





The Kano School:
The First One
Hundred Years
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Kano Motonobu

Detail of Birds and Flowers of the Four Seasons, 1513
(cat. 18)

The remarkable longevity of the Kano school, which
flourished over some four centuries, was a product of
resourceful adapration to an ever-changing landscape of
patrons and prospects. Long-term Kano practices were
rooted in the experiences of the founder of the house,
Kano Masanobu (1434-1530), as painter-in-attendance
(goyo eshi) to the declining Ashikaga shogunate during
the 1480s. They were systematized by the second-genera-
tion head, Kano Motonobu {1477-1559), who cultivated
a wide array of sponsors in Kyoto (then Japan’s capital)
and beyond. By the late sixteenth century, the Kano
house operated multiple ateliers that could meet the
simultaneous demands of numerous constituencies. This
structure allowed Motonobu’s grandson Eitoku (1543—
1590) to head a collateral studio that served the warlords
Oda Nobunaga (1534-1582) and Toyotomi Hideyoshi
(1536-1598), an experience that proved crucial for the
later Kano artists who would pictorialize a wide-ranging
iconography of kingship for the Tokugawa shogunate
that held power from the early seventeenth through late
nineteenth century. By firmly embedding themselves
within the centralized feudal structure of the Edo period
(1615-1868), the Kano school was able to establish
branch lineages and satellite studios in daimyo domains
throughout the country, thereby becoming closely asso-
ciated with the military class as a whole. And beyond
Japan, through the gifting of their screens to the kings
of Korea’s Joseon dynasty (1392-1910) and eventually the
royal houses of Europe, Kano painting came to represent
Japanese picture-making itself.

What distinguished the Kano from other artisanal
houses was a combination of good fortune, masterful
engineering of its lineages, and a willingness to contin-
uously reinvent its artistic practices to suit an ever-
changing world. In the case of the first two leaders of

the house, Masanobu and Motonobu, who reached the

respective ages of ninety-seven and eighty-three (by East
Asian reckoning), good fortune came in the form of
long life. Abundant offspring were also crucial, ensuring
that younger sons could assume headship of the house
after an older brother’s untimely death; talented disciples
could do the same when male heirs went lacking. The
forging of alliances through calculated intermarriage was
another strategic practice of the house, as was the inte-
gration of the Kano school within larger professional
networks, such as the fanmakers’ guild and the Nichiren
sect of Buddhism.

Ultimately, however, the factor that most enabled
the school’s longevity was its painting practice. Motonobu
cultivated a sophisticated and diverse mode of produc-
tion that was repeatable through training and well suited
to large-scale projects. An absolute hierarchy within the
house clarified roles and subdivided commissions.” The
assimilation of the practices of other artisanal lineages,
and the embrace of genre painting, radically expanded
the Kano menu, allowing the house to command a dizzy-
ing array of subjects. Over time, a training regimen based
upon the study of the same corpus of model paintings
emerged, ensuring that any properly trained painter
could reproduce works recognizably in the Kano style no
matter what his talent level.* Eventually the Kano school
would adopt a licensing system to credential disciples
who completed a lengthy apprenticeship, many of whom
went on to head their own studios, thus disseminating

Kano practices over wide swaths of brush-wielding Japan.

KANO MASANOBU

Masanobu’s origins are much debated, although he
appears to have hailed from a warrior family of the
northern Kantd region, the area north of Edo (present-
day Tokyo).? Equally mysterious is his sudden and

dramatic rise in elite cultural circles. In the 1460s he
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Fig. A-1. Kano Masanobu. The Monk Nisshin, late
15th century. Ink, color, and gold on silk, hanging scroll;

36% x 16% inches (93 x 41.3 cm). Honpo-ji, Kyoto
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appears in the documentary archive as a painter active in
the Zen monastic milieu in Kyoto; during the 1470s he
is found in Nara; and by the early 1480s he is back in
Kyoto, where he serves the Ashikaga shogunate as paint-
er-in-attendance. Although Masanobu was unusually
long liv§:d, it is probable that he ceded headship of the
Kano férnily to his son Motonobu soon after 1500.

