 280 of 282



. “Kasugagongen genki-e ni miru ‘kami no kao o kakusukoto o habakaru hydgen’ ni tsuite

% H *@ﬁ%ﬁ?ﬂ%’ﬁblﬁ %) IT*EF'@EE%K%—?A Z RTINS %ﬁj [ZHOUNT.” Bijutsushi
FEAFF 5, vol. 45, no. 2 (March 1996): 189-206.

Yamaori Tetsuo [LUHTHHE. Shi no minzokugaku 520 BAR~:. Tokyo: Iwanami Shoten 75 2/
, 1990.

Yamato Bunkakan KF1SCHERE . Tokubetsuten FFBIE: Nihon no shozoga B AP 4 {4 . Nara-
shi: Yamato Bunkakan KFI3CHERR, 1991. Exhibition catalogue.

Yamauchi Koichi [LIPN5L—. “Hokusd jidai no taibyd ALARFFX D KJER.” Jochi shigaku F75 5
2. vol. 35 (1990): 91-119.

Yasuda Hiroshi 22 H{%. Tenno no seijishi K 5 O BE 5 : Mutsuhito Yoshihito Hirohito no jidai
M= « B2 - - DEE. Tokyo: Aoki Shoten # A, 1998.

Yasumaru Yoshio ZHL B K. Kamigami no Meijiishin 4 % OWVEHERT: Shinbutsubunri to
Haibutsukishaku ¥{L55Bf & BEILBIR. Tokyo: Iwanami Shinsho &% #2Z, 1979.

Yonekura Michio kA 1H K. “Den Minamoto Yoritomozo sairon /=414 F34.” In Kuroda
Hideo S.H H . Shozoga o yomu H 141 % Hide. Tokyo: Kadokawa Shoten #4113
J&5, 1998. pp. 53-80.

. E ha kataru #2355 % 4: Minamoto no Yoritomo-zo JiFEE%: Chinmoku no shozéga Ik
2R E 14 18], Tokyo: Heibonsha “F- FLft, 1995.

. Minamoto no Yoritomo-zo JiFH5{4%. Tokyo: Heibonsha *F- FLfE, 2006.

. “Tozai futatsu no Yoritomo zo6 # /4.5 72> D fEFA:.” Fukuoka: Fukuoka-shiritsu
bijutsukan tokubetsuten zuroku Kanoha to Fukuoka #& [ 17 37 SE 07 BF RE I R X $%5F 27 YR
&t 1998.

Yoshida Takashi &5 HZ%. Rekishino nakano tenné Ji& 510 732 7> K &, Tokyo: Iwanami shoten
= IHTE, 2006.

Yoshie Akiko F£/1.H3-1-. “Kodai joteiron no kako to genzai /X 2¢# i Oila 2% & BIAE.”
Iwanami koza tenné to oken o kangaeru 55 EHE K2 & FHER B 2 5 Jenda to
sabetsu > = % — & 725, vol. 7. Tokyo: Iwanami Shoten 5 F/5, 2002. pp. 23-49.

Yoshino Hiroko 7 B##31-. Kodai nihon no josei tenné 7% H A D o K& . Kyoto: Jinbun
Shoin A SCEPE, 2005.

Yu, Hui. “Naturalism in Qing Imperial Group Portraiture.” Orientations 26 no.7 (1995): 42-50.

Page 281 of 282



Zeitlin, Judith T. “The Life and Death of the Image: Ghosts and Female Portraits in Sixteenth-
and Seventeenth-Century Literature.” In Wu Hung and Katherine R. Tsiang. Body and
Face in Chinese Visual Culture. Cambridge, MA; and London: Harvard University Press,
2005. pp. 229-256.

CD-ROM:

Fiizokugaho JEUE H .

Nihon Nishiki-e Shinbun Shiisei B A8z 5 5%, Compiled by Tsuchiya Reiko +E 4L+
Tokyo: Bunsei Shoin 34 E5E, 2000.

Tokyo asahi shinbun FRCF] H #r .

WEBSITES:

Benjamin, Walter. The Work of Art in the Age of Mechanical Reproduction. Originally
published: Zeitschrift fiir Sozialforschung, 1935. Internet resource:
http://www.marxists.org/reference/subject/philosophy/works/ge/benjamin.htm

Bukkoji i Y <F home page: http://www.bukkoji.or.jp/houmotsu/index.html

Fiizoku Hakubutsukan JE{A E A7 :
http://www.iz2.or.jp/fukushoku/f disp.php?page no=0000165

Kokuritsu Kobunsho kan, The National Archives of Japan:
http://www.digital.archives.go.jp/DAS

Kunaichd = )T official website: http://www.kunaicho.go.jp/kunaicho/kunaicho/kunaicho-
nenpyo.html

Sennytiji official website: http://www.mitera.org/

Page 282 of 282



	TITLE PAGE

	ABSTRACT

	TABLE OF CONTENTS
	ACKNOWLEDGMENTS
	1.0 INTRODUCTION
	1.1 DEFINITIONS OF PROBLEMATIC ENGLISH TERMS
	1.2 POWER OF IMAGES
	1.2.1 Spiritual Power in Japanese Portraits
	1.2.2 Spiritual Power in Japanese Portrait Sculptures