In 1483, Masanobu carried out the wall and panel
paintings for the many buildings in the Muromachi
Palace of the eighth Ashikaga shogun, Yoshimasa (1436—
1490). Yoshimasa had stepped down from the shogunal
seat in 1473 in favor of his son Yoshihisa (1465-1489),
and from 1482 until his death in 1490, he devoted all of
his energies to the construction of his retirement palace
in Kyoto.* Prior to 1481, Oguri Sotan (1413-1481) had
been the primary painter-in-attendance to the Ashikaga
shogunate, and normally the privilege of working on
palace paintings would have been passed on to his son
Sékei; Masanobu therefore must have made an extra-
ordinary impression to be entrusted with this work.
Painting for the shogunal complex required a certain set
of skills, because each painting cycle followed the picto-
rial mode of a specific Chinese painter represented in
the Ashikaga collection. Masanobu had clearly mastered
the specialized protocols needed to carry out his work
for Yoshimasa.

During the 1480s and 9os Masanobu was also
painting portraits for members of the Ashikaga family. At
the time portraiture was used almost exclusively for mor-
tuary rituals, and Masanobu was entrusted with the like-
nesses of Yoshimasa, his wife Hino Tomiko (1440-1496),
and his son Yoshihisa for display at their funerals (fig. A-1).’
Similarly, Masanobu painted religious icons for the pri-
vate use of the shogunal family. His ability to strategically
associate himself with powerful patrons is demonstrated

in his work for the warlord Hosokawa Masamoto (1466~

1507), who was appointed deputy-shogun (kanrei) in
1486 and was arguably the most powerful figure in the
land around the turn of the sixteenth century.®
Masanobu was also a peddler of medicines, and
it may have been in this role that he first ingratiated
himself with powerful patrons in the capital. The rela-
tionship between medicines and painting is not all that
surprising, given that both required the procuring of
rare natural materials and the skill to grind and process
them. In this capacity Masanobu even appears to have
been feared among the members of the shogunal entou-
rage. According to an entry recorded in the chronicle
Inryoken nichiroku (Daily Record of the Inryoken
Cloister), rumors were circulating in the monastic
world that Masanobu’s medicines had been responsible
for the death of the young shogun Yoshihisa and the
monk Kaiami.” Whether or not this hearsay can be given
any credence, it is clear that Masanobu elicited both
admiration and enmity, and was a figure of unusual

will and ability.

KANO MOTONOBU

Masanobu’s eldest son Motonobu was responsible for
expanding the patronage and purview of the Kano
house during a particularly challenging time, the first
half of the sixteenth century, when the authority of the
Ashikaga family had disintegrated and sovereignty over
the land passed from one warlord to another.? Building
upon Masanobu’s mastery of the pictorial modes favored
by the Ashikaga shoguns, Motonobu developed a highly
legible pictorial style that drew upon multiple traditions
of picture-making, and expanded the repertoire of the
Kano house from ink-based painting into areas tradi-
tionally considered the domain of court painters: illus-
trated handscrolls (emaki), paintings on a gold-leaf

ground, and newly emerging genre paintings. He mar-



Fig. a2, Kano Motonobu. White-Robed Kannon, early 16th
century. Ink, color, and gold on silk, hanging scroll; 62 x
3074 inches (157.5 x 76.4 cm), Museum of Fine Arts, Boston

ried the daughter of the court painter Tosa Mitsunobu
(1434-1525), thus forging a close alliance with one of the
most pedigreed painting houses of his time and gaining
inroads to new sources of patronage.

Motonobu was almost certainly the head of the
family studio by 1507, when he was entrusted with the
important task of painting the portrait of Hosokawa
Sumimoto (1489-1520), the adopted son of Hosokawa
Masamoto.® Like his father, he continued to serve the
Ashikaga and Hosokawa families, and produced port-
traits and religious icons in large numbers (fig. a-2). But
he also took advantage of the political decentralization
of his time to insert the Kano house into new circles and
institutions, even carrying out work for the imperial pal-
ace. One prominent patron of this period was the Zen
monastery Daitoku-ji in Kyoto, which was the home to
many of Motonobu’s largest-scale and most significant
painting projects. Motonobu oversaw the decoration of a
number of Daitoku-ji’s sub-temples, including Daisen-in
(1512; cat. 18), Korin-in (c. 1545), and Zuihé-in (c. 1552—53).

From Motonobu’s studio north of the imperial
palace, Kano artists produced numerous painted folding
fans (cat. 7), a popular gift item across the social spec-
trum, and Motonobu even served as the co-leader of
Kyoto’s fanmakers’ guild (ggi-za).” Given Motonobu’s
prolific output and the scale of his commissions, it is
unsurprising that his studio included many disciples,
some of whom established a separate studio in the east-
ern castle town of Odawara. Motonobu also worked
tirelessly to ensure the prominence of the Kano house
after his death, carefully configuring his lineage and
positioning his grandson Eitoku to become a leading
painter of the Kano line. It is no wonder that later his-
tories of the country’s painters would invariably cite
Motonobu as the figure most responsible for the estab-

lishment of future Kano prosperity.

KANO EITOKU
Despite his relatively brief career, Eitoku’s imprint on
the history of Japanese painting was considerable. At an
early age, he began serving the warlord Oda Nobunaga
almost exclusively, followed by Nobunagas successor
Toyotomi Hideyoshi, forming in effect a branch studio
to attend to their prodigious painting needs. This led
Eitoku toward the development of picture-making suit-
able to large-scale castle interiors, and to the establish-
ment of a mode of whart later histories would call “grand
painting” (#wiga) that would have a strong influence on
painters of the Momoyama period (1573-1615).

According to the painting history Honcho gashi
(History of Painting of the Realm; 1693) by Kano Eind
(1631-1697), Eitoku studied painting with Motonobu.™ It
is clear that Eitoku was being groomed for a leading role
in the Kano house, as he was taken by his grandfather to
have an audience with the thirteenth Ashikaga shogun,
Yoshiteru (1536-1565), at the age of ten. Early on he began
a long period of service to Nobunaga, culminating in
many cycles of paintings for Azuchi Castle (1576—79).2
In 1580 Eitoku painted a pair of screens depicting the
castle itself that was sent as a gift from Nobunaga to Pope
Gregory XIII (1502~1585), who teceived it five years later.

Upon Nobunaga’s death in 1582, Eitoku’s energies
were redirected toward Hideyoshi, for whom he simi-
latly oversaw painting projects of remarkable scale, the
most notable of which were wall paintings for Osaka
Castle (1584) and Jurakudai Castle (1587). During this
same period, Eitoku produced paintings for various
temples in the Kyoto area; he is said to have fallen ill
while painting the dragon on the ceiling of Tofuku-ji’s
Dharma Hall (Hzt£6) in the ninth month of 1590. He
died soon after, overworked beyond exhaustion.

"The trajectory of Eitoku’s painterly development

suggests a transformation engendered by the numerous
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Fig., a-3. Kano Eirolu. Detail of Birds and Flowers of the Four
Seasons, c. early 1580s. Ink, color, and gold on paper, set of
sixteen-panel sliding doors; each door 6946 x 56 inches (175.5 x

142.5 cm). Central Room of Juké-in, Kyoto. National Treasure
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large-scale projects in which he was engaged during the
1580s, one that witnessed a progression from “fine paint-
ing” (saiga) to “grand painting” (taiga). The shift from
the minute detail seen in his earlier works to the monu-
mental imagery of his subsequent output began to man-
ifest itself in the Central Room of Juké-in, a sub-temple
of Daitoku-ji, where Eitoku’s famous panel cycle Birds
and Flowers of the Four Seasons appears across three walls
(fig. A-3). Until this moment, the Kano approach to this
subject followed a pattern standardized by Motonobu.
As witnessed in his birds-and-flowers sketches, trees of
modest size are situated at either end of the composi-
tion, framing the birds and beasts that form its main
subject (cat. 17). In Eitoku's Juké-in panels, however, the
plum tree on the east wall stretches out laterally across
four large panels, while background elements are mini-
mized. This radical enlargement and abbreviation of the
pictorial subject altered the relationship between viewer
and architecture, presenting a scene that provides a sense
of immediacy for the viewer. As the 1580s advanced,
Eitoku’s tree trunks essentially took over the role of pic-
torial protagonist, and grew larger and more majestic.
By the time of his Cypress (sliding doors now mounted
as a screen; Tokyo National Museum), the central arbo-
real motif had taken on such a venerable, mannered
appearance that some commentators have called it an
intentionally animistic depiction (Aya Ota essay, fig. D-4).