	1.3 STATE OF THE FIELD OF JAPANESE IMPERIAL PORTRAITURE
	1.3.2 State of the Field of Japanese Imperial Portraiture: Previous Publications onModern Imperial Portraits
	1.3.1 State of the Field of Japanese Imperial Portraiture: Previous Publications on PremodernImperial Portraits

	1.4 ORIGINAL CONRIBUTION TO THE FIELD
	1.5 METHODOLOGY
	1.6 OUTLINE OF CHAPTERS: CHAPTERS TWO – FIVE
	1.6.1 Chapter Two: Commemorative Portraits of Japanese Emperors at SennyūjiTemple: Their Ritual and Political Functions in the Edo Period (1603-1868)
	1.6.2 Chapter Three: Unofficial Images of Emperor Meiji
	1.6.3 Chapter Four: Goshin’ei: Official Portraits of Emperor Meiji
	1.6.4 Chapter Five: Epilogue


	2.0 COMMEMORATIVE PORTRAITS OF JAPANESE EMPERORS AT SENNYŪJITEMPLE: THEIR RITUAL AND POLITICAL FUNCTIONS IN THE EDO PERIOD(1603-1868)
	2.1 VISUAL ANALYSIS OF THE PORTRAITS OF EMPERORS AT SENNYŪJI
	2.2 CHALLENGES ASSOCIATED WITH THE PORTRAIT COLLECTION ATSENNYŪJI
	2.3 HISTORY OF SENNYŪJI
	2.4 PORTRAITS AS COMMEMORATIVE RITUAL OBJECTS
	2.5 COMMEMORATION OF THE LATE EMPERORS
	2.6 COMMEMORATIVE PORTRAITS OF EMPERORS AT SENNYŪJI
	2.6.1 Reverse Rite (Gyakushu 逆修)

	2.7 INACCESSIBILITY OF IMEPRIAL PORTRAITS
	2.8 PORTRAIT AS AN ALTARPIECE
	2.8.2 Transformations of the Imperial Tombs
	2.8.1 State of the Imperial Tombs in the Ninetenth Century

	2.9 VISUAL REPRESENTATION OF LINEAGE
	2.10 LEGITIMIZING SENNYŪJI’S STATUS AS AN IMPERIAL TEMPLE
	2.11 PORTRAITS OF EMPRESSES MEISHŌ AND GOSAKURAMACHI
	2.11.2 Inclusion of Emperor Yōkō
	2.11.1 Accessions of Empresses Meishō and Gosakuramachi

	2.12 CONCLUSION

	3.0 UNOFFICIAL IMAGES OF EMPEROR MEIJI
	3.1 REVIVAL OF JAPANESE EMPERORSHIP
	3.2 PROCEDURE OF REVIVAL
	3.3 THE FIRST STAGE: UNREPRESENTED EMPEROR MEIJI IN THE EARLYPROCESSION PRINTS
	3.4 NISHIKI-E WOODBLOCK PRINTS
	3.5 SIGNIFICANCES OF THE IMPERIAL PROCESSIONS
	3.5.1 Idealized and Unidealized Responses to the Processions
	3.5.2 The End of Emperor Meiji’s Processions

	3.6 THE SECOND STAGE: IMAGES OF EMPEROR MEIJI AS A HUMAN BEING
	3.6.1 Significance of Westernized Attire
	3.6.2 Images of the Imperial Couple
	3.6.3 Imperial Marriage Practice

	3.7 SECOND STAGE: LITHOGRAPHIC GROUP PORTRAITURE
	3.7.1 Lithographic Images of Emperor Meiji with His Political Allies
	3.7.2 Lithographic Images of Emperor Meiji with His Family

	3.8 REASONS THAT MADE IT PISSIBLE TO DEPICT THE EMPEROR
	3.9 THE GOVERNMENTAL BAN ON IMPERIAL PRINTS
	3.10 CONCLUSION

	4.0 GOSHIN’EI: OFFICIAL PORTRAITS OF EMPEROR MEIJI
	4.1 THE TERM “GOSHIN’EI”
	4.2 CONSTRUCTION OF THE IDEAL IMAGE
	4.2.1 The First Portraits in 1872
	4.2.2 The Second Portraits in 1873
	4.2.3 Traditional Versus Western Attire
	4.2.4 The Third Portrait in 1888
	4.2.5 Portrait of Empress Consort Haruko

	4.3 RESTRICTION OF CIRCULATION
	4.3.1 Institutionalized Distribution Process
	4.3.2 The Official and Unofficial Copies of Portraits

	4.4 RITUALISTIC TREATMENT OF THE PORTRAIT
	4.4.1 Portrait Rituals on Imperial Holidays
	4.4.2 The Imperial Rescript of Education
	4.4.3 Case Study: The Use of Goshin’ei and the Rescript in Rituals at the Matsumoto JinjōElementary School
	4.4.4 The Goshin’ei Placement on School Campus

	4.5 MEDIUM OF PHOTOGRAPHY
	4.5.1 Japanese Importation of Photography
	4.5.2 Reasons for Using Photography for Goshin’ei

	4.6 GOSHIN’EI AS A DEVOTIONAL OBJECT
	4.7 CONCLUSION

	5.0 EPILOGUE: FINAL PORTRAIT OF EMPEROR MEIJI
	5.1 CONCLUSION

	APPENDIX A
	APPENDIX B
	APPENDIX C
	BIBLIOGRAPHY