Eitoku’s early death initiated a period of uncer-

tainty for the Kano house, as other professional studios
emerged to propose rival bids for the patronage of poten-
tates. The Kano lineage would be led by Eitoku’s eldest
son, the twenty-six-year-old Mitsunobu (1565-1608),
whose painting would be characterized in negative terms
in Honcho gashi. According to this view, it was not until
the emergence of Kano Tan'yit (1602-1674)—a grandson
to Eitoku and nephew to Mitsunobu—as painter-in-at-
tendance to the Tokugawa shogunate in 1617 that the
fortunes of the Kano house would be restored. Recent
scholarship, however, has begun to revise this view. A
number of Kano painters were active and innovative
during the three decades after Fitoku’s death, and a
closer examination of their work, unbiased by historiog-
raphy, reveals their merit. Kano Sanraku (1559-1635),
Eitoku’s son-in-law, was perhaps the true heir of Eitoku’s
“grand painting,” producing some of the most dynamic
large-scale works of the early seventeenth century (cat. 80);
and Eitoku’s younger brother Naganobu (1577-1654)
excelled at genre painting (cat. 30). Rather than an over-
all decline in artistry, the uncertainty of the political
landscape had simply caused further subdivision of the
Kano house in order to serve rival claimants to power,
making it difficult to obtain an aggregate view of Kano

style and status during this period.

KANO PAINTING PRACTICES

Four practices were particularly important to the picto-
rial output of the Kano house during the late fifteenth
and sixteenth centuries: modal painting, architecrural
painting, the stylistic amalgamation referred to here as

the Kano synthesis, and genre painting,

Modal Painting
The foundation for Kano painting was formed through

Masanobu’s assumption of the role of painter-in-



attendance to the Ashikaga shogunate. As with the monk-
painters who held this post before him, Masanobu’s pic-
torial output was centered upon the ability to adapt the
modes of painting represented in the numerous Chinese
artworks in the Ashikaga treasury. From the fourteenth
century onward, the Ashikaga shoguns began to amass
Chinese luxury objects—ceramics, bronzes, lacquerware,
textiles, and most notably, paintings—in emulation of
Chinese imperial practice. By the 1460s, when an inven-
tory of some 280 of the most highly valued scrolls was
drawn up, the collection boasted a wide array of picto-
rial traditions and genres.”

Within the Ashikaga cultural sphere, paintings
came to be conceptualized and commissioned according
to the modes of the famous Chinese masters represented
in the Ashikaga collection. Each mode had generically
identifiable features, such as the use of a hard outline for
landscape elements and “axe-cut strokes” on rock forms
in the mode of Xia Gui (active 1195—1224), or the lack
of an outline—generally referred to as the “boneless”
method—for landscape elements in the mode of Muqi
(13th century). In historical records of painting projects,
these modes appear mostly in conjunction with large-
scale paintings, but surviving works indicate that they
also applied to smaller-scale formats such as hanging
scrolls and folding fans (cats. 1-3, 9, 10).

Painters-in-attendance to the shogunate held
privileged access to the Ashikaga collection, and thus
played central roles in the elaboration of Chinese picto-
rial modes during the fifteenth century. The Kano paint-
ers inherited this legacy, and Masanobu’s ascent is almost
certainly tied to his mastery of modal painting, It should
be emphasized, however, that modal painting did not
merely entail the imitation of the styles of continental
works. Rather, it constituted a more complex and cre-

ative practice based upon the painter’s ability to mix and

match a wide range of artistic habits associated with a
Chinese master, and recombine them in inventive new
ways for Japanese pictorial formats. In this manner, the
artistry of the works contained in the Ashikaga treasury
was disseminated onto countless fans, folding screens,
and sliding-door panels in and around the capital.
Modal painting provided a mechanism by which this
rich repository of painting styles could be transposed,
recombined, and reimagined onto the built environ-
ment of medieval Kyoto.

Masanobu, who had clearly mastered the practice
of modal painting, was entrusted with the creative con-
figuration of pictorial modes for the architecture of the
Ashikaga family. Although his panels for the Muromachi
Palace do not survive, smaller-scale works demonstrate
his aptitude for this unique system of painting. Wazer
Buffalo and Herdboy, one of five surviving fan paintings
by Masanobu, was almost certainly understood as a
wortk in the mode of Li Tang (c. 1050-1130), a court
painter (fig. A-4). Likewise, among surviving works,
Hermit Viewing Waterfall (cat. 2) can be identified as
executed in the Xia Gui mode, while Zhou Maoshu
Admiring Lotuses and the diptych Landscapes (cats. 1, 3)
are pitched in the mode of Ma Yuan (c. 1160-1225). In
the following generation, Motonobu would continue to
develop modal painting into more general styles that
were based less on the modes of specific Chinese masters
than on certain pictorial moods, calibrated to suit differ-

ent interiors according to their degree of formality.

Architectural Painting

One of the distinguishing factors that enabled the rise of
the Kano house was its ability to execute cycles of large-
scale paintings, namely those affixed to the walls and
sliding-door panels of architectural interiors, quickly and

masterfully. During the Muromachi period (1392-1573),
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Fig. A-4. Kano Masanobu. Warer Buffalo and Herdboy, late 15th
century. Ink and gold on paper, folding fan; w. 18%¢ inches
(46.8 cm). Mary Griggs Burke Collection, New York
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the Kyoto palaces of the Ashikaga shoguns were regularly
animated with such profusely painted surfaces. It was
the role of painters—in—attendance to the shoguns to carry
out palace mural painting. With Masanobu’s entrance
into the shogunal orbit, this most privileged of assign-
ments was assiumed by the Kano house, which made the
execution of architectural painting a signature specialty.
For the Kano school, two types of architectural
spaces new (o medieval Japan were especially important:
the abbot’s quarters (hdjo) of Zen sub-temples, and the
Grand Audience Halls (Ohiroma) of castles. Sub-remples
emerged within large Zen monastic compounds during
the fourteenth century as sites for the worship of
deceased abbots, and gradually such sites were elabo-
rated into building compounds centered upon the quar-
ters where a retired abbot could reside. Customarily
the panels and walls of each of the rooms of the abbot’s
quarters were painted with subjects that bore some rela-
tion to the room’s status or function, a practice that
likely emerged during the mid-ffreenth century.'t Dur-
ing the sixteenth century, Kano Motonobu and his suc-

CEessors VVOIked on an impressive sequence Of sub—temples,

Il affiliated with the Kyoto temples Daitoku-ji or
Myoshin-ji, including their earliest surviving sub-temple
paintings at Daitoku-ji’s Daisen-in (cat. 18).%

Yert it was ultimately the emergence of castle
architecture and its cavernous audience chambers that
pushed Kano mural décor in new directions. Indeed, the
architectutal ambitions of the successive military hege-
mons drove the evolution of Kano picture—maki ng in
the late sixteenth century. Although military fortresses
had been built for centurics throughout the country,
Oda Nobunaga's Azuchi Castle (1576-79), a new archi-
tectural paradigm, inaugurated a bravura era of castle
building between 1575 and 1625 that witnessed the con-
struction of more than one hundred castles throughout
Japan. Toyoromi Hideyoshi followed suit by building
three large castles in succession: Osaka Castle (1584),
Jurakudai (1587), and Fushimi Castle (1592), each
grander than the previous example. Kano painters
brushed the interiors of all of them.

Hideyoshi’s Osaka Castle saw the emergence of a
new architectural space that would become paradigmatic
of warrior authority in early modern Japan. Typically
referred to as the Grand Audience Hall, this space actu-
ally consisted of a set of large-scale rooms that were
intended to be used by Hideyoshi when meeting with
retainers. This chamber greatly expanded the scale of the
stage on which feudal pledges were made, turning these
oaths of loyalty to the hegemon into political theater.
The earliest extant space of this kind is found at Kyoto’s
Nijo Castle, where the Grand Audience Hall of the
Ninomaru Palace was painted by Kano Tan’yi berween
1624 and 1626 (see Felice Fischer essay, “The Heritage
and Legacy of Kano Tan'y@”). As witnessed there, the
cycles of monumental pine trees employ evergreens as a
symbol to evoke everlasting rule, thus asserting the rule

of the Tokugawa shogunate as the eternal political order.



Kano painters would author similar symbolic programs
throughout the early modern era for the interiors of Edo

Castle, the base of the Tokugawa shogunate.

The Kano Synthesis

The painting history Honchi gashi credits Kano
Motonobu with the successful mastery and synthesis

of two separate traditions of painting, one indigenous
and the other continental. This combination was encap-
sulated by the traditional term wakan, which joined the
characters wa (Japan) and kan (China); the term had
been used for centuries to refer to cultural production
that artfully integrated the practices of the two cultures.
Although wakan continued to be employed as a term
and cultural concept in subsequent centuries, the spe-
cific Sino-Japanese practices to which it referred were

in constant flux.

Early Kano painters cultivated a wide-ranging
repertoire of styles and subjects by borrowing from the
practices of other established ateliers. Broadly speaking,
the two most significant of these were the Tosa and
Oguri lineages, which provided official painters to the
imperial and shogunal courts, respectively. The Tosa
school specialized in yamato-e (literally, “Japanese
pictures”), an indigenous style derived from ancient
Japanese art that was associated with the imperial court
and aristocracy. During the 1470s, Kano Masanobu was
apprenticed to a Tosa painter in Nara. In the next gener-
ation, the aforementioned marriage of Motonobu to
the daughter of Tosa Mitsunobu further cemented the
association between the two schools. Motonobu was
known to have courted a working relationship with Tosa
artists throughout his life. The clearest manifestation of
a Kano-Tosa collaboration are the wall paintings of the
Daitoku-ji subtemple Zuihé-in, which were most likely

painted during the years 1552—53. The efforts of Kano

artists to appropriate the secrets of Tosa painting were
ongoing, and played a significant role in expanding the
school’s artistic compass.

In visual terms, the embrace of yamato-¢ took on
many forms, but two of the most significant were the
mastery of illustrated handscrolls, which had long been
a staple of Tosa artistry, and the adoption of a gold-leaf
ground for painting. Of the many picture scrolls painted
by Motonobu, Miraculous Origins of the Shaka Hall
showcases how well the artist synthesized traditional
narrative painting techniques with his own approaches
(fig. A-5). On the one hand, the abundant use of gold
paint and polychrome mineral pigments is in keeping
with a classical court painter’s palette. On the other
hand, certain landscape elements, particularly the vigor-
ous rock forms, are faithful to established norms of
Kano painting. Conventional handscroll motifs such as
bands of mist are used in dynamic new ways, in this case
stacked and varied in thickness to create appealing varia-
tion across the surface, and sometimes carefully situated
to isolate motifs that propel the narrative.”

The indigenous practice of painting works on an
all-gold ground was similarly transposed to the Kano
menu. The adoption of a metallic painting support
required not only the specialized ability to apply pig-
ments to this surface, but also an unerring sense of
design and composition, so that the negative space sur-
rounding motifs could imply a ground plane or other
context for the otherwise floating pictorial elements. The
Kano school applied the concept of the gold-leafed can-
vas in innovative ways to new subjects, thereby convey-
ing a powerful sense of the mixing of visual traditions.
For example, finshan-si (]. Kinzan-ji; c. 1502-3), an early
fan painting by Motonobu in the Museum of Fine Arts,
Boston, depicts a storied Chan (Zen) monastery in

China’s Yangtze delta with golden clouds wafting

THE KANO SCHOOL: THE FIRST ONE HUNDRED YEARS 7
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Fig. A-5. Kano Motonobu. Detail of Miraculous Origins of the
Shaka Hall, c. 1515. Ink, color, and gold on paper, handscroll;
13% x 573%2 inches (35.3 X 1456.7 cm). Seiryd-ji, Kyoto

Fig. a-6. Kano Motonobu. Jinshan-si, c. 1502-3. Ink, color, and
gold on paper, folding fan; w. 197 inches (49.3 cm). Museum of
Fine Arts, Boston
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throughout the scene, dramatically cross-pollinating a
new continental subject with an old courtly composi-
tional device (fig. A-6). In Landscape Panels Monnted on
Yamato-e Screens, a work in the Freer Gallery of Art by

a sixteenth- century Kano painter, elements of wa and
kan are juxtaposed starkly (fig. a-7)." The background is
depicted in classical yamaro-e fashion, with gold clouds
and colorful nature imagery, while the landscapes affixed
to the screens are ink-monochrome works in the Chinese

tradition as adapted by medieval monk-painters.

For the most part, however, the adoption of a gold
backdrop for preexisting subjects was more prevalent, as
is the case with Motonobus screens Birds and Flowers of
the Four Seasons in the Hakutsuru Fine Art Museum,
Kobe (cat. 16). During Eitoku’s era, painting on a gold
ground would become common practice, associated pri-
marily with large-scale works and architectural interiors.
Not only did the illuminated surfaces reflect upon the
status and riches of their owners, but they refracted and
amplified light in complex ways in otherwise dimly lit
interiors. Moreover, as the sixteenth century progressed,
Kano painters generated more visually complex gold
surfaces in a number of ways: by mixing and matching
gold foil and paint; introducing three-dimensional pat-
terns into the gold surface by layering the gold upon
raised gesso designs (moriage); cutting the gold leaf
down to thin strips or miniature squares sprinkled across
the surface; or manipulating the metallurgy of the gold
to introduce yellow or reddish tints.

In addition to these and other Japanese influ-
ences, contemporary works from China provided a con-
dinuous influx of new ideas.” Motonobu and later Kano
painters adopted the scale and coloration of bird-and-
flower paintings by fifteenth-century Chinese court
painters for their own nature scenes. Certain kinds of
Buddhist paintings were also indebred to their continen-
tal counterparts. As revealed by recent scholarship, even
handscrolls such as Motonobu’s Mizaculous Origins of the
Shaka Hall were based upon the Chinese woodblock-
printed book Shishi yuanliu (Origins and Evolution of
Sakyamuni; c. 1425).*°

While it is unclear to what degree Motonobu’s
painting was conceptualized in its own time as a synthe-
sis of myriad traditions, his artistry came to represent, in
at least one instance, Japanese painting as a whole. Three

pairs of screens that were given to the Chinese Emperor



Fig. a-7. Kano Motonobu. Landscape Panels Mounted on Yamato-¢
Screens, 16th century. Ink, color, and gold on paper, pair of six-
fold screens; each screen 69 x 147'%¢ inches (175.2 x 375.8 cm).

Freer Gallery of Art, Washington, DC

Jiajing (r. 1521-67) in the eleventh month of 1541 by
Ouchi Yoshitaka (1507-1551), daimyo of Sué Province
(in present-day Yamaguchi Prefecture), were produced
by Motonobu. They are described as “gold screens”
(kinbyobu) with different composites of bird-and-flower
motifs.”* Although no longer extant, a good sense of
their visual qualities can be gleaned from surviving
works, such as Motonobu’s aforementioned Birds and
Flowers of the Four Seasons. In their harmonization of
yamato-e motifs with elements of ink painting and Kano
compositional design, these works must have offered
the best available portrait of Japan’s traditions of picture-
making at the time, and they would establish a prece-
dent for diplomatic screens produced by the Kano

school for centuries to come.

Genre Painting

The Kano artists were primarily responsible for one

of the most significant cultural developments of the
sixteenth century: the rise of genre painting (fizzokuga).
In previous eras, painting subjects were drawn largely
from the East Asian religious and literary canons, and
were invariably set at a considerable historical remove
from the viewer. The late medieval period, however, wit-
nessed the emergence of a type of painting that narrowed
the temporal gap between subject and viewer. Such
paintings utilized contemporary visual cues, depicting
fashions, objects, and customs that would have been
familiar to the lived experiences of their observers.

The pictorial language of early genre painting
emerged out of the tradition of classical court painting.
There numerous motifs of everyday life were developed as
peripheral visual props to the main subject. In illustrated
handscrolls, such pictorial fillers did not directly propel
the plot of a given narrative, but nevertheless provided
visual appeal and enhanced the reality of the story at hand.
Court artists became adept at depicting vignettes of village
life or quotidian sketches of entourages to offer visual
diversions to the main focus of a scene. In the sixteenth
century, these vernacular episodes came to constitute the
raw material for a wide array of new painting subjects.
The trivial and the banal became central pictorial themes
in their own right. And it was the Kano school that was
most responsible for overseeing the elevation of these
prosaic details to the main subject of the composition.

The subject known as “Scenes In and Around
the Capital” (rakuchi rakugai zu) was most responsible
for establishing the mode of genre painting.?” Typically
produced in the form of a pair of six-fold screens, these
works depicted the ancient capital of Kyoto in pan-
oramic vistas against the backdrop of the Higashiyama

mountains on the right-hand screen and the Kitayama
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Fig. a-8. Kano Hideyori. Maple Viewing on Mowunt Takao, 1560s.

Ink, color, and gold on paper, six-fold screen; 9% x 1437 inches
(150.2 x 365.5 cm). Tokyo Mational Museum. National Treasure

Fig. A-9. Kano school. Nanban Sereens, 17th century. Ink, color,

and gold on paper, pair of six-fold screens; each screen 60Y4 x
13076 inches (153 x 331 cm). Freer Gallery of Art, Washington, DC
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mountains on the left-hand screen, respectively. Major
monuments of the city were interspersed with street
scenes of row houses and urban commoners, and all sta-
tus groups commingled in dynamic sequences of human
interaction on a minute scale. The earliest surviving
works on this theme were all painted by the Kano
school, and reveal important insights into the develop-
ment of genre painting. The most famous example, the
“Uesugi Version” of Scenes In and Around the Capital,
was painted by Eitoku in 1565 and presented by Oda
Nobunaga to the warlord Uesugi Kenshin (1530-1578),
daimyo of Echigo Province (in present-day Niigata
Prefecture), as a peace offering in 1574.

“Seenes In and Around the Capital” gave rise to
other variations of genre painting, including scenes of
festivals (sairei zu) and merrymaking (yaraku zu), the
most famous example of which is the screen Maple

Viewing on Mount Takao (Tokyo National Museum)

painted by Kano Hideyori (active 1565-76) sometime
during the 1560s (fig. A-8). Other types were developed by
transposing new subject matter onto preexisting picto-
rial templates. The most notable examples of such over-
lays were “southern barbarian” or #anban screens, which
the Kano house began to produce during Eitoku’s time
(fig. A-9).” Nanban screens showcased the Portuguese
craders and Jesuit missionaries that were active in Japan
from the mid-sixteenth to mid-seventeenth century. Such
works evolved from “Chinese ship” paintings (Tosen zu
or karafune zi), which offered a convenient precedent
for the representation of overseas figures arriving in
Japan by boat.™ Fascination with the foreign was not,
however, the only reason for the popularity of nanban
screens. Like their earlier Chinese counterparts, these
screens were primarily auspicious in nature, meant to
engender prosperity and safe returns for the many mer-
chants who commissioned them from Kano painters.

By the middle of the seventeenth century, the
Kano school would move away from genre painting, in
large part to gear their production more purposefully to
patrons from the military class. Yet the legacy of Kano
genre painting would provide important precedents for
ukiyo-e (literally, “pictures of the floating world”), a genre
that would flourish particularly among urban common-
ers from the late seventeenth through nineteenth century.
Indeed, the ukiyo-e school would be highly indebted to
the contemporaneity of Kano genre painting, as mani-
fest in the emergence of Twasa Matabei (1578—1650), who
apprenticed under Kano Naizen (1570-1616). Matabei’s
genre paintings—most notably his own version of
“Seenes In and Around the Capital,” commonly known
as the “Funaki Version’—shifted the tenor of representa-
tion from the serenely social to the rowdy and ruffian.
In this respect, Matabei’s work can be understood as the

first genuine portrayal of the “Aoating world.”
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